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PREFACE

T h e  Translation, w hich faces the text in the present 
volum e, is added in com pliance w ith w hat seem s to 
be now  alm ost the rule w ith  G re e k  texts o f this d e 
scription. T h e  custom  is perhaps one m ore honoured 
in the breach than the o b se rv a n c e ; but there is 
som ething to be said for it in the instance o f the 
Poetics, becau se th ey  are read b y  m any w ho se stud y 
o f A risto tle  begins and ends w ith this one w o rk  o f  
his. A n d  there are certain ly  difficulties o f a special 
kind throughout the book, w hich  require a version or 
even a paraphrase to explain them. A ristotle 's  mode 
o f statem ent h ere is often elliptical, allusive, and o ve r
charged w ith  m ean in g; and he not unfrequently om its 
to indicate the connexion o f ideas in his sentences and 
paragraphs, so that the logical relation betw een them 
is left for us to perceive  as best w e can. U n d er these 
circum stances the freedom  o f a paraphrase m ay be at 
tim es the only m eans o f m aking his statem ent intellig ib le  
to the m odern reader. I f  B ern ays th ough t it n ecessary  
to adopt this m ethod o f interpretation in a rendering 
o f the Politics, there is still m ore reason for its adoption 
in one o f a book like the P oetics. I have a cco rd in g ^  
not scrupled to recast m any o f A risto tle 's  sentences, 
and also to insert here and there w ord s or short clauses, 
in order to m ake the sense and seq u en ce o f ideas 
clearer— as I suppose he w o u ld  have done himself, if
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he had foreseen the m odern reader, and the difficulties 
and obscurities he m ight find in his w ritings.

T h e  C om m entary has extended to a greater length  
than w as originally  contem plated ow in g to the accum u
lation o f  passages to be quoted from A risto tle  or other 
w riters in illustration o f the lan gu age and term inology 
o f the Poetics. It is hoped that th ey m ay prove o f 
use to those w ho approach the text w ithout previous 
study o f Isocrates or the R hetoric and other A ristotelian 
treatises. I venture to think, too, that som e o f the 
quotations w ill be seen to settle the m eaning o f  certain 
passages w hich  are not alwa}^s rightly  interpreted, and 
that others m ay serve to confirm  the traditional text, 
and vindicate it from  som e o f the doubts and suspicions 
w hich  have been so freely  cast on it. I f  the language 
o f  a p assage is found from parallels elsew h ere to be 
in accordance w ith  the usage o f  A risto tle  or other 
G reek  w riters, it is evident that corrections based on 
the assum ption o f its faultiness m ay be at once put 
out o f court.

T h e  Introduction is m ainly on the tw o questions 
w hich divide the critics o f the text at the present 
moment, the relation betw een the M S . know n as A c 
and the R enaissance M S S ., and the value o f the G reek  
readings w hich are, or are believed  to be, recoverable 
from the A rab ic  V ersion . I have endeavoured to show  
that the new  light w e think to g e t from this O riental 
quarter is often that o f  a m ere ign is fatuus, and that 
the utm ost caution is to be used before w e  allow 
o u rselves to follow  its guidance, w hen  the A rab ic  text 
d iverges in an y serious degree  from that o f our G re e k  
authority.

A risto tle ’s th eory  o f epic and tragic poetry, as put 
before us in the Poetics, is presented w ith such ad*
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m irable b revity  that I have not deem ed it n ecessary  
to go  over the ground in a prelim inary su rvey  o f the 
contents o f the book. N o r have I ven tured on a dis
cussion o f  the problem  o f his gen eral theory of. P o etry  
and A rt, as it w o u ld  require a volum e b y  itself to 
deal w ith a m atter o f  such extrem e com plexity, and 
w e  should be taken a w a y  at tim es in the course o f the 
inquiry into region s o f thought rem ote from  the avow ed 
subject o f the Poetics. T h e  statem ents and hints in 
the book w ould have to be eked  out b y  the aid o f 
others in other w ritings, w h erever passages are to be 
d iscovered  w hich  have, or seem  to have, som e sort o f 
aesthetic im port; and the data thus collected w ould 
have to be m ade to hold togeth er as parts o f a consis
tent theory. A ristotelian  T h e o rie s  o f  A r t  constructed 
in this w a y  are not unlike the A ristotelian system s o f 
L o gic , o f w hich  w e have seen so m a n y ; the parts are 
A risto tle ’s, but the syn th esis is a lw ays to som e extent 
our w ork, not his. A n d  I cannot repress a suspicion 
that if  he could com e back to life again, he w ould be 
surprised to find how  large a m eaning w e  are able to 
read into som e of. his m ore incidental utterances. W e  
m ust not forget, too, that the v e r y  idea o f a T h e o ry  
o f  A rt  is m odern, and that our present use o f  this 
term ' A r t ’ does not go  further back than the age o f 
W in ckelm an n  and G oethe. A risto tle  reco gn izes various 
analogies betw een  the plastic arts and certain form s 
o f  p oetry  and m u sic; he sees in them, for instance, 
a comm on elem ent, ‘ imitation ’, b y  w hich he gen erally  
m eans the portrayal o f hum anity and l ife , ' w hat men do 
o r suffer ’— though the term  has no doubt a w id er sense 
in places even in the P oetics. A n d  there are other ideas 
also in his w ritin gs w hich  w e  should regard as com ing 
under A esthetics. B ut th ey w ere m ost o f them already
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current in his tim e; and there is ve ry  little to show  
that he had ever thought them  out sufficiently to reduce 

them to system  even in his ow n mind.
T h e  book taken as it is, w ith perhaps an occasional 

sicj^fiight from som e o f his other w orks, is intelligible 
e fio u g h ; after a b rief introduction he g ives us in outline 
all that he has to say  on the subject im m ediately before 
him, the technique o f the D ram a and the Epic. H e  
tells one in fact how  to construct a good play and a good 
epic, ju st as in the R hetoric he tells one how  to m ake 
a good speech. A n d  in doing this he has succeeded 
in form ulating once for all the great first principles o f 
dramatic art, the canons of dramatic logic w hich even 
the m ost adventurous o f m odern dram atists can only 

at his peril forget or set at naught.
It is but righ t to rem em ber, how ever, that T ra g e d y , 

as A ristotle  h im self conceives it, is still in m any im por
tant points and characteristics the G re e k  form o f that 
art, and that it is lim ited in jvarious w ays b y  the con
ditions and conventions o f the G re e k  theatre, not only 
in the accidents o f its stage presentation, but also in 
its form and structure, its m otives and its su b jects; 
so that even as literature A risto tle ’s ideal p lay  w ould 
have been an essentially  G re e k  play. B u t if  I am 
not m istaken, his th eory has som e fu rth er limitations. 
H is ideal p lay  w ould seem  to be in m any respects 
a com prom ise betw een the p lay  o f the great era 
and that o f his own d a y ; he w as w riting for men o f 
a generation living som e seven ty  years after the 
death o f E uripides, and there is the m ark o f the age 
on a good deal o f w hat his th eory  lays down or assum es. 
T h e  diction o f the tragic dialogue, he thinks, should 
approxim ate to that o f conversation, the choice o f  w ords 
being like that in the stylistic prose o f oratory— as w e
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m ay presum e it w as w ith T h eo d ectes and som e o f his 
contem poraries. T h o u g h  he disapproves in a well- 
know n passage o f the intercalary chorica o f the D ram a 
o f the time, this is a m erely  academ ical expression o f 
opinion and a counsel o f p erfectio n ; it is clear that—  
he has practically  com e to regard the C h o ru s as a sort' 
o f n eglig ib le  quantity, and that that is the ultim ate 
explanation o f his persistent silence about it. E ven 
in his th eory  o f the Plot, w hich  he has w orked out 
with so m uch thought, he is read y to m ake concessions 
to the w eakn ess o f the audiences in an age w hich  had 
becom e too hum anitarian to accept the strong situations 
allow ed in the older T ra g e d y . I m ention this because one 
is apt to forget that in the seven ty  y ears before A ristotle  
T ra g e d y  m ust have undergone m any changes, though 
perhaps not for the better, and that w e cannot a lw ays 
expect to reconcile the practice o f the older poets w ith 
his rules, or his rules w ith the practice o f the older 
poets. I f  his th eory  o f C om ed y had come dow n to 
us, w e  should probably  find it m ore applicable to the 
N ew  C o m ed y than to that o f A ristophanes.

A n  editor in these days can hardly hope to do m uch 
to advance the interpretation o f a book w hich  has been 
£o carefu lly  studied and re-studied b y  a lo n g  succession 
o f editors and translators, m any o f them  am ong the 
m ore illustrious nam es in the h istory  o f classical learning. 
A n d  apart from editions and translations, w e have now  
an incalculable num ber o f contributions to the criticism  
and illustration of the book, scattered about partly  in 
special articles and m onographs, and partly in other 
w ritings, w hich  have often no direct or overt relation 
to the P oetics them selves. T h e  references in the 
A dnotatio C ritica and C om m en tary w ill show  the extent 
to w hich I have been able to use this sporadic literature.
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M y first and ch ief debt is to V ahlen, w hose Beitrage  
mark, as all know, an epoch in the m odern h istory o f 
the Poetics, and w ho se edition has done so m uch to 
put the criticism  o f the text on its true basis, and to 
keep it w ithin the lim its o f philological reason. If  
I have not alw ays found it possible to accept his v iew s 
on doubtful points or passages, it w as assu redly  not 
through any lack o f regard for them, or in forgetfulness 
on m y part o f his v e ry  great services to A ristotelian 
learning. S p ea k in g  o f predecessors, an E n glish  editor 
m ay be perm itted to render his tribute o f  recognition 
to his E nglish  predecessors, G oulston, T yrw h itt, and 
T w in in g. G oulston ’s paraphrase, w ith  the m arginal 
com m entary w hich accom panies it, is in a sense the 
m ost helpful o f the earlier versions, since it is a definite 
attem pt to explain the logical sequence o f  A risto tle ’s 
ideas, and thus to deal w ith difficulties o f  a kind of 
w hich the sixteenth-century interpreters w ould seem  to 
have been unconscious. T}n*whitt needs no e u lo g y ; 
his Poetics, both in the translation and in the notes—  
the one fault o f w hich is that th ey  are so fe w — show  
a com bination o f originality and scholarship w hich puts 
him in the first rank am ong the scholars o f  the period 
betw een B en tley  and Porson. A n d  as to Twining^ 
w hatever one m ay think o f his translation, his com 
m entary m ust a lw ays have a value as the w ork of 
a rem arkably w ell-read man— one familiar, as few  are 
now, w ith all the best literature, w h eth er ancient or 
modern.

It is difficult for me to say  how  m uch this book ow es 
to the kind assistance o f m y old friend, M r. A .O .P ric k a rd , 
late F ello w  o f N ew  C ollege, w ho besides consenting 
to read the proofs gave me throughout on countless 
doubtful points the benefit o f  his own v e ry  accurate
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kn ow ledge and lon g  stud y o f the Poetics. In the 
Translation, I think, there is h ard ly  a page to be found 
w ithout am endm ents due to his insight and fine sense 
o f language.

I have to thank M r. R . W . Chapm an o f O rie l for 
m uch tim ely help in the last stage o f the preparation 
o f  this volum e. It is perhaps needless to add that 
the present, like so m any other O xford  books, is not 
a little indebted to the attention it has received  from  
the vigilant C o rrecto r o f the C larendon Press.

I. B .





INTRODUCTION

i

The form  and structure o f the existing Poetics.

T h e  text of the Poetics has been supposed to have suffered 
more seriously than most prose Greek texts in the process 
of transmission; and many scholars accordingly have allowed 
themselves a very free hand in dealing with its difficulties. 
One cannot help suspecting, however, that not a few of their 
doubts and suspicions start from a certain preconceived 
idea, inherited from the Middle Ages, of the general character 
of the Aristotelian writings— that the 1 master of them that 
know* could never for a moment forget his logic; that his 
mind worked with all the sureness of a m achine; and that 
a treatise of his must not only have been written throughout 
on the straightest lines, but also have left his hands as free 
from oversights and inconsistencies as a modern published 
work is expected to be. The untenableness of these assump
tions, as thus stated, is obvious, and no one, I imagine, 
would confess to them in so many words. But it is impossible 
to read much of the current criticism on the Poetics without 
seeing that its working hypothesis is in many instances what 
I have said.

Aristotle, with all his scientific formalism, is even as 
a thinker much more human than we are apt to suppose ; 
his writing, too, is marked by great inequalities, passages 
of admirable lucidity and finish being often followed by 
a stretch of text in a style so curt and crabbed as to be the 
despair of his interpreters, ancient as well as modern. The 
Poetics begin fairly well, but as the work advances there 
are signs o f failing attention to form, and the statement 
becomes in places little better than a series o f notes. The 
continuity also o f the exposition is frequently broken by
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parentheses, sometimes on matters of very minor importance 
for the immediate argument. The digression on the λυσ-ις 
άπο μηχανής in chap. 15 is a clear instance of matter out of 
place. W e may explain it psychologically, as arising by 
a natural association o f ideas out of the preceding context 
(*5> I 454a 33~6); but its logical place was assuredly not in 
a chapter devoted to the ήθη. Hermann went so far as to 
take it out of its present setting, and insert it after τέλους in 
18, 1455 b 32, not seeing that in thus removing one difficulty 
he was only creating another.

Judged by our modern standards of literary correctness 
the Poetics are perpetually open to criticism; but the 
anomalies and informalities, if I may use the word, are 
too numerous to be removed by the ordinary emendatorial 
artifices. Among these anomalies of language or thought 
the following may be noted:—

(1) The anticipatory use of technical terms, which are 
defined afterwards^ .e. g.

άπλους μύθος: its meaning is assumed in 9, 1451  ̂33; and it is 
defined later on, in chap. 10.

λόγος (as a term of gram mar or logic): defined in 20, 1457 a 24; but 
the term had appeared before this in the same sense in 20,1457 a 6.

λύσις: used without explanation in 15, 1454 a 37, and defined in 18, 
1455 b 26.

περιπέτεια and άναγνώρισις: used in 6, i4 5 o a 34, and explained after
wards in chap. 11.

To account for this kind of procedure I have suggested 
elsewhere (Festschrift ftir Th. Gomperz p. 164) that most of 
these and similar technical terms may have been alread}' 
sufficiently recognized and established in the language of 
the period, and that Aristotle only defines them for a special 
reason, in the interest of scholastic precision or clearness. 
This postponement of explanation, however, is not peculiar 
to the Poetics. W e have an instance in the Nicomachean 
Ethics, where προαιρεΐσθαι, προαίρεσις, and προαιρετική are 
assumed in Bk. II and explained afterwards in Bk. III. 
Another instance is the use o f κάθαρσις in Pol. 8. 6, the term 
being in the next chapter (8.7, 1341b 38) regarded as one 
requiring explanation.
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(2) Variations o f terminology. Aristotle does not always ■ 
adhere to the same terms even when dealing with the same 
technical ideas. J| Thus in chap. 1 he has two terms for the 
musical element in poetry, μέλος and αρμονία; and two for 
the literary element also, μέτρον and λόγος. In the same way 
in chap. 18 the intrigue in a play is termed δέσις in one place 
and πλοκή in another.

(3) Inconsistency in the use of terms. -T h e  following are 
seme-of the instances o f it

άπλους μύθος I the opposite of the 7Τ€πλ(γμ€ΐος μνθος in IO, I4 5 2 a I2,
and that of the όιπλονς μνθος in 13, 1453 a 13.

€ir€ΐσόδιον : sometimes a dram atic ‘ a c t ’, sometimes an ‘ insertion \ 
έπΐ€ΐκης: in 15,1454 b 13 it is said that the tragic hero should be, 

and in 13, 1452 b 34 that he should not be, έπχικής.
μιμ€Ϊσθαι: in 3, 1448a 20 and elsewhere it includes the narrative

form o f im itation; in 24,1460 a 8 it excludes it.
όμοιος, said of a dramatic personage, has one sense in 2,1448 a 6 and 

another in 15, 1454 a 24, b 10.
πάθος, though generally used in the theatrical sense defined in 11, 

1452 b 11, has in two passages (17, 1455 a 3i ; 19, 1456 a 38) another 
sense, that o f ‘ fee lin g1 or ‘ emotion \ 

συλλαβή: its use in 21, 14 58 a 2, though recognized in common 
parlance, is not in accordance with the definition in 20, 1456 b 35.

These and similar inconsistencies of language are obviously 
mere accidents of expression, which mislead no o n e ; and 
it would have been easy to remove them on revision, if the 
Poetics had ever undergone that process. But, if I am not 
mistaken, there is evidence, at any rate here and there, of 
a more serious kind of inconsistency, actual inconsistency 
of thought.

(4) Inconsistency of thought. T h e  following seem to be ! 
instances o f th is :—

In 2, 1448*4 we are told that the tragic personage is not 
όμοως but βΐλτίων ή καθ' ήμάς, and in 13, 1453 a 5 that he must 
be όμοιος, one like ourselves. The discrepancy is not difficult 
of explanation. In chap. 2 Aristotle is thinking only o f the 
distinction between Tragedy and Comedy. In chap. 13, 
on the other hand, where the question before him is the 
emotional effect of Tragedy, he has come to see that, if we
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are to ' fear* for the tragic hero, he must be όμοιος, more or 
less like ourselves— that being the condition of our human 
sympathy with him. Aristotle appears to have been not 
unconscious of the change of view, since in the summary 
in 13, 1453 a 16 he modifies his second formula, and writes 
ή  o l o v  είρηται [i. e. όμοιος~\ ή  yβελτίονος μ ά λλον ή  χείρονος, where 
the alternative ή βελτίονος is obviously intended to bring the 
statement into line, as far as can be, with that in chap. 2.

In 13, i453a 22 he approves of a drama with an unhappy 
ending even when kinsmen are concerned, and declares it 
to be the theoretically best form of tragedy, ή κ α τά  την τέχνην  

καλλίστη  τρα γω δ ία . But in the following chapter (14, 1454 a 4) 
he tells us that there is something better than th is : when 
kinsmen are concerned it is best for the unhappy ending 
to be evaded by means of a timely Discovery. It is clear 
that he has become aware of there being something μιαρόν 

in the ordinary tragic situations, and feels that it is to be 
avoided or reduced to a minimum.

In 23, 1459^1 the superior Unity in the two Homeric . 
poems as compared with the later epics is distinctly asserted 
on the ground that the action in the latter is at best only 
a μία πραξις πολυμερής. In 26, 1462 b 8, however, a different 
view is taken of the Iliad and Odyssey, which are said to 
be each made up of several actions or parts; in other words, 
the action in them is conceived as being what Aristotle had 
previously described as a μία πραξις πολυμερής. The exigencies 
of the argument in chap. 26 have betrayed him into a state- 

 ̂ ment at variance with that in chap. 23; and he has omitted 
to bring them into formal concordance by modifying one 
or the other.

In 24, 1459 b 8 in his desire to find points of agreement 
between epic poetry and Tragedy he tells us that the species 
of the Epic correspond with those of Tragedy, i.e . with 
those enumerated in 18, 1455b 32· But with the text as it 
stands in the tradition the correspondence cannot be made 
out. The only possible way of bringing the two statements 
into harmony is that adopted by Vahlen, who has to assume 
a lacuna in 18, i4 5 5 b 34 and also to accept a very arbitrary 
and improbable conjecture, τερατώδες, in 18, 1456 a 2.
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(5) Lapses of memory. That his memory was sometimes 
at fault is the only explanation of his misleading account of 
the Peripety of the Oedipus 4 n ~ iir  1452 a 24, ~^nd of his 
misquotations from the Iliad -in -25,. 1461a 16. But there are 
also, I think, signs of haste and inexactitude even in some 
of his references to matters within the Poetics themselves—  
at any rate in the following instances :—

6» *45° b *3 ω<77Γ€ρ πρόωρον εϊρηται. The reference is to 
6, 1449 b 34— where a different definition is given.

18, 1455 b 3 2 τοσαυτα yap και τα μ,ίρη ελέχθη.

18, 1456 a I I  07Γcp 7τολλάκΐ5 €Ϊρηται.

The second and third of these three references are clearly 
inexact, and have even created a doubt as to the soundness of 
the text. A t the same time one cannot but see that the first 
reference, that in 1450b 13, is equally open to criticism, 
though no one seems to have thought it necessary to suggest 
an alteration of text in that passage.

Difficulties and anomalies of this description, i. e. in isolated 
passages, are not peculiar to the P oetics; they are certainly 
to be found from time to time in other Aristotelian writings, 
e. g. in the De Anima, the Rhetoric, and perhaps even the 
Nicomachean Ethics. I may now leave them, and pass on to 
a larger question, the difficulties in the general plan and 
structure o f the whole. The scheme of the work as a w hole: 
is admirably simple and logical, comprising five main parts: 
or sections:—

1. A  preliminary discourse on Tragedy, epic poetry, and 
Comedy, as the chief forms of imitative poetry, and jthe 
subject o f the inquiry that is to follow (chaps. 1-5).

2. Definition of a tragedy, and the rules for its construction 
(chaps. 6-22).

3. Rules for the construction of an epic (chaps. 23-4).
4. Enumeration of the criticisms to which an epic ’or 

tragedy may be subjected, and of the various possible replies 
to them (chap. 25).

5. A  comparison of epic poetry and Tragedy, showing the 
artistic superiority of the latter (chap. 26).

POETICS 5
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The chief difficulties usually found in the book are in the 
contents and arrangement of the second section, that dealing 
with the rules for the construction of a tragedy. Read as it 
stands, with its matter in the traditional order, the main points 
in it may be said to be in brief as follows :—

1. Definition of a tragedy (6, 1449 b 24).
2. Analysis of a tragedy into its qualitative parts, -μνθος, 

ήθος, διάνοια, λ & ς ,  μΐλοποάα, δψις; the two last being set aside 
as not coming within an Art of Poetry (chap. 6).

3. The μύθος: the general rules for the construction of 
a μνθος, and the Unity of action required in every form of it 
(chaps. 7-11).

4. A  note or postscript on the quantitative parts of a 
tragedy (chap. 12).

5. The special rules for the tragic μνθος viewed as a means 
of producing the emotional effect of Tragedy (chaps. 13-14)·

6. Rules for the ήθος of the tragic personages, with a paren
thetic note on the use of the μηχανή  in Drama (chap. 15).

7. Appendix to the foregoing: i. the various forms of 
Discovery; ii. certain additional rules to be remembered in 
practice in the construction of a play (chaps. 16-18).

8. The διάνοια of the tragic personages (chap. 19).
9. The λ ίξις  in Tragedy: i. the ultimate constituents of 

language ; ii. the different kinds of terms ; iii. the character
istics of the language of poetry, and the limits to be observed 
in the use of poetical words and forms (chaps. 20-22).

The above is a synopsis of this section as it might be read 
by any one prepared to accept the text in the form in 
which it has come down to us. The doubts which have 
been thrown on it are of two kinds: (1) the genuineness 
of certain chapters is questioned; and (2) the order in which 
the materials now appear is thought to deviate more or less 
from that of Aristotle himself.

i. The chapters which so many scholars reject as inter
polations are chap. 12 and chap. 20. The argument on the 
other side I must reserve for the Commentary (on 12, 1452 b 14 
and 20, 1456 b 20), as the question is too complex to be dealt 
with in an Introduction.
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2. The difficulties in the ’ traditional order of the matter 
have been met by a free use of transposition. Hermann, for 
instance, transfers the paragraph on the λνσ ις  ά π ό μηχανής 

from chap. 15 (1454a 37-b 8) to chap. 18, inserting it there 
after μέχρι τον τέλους in 1455 b 32. Susemihl goes further: he 
lifts the whole of chap. 15 out of its place, in order to make 
it come immediately after chap. 18. They were both only 
following haud passibus aequis in the steps of Daniel Heinsius, 
who went to' much greater lengths in this direction. The 
following comparative table may give an idea of the liberties 
Heinsius took in his rearrangement of the text

Heinsius, c. vii =  chap. 12.
„ c. xiii =  chap. 16.
„ c. xiv =  11, 1452 b 9-13+ 13, 1452 b 30 sqq.
,, c. xv =  chap. 14.
„ c. xvi =  13, 1452 b 28-30 + chap. 17.
,, c. xvii =  chap. 18.
„ c. xviii =  chap. 15.

The changes Heinsius adventured were never wholly 
motiveless, but the section as thus reformed by him is 
almost a reductio ad absurdum of this mode of critical 
procedure. The underlying assumption is that Aristotle, 
having planned out his work from beginning to end with 
careful prevision and in accordance with a severely logical 
scheme, must have thought of everything he had to say 
in its predestined logical place, and was incapable of 
saying anything except in its logical place. W e have no 
right to assume this of A ristotle; he was not writing, like 
Isocrates, for the great world, or with the responsibilities of 
publication ever before his eyes. But the chief objection to 
the procedure of the transpositionists is that no vera causa 
can be assigned for the structural disorder it presupposes. 
Our ordinary experience of M SS. and the textual faults they 
sometimes present supplies nothing analogous, nothing that 
will serve to explain the phenomena. The only conceivable 
hypothesis is that the Aristotelian materials survived at first 
simply on loose tablets, or sheets, as we should s a y ; that each 
one of these contained a definite piece of text of varying

b 2
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length, sometimes that of a chapter, and sometimes that of 
one of the sections or paragraphs of a modern edition; and 
that the whole was put into its present shape by an early 
editor. All this, however, is mere surmise. And if there 
ever was an early editor with a free hand to arrange the 
materials as he thought fit, the presumption is that his 
logical instinct would have led him to the same view of 
the position of chap. 15, for instance, as Heinsius, Susemihl, 
and others have taken in modern times.

II

The lost Second Book.

Victorius was the first to see that the treatise now known 
as the Poetics is only the surviving portion of a larger work. 
The fact is sufficiently assured by the note in the index of 
Aristotelian writings in Diogenes Laertius (5, 21), who de
scribes the work as being in two B o o ks:

πραγματείας τέχνης ποιητικής ά β.

W e have no further direct testimony to the existence of 
a Second Book. The additional evidence which is sometimes 
quoted, that of the Arabic version of the index ascribed to 
Ptolemaeus ‘ the Philosopher* (v. Berlin Aristotle 1470b), 
may be set aside without discussion, as having little or 
nothing to do with our present Poetics (Rose, Aristotelis 
Fragmenta ed. Teubn. p. 20; Littig, Andronikos von Rhodos 1 
P· 38).

Our present Poetics, if we may take the work at its face 
ί  value, as a fairly complete and consecutive whole so far as 

it goes, may be regarded as Bk. I of the original treatise. 
There are certainly indications of there being more to 
follow; and its concluding paragraph also is in form exactly 
like the summaries which Aristotle so constantly introduces 
in other writings, to mark a transition from one section of 
his general subject to another. That there was even in 
the latest Aristotelian schools some faint tradition of another
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Book is shown by the reference in Eustratius on the Ethics 
(p. 320 Heylbut) to Poet. 4, 1448b 30, who speaks of the 
passage as being iv τω πρώτω π€pl ποιητικής [i. e. εν τω a irepi 
ποιητικής]. As for Bk. II, one thing is quite clear, that it 
was wanting in the common archetype of 2, the MS. before 
the eighth century Syriac translator, and A e, our oldest 
Greek MS. W e cannot fix the date o f its disappearance; 
it is practically certain, however, that the loss must have 
occurred during the papyrus period of the text, when Bk. 1 1 % 
was still on a separate roll, so as to be easily detached from 
Bk. I, which was on another roll. The view of Bernays 
(Zwei Abhandlungen p. 48) is that it survived into the fifth 
century, and that the statement in Proclus [v. Fr. V  note] 
of the Aristotelian Catharsis theory was based on a first-hand 
knowledge of Aristotle’s text. The actual words of Proclus 
hardly justify such a conclusion :—

τούτο δ* ovv πολλήν και τω Ά ριστοτελεί παρασχον αιτιάσεως 

αφορμήν και τοΐς νπ\ρ των ποιήσ€ων τοντων άγωνισταΐς των προς 

Πλάτωνα λόγων . . .

It will be observed that Proclus refers not only to Aristotle 
but also to other apologists for the Drama; it is quite 
possible, therefore, that it was from one of the latter rather 
than Aristotle himself that he derived his knowledge of the 
Aristotelian idea of catharsis. And in the context in place 
of the Aristotelian term he substitutes as synonyms άφοσίωσις 

and απίρασις— neither of these words being found either in this 
or in any other sense in the extant writings of Aristotle.

In Byzantine times Bk. II was so completely forgotten 
that the inscription of the existing Poetics in A 0 is simply 
Tlepi ποιητικής, and not Περί ποιητικής ά, as it Would have 
been if the memory of Bk. II had survived. There is no 
evidence to show that the later Grammarians knew of Bk. II, 
or of the theory of Comedy which must have formed part 
of it. But there is evidence sHowingTtlo have been unknown 
to them. The so-called Tractatus Coislinianus (Kaibel, 
C G F .  i p. 50-3) preserves a definition of Comedy, which 
has no doubt a certain Aristotelian look; any one can see, 
however, by simple inspection that it is nothing more than
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an adaptation, or rather, as Bernays calls it, a travesty, of 
the well-known definition of Tragedy in the existing Poetics 
(6, 1449^24):—

T r a c t . C o i s l . A r i s t o t l e .

κωμωδία earl μίμησις πράξεως εστιν ούν τραγωδία μίμησις  

γελοίου και άμοίρον μεγέθους τε- πράξεως σπουδαίας καί τελείας  

λείου χωρίς έκαστου των μορίων μέγεθος εχονσης, ηδυσμένω λόγω  

εν τοΐς εϊδεσι, δρωντων καί (ο υ )  χωρίς έκαστου [so A c] των είδων 

δι απαγγελίας, δι ηδονής καί γέλω - εν τοΐς μορίοις, δρωντων καί ου δι* 

τος περαίνουσα την των τοιουτων απαγγελίας , δι* ελέου καί φόβου 

παθημάτων κάθαρσιν. περαίνουσα την των τοιουτων

παθημάτων κάθαρσιν.

It is evident that neither the compiler of the Tractatus 
nor the older writer from whom he may have been borrowing 
had the genuine Aristotelian definition of Comedy before 
him, and that the gap in knowledge had to be filled up 
by means of the above sorry fabrication. The same marks 
of origin are observable in what the Tractatus says of the 
‘ m atter’ of Comedy:—

κωμωδίας ύλη , μύθος ηθος διάνοια λέξις μέλος όψις (comp. Poet.
6, 145009);
and of the parts into which Comedy is divided :—

μέρη της κωμωδίας τέσσαρα , πρόλογος χορικόν έπεισόδιον έξοδος, 

πρόλογός έστιν μόριον κωμωδίας το μέχρι της εισόδου του χορού, 

χορικόν έστι τό υπό του χορού μέλος αδόμενον όταν έχτ] μέγεθος 

ικανόν, επεισόδιόν έστι τό μεταξύ δύο χορικών μελώ ν . έξοδός εστι 

τό επί τέλει λεγόμενον τού χορού (comp. Poet. 12).
The date of this rechauffe cannot be determined; but 

an approximation to that of its ‘ source’ may perhaps be 
hazarded, as the same enumeration of the ‘ parts ’ of Comedy 
appears in Tzetzes (Kaibel, C G F. 1 p. 21; comp. p. 28), 
who quotes it as that of a certain Euclides— a grammarian 
of doubtful date but apparently of the classical period. It 
would seem, therefore, that even at the time of this Euclides 
Bk. II of the Poetics was lost or inaccessible. It is difficult 
to believe that, in the course of a comparatively short 
treatise, Aristotle repeated himself in the purely mechanical 
fashion of these later compilations on Comedy.
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Although Bk. II is now lost, there are indications in 
Aristotle himself which may give us some idea of the 
ground it must have covered. It may be taken to have 
comprised ( i)  the discussion on Comedy promised in Poet. 6, 
1449 b 21, and (2) the Catharsis theory to which reference is 
made in Pol. 8. 7, 1341 b 32 (v. Fr. V). W hat we are told in 
more than one passage in the Rhetoric (v. Fr. I l l )  is enough 
to show that τ ά  yελοΐα, the appointed subject of Comedy, must 
have been considered and examined with the same analytical 
care as in the treatment o f τ ά  φοβέρα καί ελεεινά in the 
surviving theory of Tragedy. And if his theory of Comedy 
was on much the same lines as that of Tragedy, Aristotle 
must have had something to say on the μνθοι of Comedy, and 
also on the ήθος and λεξις  of the comic personages. The 
strange expression in Fr. IV, το  δε πάντων κνντότατον, may 
perhaps have been in its original setting an illustration of the 
possibilities in the way of diction in Comedy. As for the 
Catharsis theory, the only place we can imagine for it would 
be, as Vahlen. (Aristotelische Aufsatze 3 p. 10) has seen, at 
the end of Bk. II. In such a position it would come in 
naturally enough, as a final word on the whole subject of the 
Drama, justifying the existence of both Tragedy and Comedy 
in reply to the polemic of Plato in the Republic. The 
discussion itself can hardly have been a brief one. The 
subject was too large and too controversial to be disposed of 
in some one or two short chapters.

I l l

History o f the Poetics.

The history of the book in the classical period is obscure. 
Much of its teaching and terminology survives in the later 
literature of compilation, but the book itself seems to have 
been after a time either ignored or but little studied. There 
are no traces of an ancient commentary on it, and compara
tively few citations, acknowledged or unacknowledged, in 
ancient writers. Several of the citations, too, are manifestly
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second-hand. This may be said also even of the remini
scences of Aristotelian ideas in Polybius, and in the Ars 
Poetica of Horace ; for there is reason to think that Polybius 
was only following Eratosthenes, and Horace his Greek 
authority, Neoptolemus of Parium. The more important of 
the ' Testimonia * are noted in their place in the Commentary. 
Many other more latent references are to be found in the 
Grammarians, as may be seen from the texts collected in the 
following monographs:—

Trendelenburg: Grammaticorum graecorum de arte tragica 
iudiciorum reliquiae (Bonn 1867).

W estphal: Prolegomena zu Aeschylus TragOdien (Leipz. 
1869).

K aib el: Die Prolegomena Π Ε Ρ Ι Κ Ω Μ Ω ΙΔ ΙΑ 2  (Berl. 1898).
Adam: Die Aristotelische Theorie vom Epos (W iesb. 1889).
C arroll: Aristotle’s Poetics, c. xxv, in the light of the 

Homeric Scholia (Baltimore 1895).
Apart from the fact of our oldest Greek MS. (Ac) having 

been written somewhere about the year 1000, there is little 
or no indication of any interest in the book among the 
Greeks of the Middle Ages. It is clear, however, that it 
found readers in the East, as it was translated into Syriac in 
the eighth century, and from the Syriac into Arabic in the 
eleventh. The Commentary of Averroes, which was based 
on this Arabic version, was rendered before long into Hebrew, 
and also, under the title of Aristotelis Poetria (Jourdain, 
Recherches Critiques2 p. 141), by Hermannus Alemannus 
into Latin. Roger Bacon (Op. Mai. 1 p. 101 Bridges) knew 
the work of Hermannus, but not the Greek Poetics or any 
Latin version made directly from the Greek. The Poetics 
were not among the many Aristotelian and other philosophic 
Greek books which found translators in the thirteenth 
century, when the Latin occupation opened up the Byzantine 
world to the Westerns. The Rhetoric was translated at this 
time, but its fellow treatise was left out in the cold.

The modern history of the book begins in the second 
half of the fifteenth century. The Greek text itself now 
became known among the learned in Italy; and at the end 
of the century (1498) the first translation from it, that by
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G. Valla, was given to the world. It is difficult to see why 
the Poetics were not included in the great Aldine Aristotle of 
1495-8. The many Renaissance M SS. which we still have 
are enough to show that the book must have been accessible 
and in the hands of not a few of the earlier humanists. 
Valla certainly had a M S. to work on. Politian is known to 
have been a former possessor o f one of the Laurentian M SS. 
(LX . 14); and his acquaintance with the book is proved by 
his reference to a well-known passage (Poet. 1,1447 h 21) in his 
Panepistemon (1483): Tum illa obscuriora poematum genera, 
ithyphallicum, manerus [i. e. maneros\ borimus, lytierces [from 
Athenaeus]. E t item qualis centaurus ille Chaeremonis: quae 
communi vocabulo poemata dicuntur.

The editio princeps of the Greek text appeared at length in 
1508 in what is usually reckoned as Vol. I of the Aldine 
Rhetores Graeci. It was no little misfortune to learning 
that, instead of following one of the better apographs, the 
editor, Demetrius Ducas, sent the text forth in a form which 
is an almost ideal instance of what a first edition should not 
be. W ho was responsible for the systematic corruptions in 
the Aldine we cannot now s a y ; one may suspect, however, 
that the chief offender was no other than Ducas himself— 
more especially as he claims credit in his preface for the 
pains he had taken in the correction of the texts in the new 
volume : ταντην την β ίβ λο ν , he Says, πολλά πονήσαvtcs και 

μόχθησαvt€S €πί τοΐς άντιγράφοις οις ένετνχομςν τοΐς φιλολόγοις  

διωρθώσαμςν. The general characteristics of this Aldine text 
will be examined further on. H ere it may be enough to note 
that the prestige of an Aldine caused it to hold its ground 
for more than three centuries as a sort of textus receptus; 
it was, in fact, with some few minor improvements, accepted 
by editor after editor, and scholar after scholar. In 1555 an 
effort was made to dislodge it from this position by Gu. Morel, 
whose recension was based on the MS. now known as 
Parisinus 2040, a fairly faithful apograph of A c. Morel's 
edition, however, notwithstanding his great name among his 
contemporaries, left little or no mark on the general criticism 
of the book; its readings are all but ignored in the Variae 
lectiones in Sylburg’s edition (1584). Several of the sixteenth
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century editors (Paccius, Madius, Robortellus, Victorius) 
had access to M SS.; but they did little more than turn to 
them from time to time for a new reading in some particular 
passage; it does not seem to have occurred to them to raise 
the larger question of the value and credentials of the Aldine 
text. Even Victorius, who had had A c in his hands before 
it left Florence, and was fully aware of its great antiquity, 
failed to see its superiority as a basis for the text to the Aldine 
vulgate. W riting in 1560 he says: Videram ipse olim ac 
diligenter tractaram volumen quoddam antiquissimum in quo . . .  
hic etiam liber esset, nihilo melior illic ille multis locis quam 
pervulgatus quilibet typisque excusus erat. Otiare desperavi 
aliquid boni inde posse expectari. And as late as 1831 Bekker, 
with a fairly complete collation of A c before him, retained 
nevertheless not a few of the Aldine emblemata. This 
illusory idea of the value of the Aldine lasted on until 1839, 
when Ritter at last raised his voice against it, and set it aside 
as based on a MS. 'non solum multis vitiis librariorum culpa 
depravatum, sed etiam ab Aldo aliisque eruditis Italiae viris 
modo correctum modo interpolatum et corruptum.’ It 
remained for Spengel (1865-6) and Vahlen (1867) to carry 
Ritter’s theory a step further by recognizing the unique 
authority of A c as the one record of the Greek textual tradi
tion, and the ultimate parent of all our Renaissance texts. 
There is no doubt a tendency just at present to question this 
conclusion owing to the effect on opinion of the recently 
published Arabic Version, which is found to confirm some 
of the better readings in the Renaissance M S S .; the fact 
is supposed to imply the survival into Renaissance times of 
some memory of a text independent of that in A°. The 
point will have to be considered at length in a later section 
of this Introduction.

IV

The existing data fo r  the constitution of the Text.

If  we may disregard for the present the testimony of the 
Renaissance M SS., as being all of them apographs of the 
MS. known as A c, our authorities for the textual tradition
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of the Poetics are reduced to two, (i) A c, and (2) in a less 
definite way, the traces and indications of another Greek text 
recoverable from the Arabic Version and the surviving frag
ment of the lost Syriac Version.

A c.

A c, i.e. Parisinus 1741, is part of a volume which contains 
not only the Poetics but also the Rhetoric and several post- 
Aristotelian works on Rhetoric. In the sixteenth century it 
was examined by Victorius, while it was still in Florence. 
Since then it has been repeatedly collated; first by an un
named friend of Burgess (perhaps Coray) for the critical 
Appendix to Tyrwhitt’s edition (1794); then by Bekker for 
the Berlin Aristotle (1831); and lastly by Vahlen and others. 
A  description of it, with a full account of its history, will 
be found in Μ. H. Omont’s Introduction to the facsimile 
edition of the text published in 1891 by M. F. Allegre. The 
date of this fine specimen of Byzantine calligraphy is saec. 
x-xi.

It is hardly possible to overrate the critical value of the 
texts in the volume. For the non-Aristotelian writings 
preserved in it it is our first, if not our only, textual authority. 
In the case of Demetrius Hepl Ιρμψζίας it is acknowledged 
to be the archetype of the later M SS., which 'are all derived 
from P. 1741, the better readings they present pointing 
rather to individual emendation than to difference of descent * 
(Rhys Roberts, after Usener). Usener recognizes it as our 
one great authority for the text of the various treatises 
of Dionysius included in the volume, and puts aside the later 
M SS. as being all of them 'apographa exempli Parisini’. 
Though it cannot be shown to be of such unique importance 
for Aristotle’s Rhetoric, it is confessedly our best source for 
the text, and a more faithful representative of the common 
archetype than any of the later M SS. or the version of 
William of Morbeka (v. Roemer, Praef. p. xxv).

In the Poetics A c must always claim the premier place, even 
if the Arabic Version now and then supplies a better reading 
or corrects some of its more patent scribal errors. Its general
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credibility as a fairly faithful record of a much older text is 
sufficiently obvious, (i) It retains errors which go back to 
the uncial stage of the text; e.g. Διδόμενα for Άιδόμενα in
1456 a 28, ιΔιασ fo r  ιΛιας in  1462 b 3, Μ α γμ ά τω ν fo r  Π α ^ μ α τω ν 

in  1449 b 28. ( 2) ^  re ta in s  in  p la c e s  tra c e s  o f  an  a n tiq u e

s p e l l in g 1 ; e . g . πάνμικρον an d  πανμέγεθες in  1 4 5 °  b 37—9> *νχ€α in  
14 6 1 a 2, πλέω  in  14 6 1 »26. (3) A lth o u g h  th e  t e x t  o f  th e

a n cie n t a rc h e ty p e  w a s  c o n s ta n tly  m is u n d e rs to o d  b y  th e  s c r ib e  

re s p o n s ib le  fo r a cce n ts  an d  b re a th in g s, th e re  a re  b u t fe w  s ig n s  

o f  an  attem p t to a lte r  th e  a c tu a l le t te r  o f  th e  o r ig in a l scriptu ra  

continua  in  o rd e r  to  a cco m m o d a te  it to  h is  m is c o n c e p tio n s  

o f  its  m e a n in g .

The following synopsis of errors in A° may incidentally 
serve to indicate the kinds of assumption on which the more 
convincing corrections of the text are based. An asterisk 
is added when the amended reading is known to be confirmed 
by the Arabic Version or the Syriac fragment.

1. Confusions through similarity of letters:—

Διδόμενα =  ’Αιδόμενα* I 4 5 6 a 2 8 ; Δ ε ιλ ία ν = ’ Αεί, λίαν I 4 6 l b 2 8 ; ιΔ ίασ =  
ΪΑιάς 1462 b 3 ) Μαθημάτων =  Παθημάτων* 1449 b 2 8| ε’Πε'ι =  εΤι 1455 b ι 9 5 
Π μ ω ιάδεσ= Τ ρω ιάδεί 1459 b 7 5 οΉσ =  οψις I 4 5 6 a 2 an d  14 5  ̂a 5*

2. Confusions through similarity of pronunciation; a few 
typical instances must suffice :—

ε and α ι: ται =  τε I454b 4, 1458a 28 ; σκεπταίαι 1461 b 25.— κε — καί
1457  b 14  ; φαγάδενα I458b 23«

η and t: ουχ\ =  ονχη 1448b 18; τιλεμα^ον 1461 b 5.—  σαλαμίνη 1459 a 25; 
μηγνύη I400a 2.

η and ε ι: αν ειη =  άνηει* 145 5 a 2 7) «ιδει =  $δει I400b 3 I .—  δ/) =  δεί
1459 b 8, 1460 a 23 ; η or ή =  εί 1460b 16 (etc.).

η and 01: τησ =  τοις 1455 a 1 5 €*πηι =  €Ϊποι I4 58 b 32 ; μηγνύη =  μιγνόοι
1460 a 2.

I and ε ι : πειθανόν (passim); είδεών 1456 b 3, 1458 b l8.— οψτσ =  δψει? 
1450 a 13 ; Ιαμβίον (passim).

0 and ω: τό=τω (passim); τούτο — τοντω 1451 b 4 ; γλοττών I4 58 a 20. 
— ourω =  ού το* 1451 a 36 ; χώρου =  χορον 1452 b 19 ; επίτιμα τώι =  
έπετιματο 14 5 5  a 2^·

1 Comp. Meisterhans, Gr.s p. 112, and Cronert, M emoria graeca 
Herculanensis p. 57.
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3. Omission of ιώ τα  mutum, a frequent phenomenon not 
only in τρα γω δ ία , κωμωδία, a8eiv, etc., but also in the inflexions 
of nouns and verbs:—

κοινή — κοινή 14 4 7  b 1 5 ;  αρετή — αρετή 1448  a 3 ; ή πλείστη =  ή πλείστrj 

14 5 4   ̂20 > ψτηθη — ηττηθή 14 5 6  a 23.

4 . Omission of final N :—

ού — ουν 1447  b 2 8 , 14 6 1  a I ; επεισοδίου =  επεισοδιούν 1455  b 1 5 νίπτρω =  

NiVτρων 1 4 6 0 a 2 6 ; οίνοχοεύει =  οινοχοεύειν 14 6 1  a 30 ; αντο — αΰ τον 1 4 5 3 a 1 > 

όρωντα— όρωντ hv 14 5 5  a 2 7·

5. Confusions through general resemblance :—
σατυριακού— σατυρικού I4 4 9  a 2 0  ; κίνησΐσ=μίμησις I4 5 9  b 3 7  5 ανάλογον 

— αλογον 1460 a 13  ; αναγνωρίσει= άναγνώσει 1462 a 17 .

6. Errors through assimilation of terminations:—
πλειόνων συνδέσμων= πλειόνων συνδεσμω 14 5 7  a 29 5 *ν r<jp δνόματοσ 

σημαίνοντοσ — εν τω δνόματι σημαίνοντος* 14 5 7  a 33 > άλλου τούτου οντοσ 

— άλλο δε τούτου οντος 1460 a 23 ; τριών οντων των άριθμών=τριών οντων 

τον αριθμόν 1 460 b 9*

7. Errors in accents and breathings, these being often added 
on mechanically and without regard to rule or sense :—

μεγεθουσ I 4 5 1 a 15 5 π^ριπετεϊαι 1452  a 33 ; αμφιβολία ( =  άμφιβολία) 

1461 a 25 ; θοίναται 14 5 8  b 2 4 .— Μεροπή 14 5 4  a 5 I Αγαθών I4 5 4  b 14 ; 

κυκλωπασ, i .e .  κύκλω πας ( =  Κύκλωπας) 1 44 8 a 1 5 \ εναλείφειε ( =  ε'ναλεί- 

φειε) 1450  b I ; παν μικρόν ( =  πάνμικρον) 14 5 °  b 37  5 ώ σ τοΟ ( =  ώστ ον) 

1 4 5 1 b 23 ) ®λλ’ ώ σ γε ( =  αλλως τε) 1 4 5^ a 4 > ο φ ’ϊΡ7? { — ̂ ΦΐΙΡΨ
μενον τι 145^  a 3 5 ούδενα ήθη ( =  ούδεν άηθη) I 4 6 o a I i ;  τότε νομίζον 

( =  τότ ενόμιζον) 14 6 1  a 3·

8. Haplographia:—

προσημαίνει 14 5 7  a 1 7  5 αυμβάλεται I 4 5 ^ b I ; κόμι 1 45^ a *5 5 πανύχιοι

1461 a 17 .

9. Omission of letters or syllables :—
( ε κ ^ π λ ή ξ ε ω σ  1 4 5 5  a  1 7  j ( η ) μ α ρ τ ή σ θ α ι  I 4 6 o b 2 8  ; τ ί  ( = o n )  1 4 6 1  b I ; 

( ο ί ) δ ί π ο υ ν  1 4 6 2  b 2  ; χ ζ ή ω ν ί δ ο υ *  1 4 4 8  a 3 4 ; δ τε  ( =  ot τ ε )  I 4 5 2 b i 2 ; 

Λ υ { γ ) κ € Ϊ *  1 4 5 5  b  2 9  > α ( ρ ) θ ρ ο ν  1 4 5 6  b 2 I ; κ ιν ο ϋ ν τ α ζ ι )  1 4 6 1  b  3 0  ; ηδονή  

( —  ή δ ιο ν  η )  1 4 6 2  b  I .

10. Omission of w ords:—
τοιαΰται* 1447 a 2 5 > ανώνυμος* 144 7 b 9 > λύσις* 1455  b 31 > V 1460 b 11, 

1461 a 9 ; ού or οϋπω* I 4 5 0 a 30, 1455 b l 7 I ούδεν* I 4 5 6 a 28 ; <5 1448 a 12 , 

1451 a 6 ; t o  1456  b 26 ; rou 146 1 a 1 9 ;  01 1462 a 3 ; * a i a i 4 4 S a 2 5 ;  

Kill Σ* 1458 a 9 ; η μη I460  b 2 J.
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i i .  T r a n s p o s it io n , m o re  e s p e c ia lly  o f  little  w o r d s  lia b le  to  
o m is s io n :—

την κατά =  κατά την 1447 b *5 5 r ° κατά =  κατά το 1457 a *9 > V μίο =  μία 
η 1462 13 3 5 και ταντησ =  ταντης και 14 5 1 a 32 5 αν οΐ— οι civ 1/\$3 Ά 37 · 

ΐ2 . D it t o g r a p h ia :—

τούτουσ =  τονς 1455 a 34 I Έπειτα τά =  επε\ τα 1460® 14 | Έτι Se ετι Se
1459 b 7 5 θ*ίη &eh  1462 b 2.

13. R e p e t itio n  o f  w o r d s  fro m  th e  c o n t e x t :—

on 1448 b 3 5 ; av 1458 a 24, 1460 b 7 ; Se 1456 a 12, 1462 a I ; οσοισ 
J459 a 13 > ημαρτήσθαι 1460 b 28 ; οντε 1460 b 36 ; eVn 1462 s 7.

1 4. M a rg in a lia  in th e  b o d y  o f  th e  te x t. T h e  fo llo w in g  w o u ld  

seem  to be in sta n c e s  o f  th e  in tru s io n  o f  su ch  a d s c r ip ts  :—

εποποιία 1447 a 2& 5 πεντε I450b l6| παράδειγμα σκληρότητοσ 1454 b 14 ; 
εξω του καθόλου 1455 b 7.

15 . D o u b le  re a d in g s  in th e  t e x t :—
η vat

1449a 8 κρίνζται η ναι: it may be supposed to represent κρινεται, 
i.e . κρινεται and κρηναι (=  κρϊναΐ).

λλικα
1449 a 11 φαν\λίκα =  φανλα} i. e. φαύλα (which is implied in the Arabic 

Version) and φαλλικά.
1452 a 3 και μάλιστα και μάλλον, i. e. μάλιστα and μάλλον.

€

1457 b 14 άερύσασ =  αρνσας, i .e . άρύσας and ε'ρύσας.
€

1461 a 33 σημαίνοιε =  σημαινοι, i. e. σημαίνοι and σημαίνει.

1 6. E r r o r s  d u e  to an a tte m p t to e m e n d :—

145°  b 39 παμμεγεθεε] παν μεγεθοσ A c— the compound having been 
misread as two words.

1451 a 28 οΐαν λεγομεν] oiav λεγοιμεν A c— apparently through O lA N  

having been misread as 01' av.
I 455 a 2 ηπολο'γω] άπό λόγων A c— another instance of a m isunder

stood compound.
1455 a ποιησαι παραλογισμός*] ποιησαι παραλογισμόν A c.
1455 a 2b επετιμάτο] επίτιμα τώι A c.
1457 Λ 17 ™ δε βαδίζει] το δε βάδιζειν Α °.
1457 Λ 22 βάδιζε] εβάδιζεν A  c— to make it harmonize with the pre

ceding ε'βάδισεν.
1457 a 27 τω βαδίζει] τω βάδιζε ιν A G.
1461 b 2 είρηκότος] είρηκότεσ A c— to accommodate it to the preceding 

καταφηφισάμενοι.
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This last kind of error is assuredly a very serious one, 
because it implies a corrector who, instead of emending the 
text, left it worse than he found it. But corruptions like 
the above are not numerous; the general impression the 
MS. must produce is that it is a faithful record of a genuine 
textual tradition. A  large proportion even of its mistakes have 
the stamp of antiquity upon them, since they often carry one 
back to the papyrus period of the text, before the accents 
and breathings were superimposed on the uncial scriptura 
continua. One of its more obvious faults is its tendency—  
which it shares with its fellow MS. of the Rhetoric— to 
omit words or little groups of words. The Arabic Version, 
which occasionally supplies the missing word or words, 
shows that the fault must have been in certain passages 
of comparatively late origin. There are other passages, 
however, in which the text underlying the Version seems 
to have been equally defective; in which case the common 
omissions point to omissions in the common archetype.

The Arabic Version.

Though the Arabic Version (A. V.) seems to have been 
long known to the French Orientalists, it was reserved for 
one of our own countrymen, Dr. D. S. Margoliouth, to face 
the manifold difficulties of the Arabic text, and give it to 
the world in a printed form in his 'Analecta Orientalia 
ad Poeticam Aristoteleam’ in 1887. All students of the 
Poetics owe him a debt of gratitude for making the chief 
results of the Version accessible to them from the first 
by translating a series of select extracts into Latin, and by 
indicating in his notes the use that may be made of the 
Arabic renderings for the confirmation or criticism of the 
Greek text.

In the absence of a complete translation our estimate of 
the A. V . must be based on Dr. Margoliouth’s notes and 
extracts; we may, however, supplement them to some extent 
from an article in Philologus L V . by O. Immisch, who had 
before him a German translation (by Socin) of a longer 
and more consecutive specimen (i449a 9~3i) of the Arabic 
Version. The interpretation of the text (which survives in
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a single MS.) is, I understand, beset with difficulties. Even 
in the thirteenth century it was felt to be no easy matter 
by Hermannus Alemannus, an experienced translator from 
the Arabic, who gave the following as his excuse for evading 
the work of translation: Postquam cum non modico labore 
consummaveram translationem rhetoricae Aristotelis ex Arabico 
in Latinum, volens manum mittere ad eius poetriam tantam 
inveni difficultatem propter disconvenientiam modi metrificandi 
in Graeco cum modo metrificandi in Arabico et propter voca
bulorum obscuritatem et plures alias causas, quod non sum 
confisus me posse sane et integre illius operis translationem 
studiis tradere Latinorum (Aristot. Rhet. lat. Ven. 1481 f. 1).

The use of the A. V . for us is that we are often able' to 
look beyond it, so as to recover the readings of a Greek MS. 
which was at least three centuries anterior to A c. But it 
must always be remembered that it was not made directly 
from the Greek, but from a now lost Syriac translation of 
the G reek ; it is, therefore, the version of a version, and we 
have thus to discern the original text as best we can, through 
the distorting medium of two Oriental translations. In such 
a work, too, one must not always expect the close literalness 
we find in medieval Latin translations of Greek writings; 
nor need we assume a very exact knowledge of Greek on 
the part of the Syriac interpreter. And in the instance of 
the Poetics some allowance has to be made for the mis
conceptions of an Oriental without an idea of the nature 
of the subject-matter of the treatise. The possibilities of 
Oriental ignorance may be seen writ large in the Paraphrase 
of Averroes, which was based on the A. V. Averroes is 
fairly at home in the more philosophical and grammatical 
parts of the book; but its meaning, as a theory of Greek 
Tragedy, was from first to last a hopeless enigma to the great 
Aristotelian of Cordova.

A  word or two must be said here on one of the more 
marked characteristics of the A. V ., its tendency to amplify 
the text by alternative renderings. Thus in 1449a 16 υποκριτών 
is represented by 'the hypocrites and dissemblers ’ ('H euchler 
und Versteller’, Socin), and χορού in the following line by 
'chori et cordacis’ (Margoliouth), or ‘ the dance and the
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roundel * (Socin). In I4 4 9 a I9 τό μίγΐθος €K μικρών μύθων 
becomes ‘ primus creavit ex parvis fabulis magnitudinem ser
monis et vociferationem et tumultum in sermone ’ , i. e. with 
three alternative renderings for μέγεθος. Again in 1 4 5 3 b 36 

η yap πρά£αι ανάγκη η μη και eiδότας η μη είδότας is expanded 
into 'necesse est enim aut faciat aut non faciat, cum faciat 
autem ut faciat sciens aut inscius sed scire destinans, prae
terea aut scientibus aut insciis’ ; this plethora of words 
being primarily due to the translator’s inability to make up 
his mind about the accusatives €ΐδότας η μη ςίδότας— whether 
they were to be taken as appositional to the subject, or 
as the object, of πράξαι. It is clear that amplifications like 
these may be put down to the Syrian, the original translator- 
more especially as such alternative renderings are said to 
be not uncommon in Syriac translations from the Greek 
(v. Ryssel, Ueber den textkritischen W ert der syrischen 
Uebersetzungen griechischer Klassiker, II. p. 49).

In any use we may make of the A. V., two facts must 
always be borne in m ind: (1) that the existing text, as it 
stands in the one MS. which preserves it, is disfigured 
by corruptions; and (2) that the Arabic translator was not 
incapable of misunderstanding the Syriac original. This 
Syriac original is no longer extant, but we need not suppose 
it to have been free from faults of its ow n; it is quite possible 
that its text was at times faulty, as also that the Syrian 
himself may have either misread or misinterpreted the Greek 
text before him. This last suspicion seems to be confirmed 
by the one fragment that survives of the Syriac Version, 
an excerpt from Poet. 6, 1449b 24-1450»9. I give it as 
rendered into Latin by Dr. Margoliouth (A. O. p. 54), with 
the Greek of A c en regard for purposes of comparison.

Tragoedia est imitatio actionis *Εστιν ουν τραγωδία μίμησις

eximiae perfectae cui est mag- πράζζως σπουδαίας και Τ€λ€ΐας
nitudo sermone iucundo absque , Δ , , «* , w
una quaque specierum quae in °* *Xovcn7s> V °γω
partibus agunt; neque per polii- ΧωΡ'ts Τάστου των άδων iv τοΐς

citationem sed per misericor- μορίοις, δρωντων και ον δι άπαγ- 5
diam et metum temperans pas- γ €λ ίας, δι ίλ ίο υ  και φόβου π €ραί-

POET1CS Ρ
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siones et faciens purgationem  
eorum  qui patiuntur. Facitque 
hoc quidem  serm o iucundus cui 
est m agnitudo [/. rhythm us] et 
harm onia et m e lo s; illud vero  
quod sine speciebus quod p ro
p ter m etra perficiu ntur partes 
n o n n u lla e ; rursus alias quod 
p er m elos dum  recitant, effi
ciunt im itationem  actionum . 
N ecessario  erit pars tragoediae 
d ecor person ae ; tum inter haec 
opus m usicum  et e locu tio; his 
enim  faciunt im itationem . D ico 
autem  elocutionem  quidem  ip 
sam  com positionem  m e tro ru m : 
opus m usicum  vim  apertam  
quam  tota possidet. Q uoniam  
im itatio actionum  est, agitur 
vero  ab hom inibus agentibus 
iis quos n ecessitas cogat ut 
quales hom ines sint con su etu
dinibus suis et in gen iis; p er 
enim  haec etiam  narrationes 
e sse  dicim us quales ; [et] natura 
aptae quae existan t duae causae 
ipsarum  narrationum , ingenium  
et consuetudo su n t; secundum  
enim  haec eae quoque in veniun 
tu r scopum  attingentes om nes 
p er haec et a scopo aberrantes. 
E st autem  fabula narrationis 
imitatio. D ico autem  fabulam  
com positionem  a ctio n u m ; con 
suetudines vero , qualis quisque 
eorum  qui narrant sit et d ica tu r; 
qui se tales esse  ostendunt in
gen iis suis, et talem  esse  opi
nionem  suam  apparet. N ecesse  
est ergo ut sint unicuique tragoe
diae p artes sex, quas supra 
d ix im u s ; secundum  vim  ipsam  
Tragoediae.

νουσα την των τοιοντων μαθη

μάτων κάθαρσιν. λέγω  8e η8ν- 

σμίνον μεν λόγον τον εχοντα ρυ

θμόν και αρμονίαν και μέλος , τδ ίο 

δε χωρίς τοίς ειδεσι το δια μέτρων 

ένια μόνον περαίνεσθαι και πάλιν 

ετερα διά μέλους, έπει δε πράτ- 

τοντες ποιούνται την μίμησιν, πρώ

τον μεν εξ ανάγκης αν εΐη τ ι μόριον 15 

τραγωδίας ό της δψεως κόσμχ)?, 

ειτα μελοποιία  και λέξις· εν τού

τοι? γάρ ποιούνται την μίμησιν. 

λέγω  δε λέ£ιν μεν αυτήν την των 

μέτρων σννθεσιν, μελοποιίαν  δε δ 20 

την δυναμιν φανερόν εχει πάσαν, 

επει δε πράξεώς εστι μίμησις, 

πράττεται δε υπό τινών πραττόν- 

των, ους ανάγκη ποιους τινας είναι 

κατά τε το ήθος και την διάνοιαν, 25 

διά γάρ τούτων και τάς πράξεις 

είναι φαμεν ποιάς τινας, πέφυκεν 

αίτια δυο των πράξεων είναι, διά

νοιαν και ηθος, καί κατά ταυτας 

και τυγχάνουσι και άποτυγχάνουσι 30 

πάντες. έστιν δε της μεν πράξεως 

ο μύθος η μίμησις' λέγω  γάρ  

μύθον τούτον, την σννθεσιν των 

πραγμάτων, τά δε ήθη, καθ' ο 

ποιους τινας είναι φαμεν τους 35 

πράττοντας, διάνοιαν δε, εν οσοις 

λέγοντες άποδεικνυασίν τ ι ή και 

άποφαίνονται γνώμην. ανάγκη 

ουν πάσης τραγωδίας μέρη είναι 

εξ, καθ' δ ποιά τις εστιν ή  40 

τραγωδία.
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It will be seen that in 1. 7 the difficult word τοιοντων is 
ignored. In 1. 5 the translator must have misconstrued the 
passage, taking δρώντων with the preceding είδών. He repre
sents πράττοντες in 1. 13 by ' dum recitant*; πράξεις in 1. 26 by 
' narrationes *; and τού? πράττοντας in 1. 35 by * qui narrant *. 
He expands emu φαμζν in 1. 35 into 'sit et dicatur*; in 1. 14 
he adds 'actionum*, and in 1. 40 'quas supra diximus*. And 
in 1. 20, and again in 11. 36-8, his translation is obviously 
very wide of the mark. I f  the above, therefore, is a fair 
specimen of it, the Syriac Version cannot have been an 
accurate piece of work. This criticism, however, only applies 
to the translation as a translation. Our problem is to look 
beyond all this, so as to recover the Greek text—we may for 
short call it 2 — which the Syriac renderings would seem to 
presuppose. The following 2 readings recovered in this way 
deserve especial attention:—

1. 4. χωρίς έκαστου των εϊδών Σ, as also A 0.
1. 5. ον δι απαγγελίας, δι eXeou] ον 0V  έπαγγελίας α λλά  δι ίλέον Σ —  

anticipating thus the twofold corruption in P a (Parisinus 2038) and 
the Aldine.

1. 7. παθημάτων Σ— confirming the corrector’s reading in P a against 
A °’s μαθημάτων.

1. II . χωρίς τοις «δβσι] χωρίς των ειδών Σ— anticipating the corruption 
in P a Aldine.

1. 29. και κατά ταντας] κατά γάρ ταντα κα\ ανται Σ.

I f  the language of the fragment will bear the pressure thus 
put on it as a means of recovering the Σ readings, it is clear 
that the 2 text must have been at times faulty enough and 
vitiated by corruptions of a kind from which A c is com
paratively speaking exempt. The S readings, therefore, so 
far as they can be ascertained, must be considered on their 
individual merits, without any general assumption of their 
antecedent superiority to those of A c. The greater antiquity 
of 2 is no decisive mark of superiority. In Plato an editor 
may have to follow an eleventh century MS. (T) in preference 
to the Clarkianus. For Strabo the eighth century Grotta 
Ferrata palimpsest is 'nullius pretii* according to Cobet 
(Misc. Crit. p. 87) by comparison with the Paris MS. of the 
eleventh century.

c 3
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The fallibility, however, of the 2 text may be seen on 
a larger scale in some of the readings recovered from the 
A .V . The following instances will show that 2  must have 
had errors of its own, and in many passages errors of a very 
arbitrary description, which would sadly mislead us, or defy 
emendation, if we had not A c to set things right.

1 447 a 27 ορχηστών] ορχηστρών Σ.

1448 a 13 παρωδία?] τραγωδίας Σ.

—  a 21 άπαγγέλλοντα] έπαγγέλλοντα Σ. Sim ilarly in 1449  b the 
Syriac (v. supra) presupposes επαγγελίας, not απαγγελία?.

—  b 19 χροιάν] χώραν Σ.
—  b 27 ώσπερ έτεροι νμνους καί εγκώμια] The A. V . ' postea pane

gyricum et laudem aliorum * implies ύστερον ετέρων νμνους καί εγκώμια 

as the reading of Σ.
1449 a 11 φ α λλικα ] φ ανλα  Σ. T h e A c reading φ ανλλικά  is a conflation 

of φαύλα  and φαΧΧικά.

—  b 16 έπεσιν] απασιν έπεσιν Σ— a conflation of two readings.
I4 5 0 b 12 καθόλου τι] καθότι Σ.

—  b 34  «*■«] επί Σ (and again in 14 5 1 a 31 and 1453 b 11).
14 5 1 a 7 ού] ο Σ.

—  εκατόν] έκαστον Σ.

—  b 21 εν τω ' Αγάθωνος 'Ανθεί] εν τό αγαθόν ος δν θή Σ.

—  b 26 όλίγοις γνώριμα om. Σ, through the homoeoteleuton.
14 5 2 a  ̂ ανδρια?] ’ A νδρέας Σ.

—  b 4  έτερον] εταίρον Σ.

—  b 34 δ«ί] ad 2 (also elsewhere).
1453 b Μ ovv] ου Σ.

1455 a 2 απολόγω] αττό λόγων Σ (with A c).

—  a 33 «/πλαστοί] T he rendering in A . V., ‘ simplices,5 implies
α πλαστοι in Σ— an instance of the confusion of a and ευ common in the
minuscule script.

—  b 25 τό δε λοιπόν— δέσιν om. Σ.

—  b 34 olον— ηθικη om. Σ, through the homoeoteleuton.
1456  s 25 ένα δ*ί] εν αδη Σ.

1459b 23 *διον]*ϊλιον Σ.

1460 a 2 μιγννοι] μή γνοίη Σ. The reading of the archetype of Σ and 
A 0 was perhaps μηγνύοι; the Σ reading arose through a confusion of 
01 and v, which is o f comparatively late date.

—  a 11 ονδέν αηθη] T h e A .V . rendering ‘ non introducens rem non 
assuetam 5 seems to imply ονδεν αηθες— which would anticipate the 
corruption in P a Aldine.
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1460 a 13 αλογον] άνάλογον Σ (with A c).
1461 a 18 άθρησειεν] άθροίσειεν Σ— an instance of the confusion 

of η and ot, which points to the Byzantine period.

It is clear, from the above series of readings recovered from 
the A. V., that the 3  text was not free from corruptions, 
and also that some of its errors were of recent date, of the 
Byzantine rather than the classical period. There are a 
few instances, too, of glosses intruded into the text. Thus 
in 1454 a 31 Σκνλλτ} is represented in the A. V. by 'S cy lla  
maritima', and in 1454 b 27 ουλής by 'pustula quae fu it in pede 
eius'. And in 1461 a 17 we find 2  adding ίπποκορυσταί, to make 
the quotation agree with the passage in Homer.

These indications of the 2  text, as known from the A .V ., 
may be combined with those already observed in the Syriac 
Fragment, as leading to the general conclusion that, even if 
3 were before us in its integrity, its readings would still have 
to be considered one by one on their merits. Its antiquity, 
as dating from the eighth century, would be only one element 
in the critical situation; we should still have to submit its 
readings to the usual tests; to judge of each by reference to 
the sense, the context, and the various criteria, internal and 
external, of philological probability. And we must never for 
an instant lose sight of the fact that after all 2 is not quite 
the same thing as an actual Greek MS. A  Greek text 
recovered by art and inference from a version of a version—  
each of them in an Oriental language— is exposed at times 
to doubts and suspicions of a kind from which that of A c 
is free.

Now that the first surprise of discovery is over, we may 
view the new readings, which seem to be implied in the 
A. V., with equanimity. Only a few of them need be accepted 
as of positive critical value; many of them are obviously 
either no improvement on the traditional text, or so illusive 
or misleading as to be almost a libel on the memory of 
Aristotle. The chief result of the A .V ., in our present state 
of knowledge of it, is that it is seen to confirm a certain 
number of the emendations already suggested by Renaissance 
or modern scholars. It gives the sanction of tradition to 
φυσικόν (for μουσικόν) in 1447 b 16; to άπόπλουν or άνάπλουν (for
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άπλονν) in 1 454 b 2 ; to παραλογισμός in 14 55  a 16 ; to κρατεΐσθαι 

in 1 4 5 6 °  1 0 ;  to κεκράσθαι in 1 4 5 8 * 3 1 . It confirms the 
excision of εποποιία in 1447 a 28 ; of ότι in 1448 b 35 ; and of 
πέντε in i4 5 o b i6. It confirms some of the additions also 
that have been made in the A c text; e.g. that of a negative 
in 1450 a 30 and 1455 b 17 ; that of τοιαυται in 14 4 7 a 25 ; that 
of ανώνυμος in 1447 b 2 ; of λνσ ις  in i 4 5 5 b 3 i  ; that of και 

2 in 1458 a 9; and that of και εί αδύνατον (or something equi
valent) in 1461 b 12. And besides all this it preserves in two 
instances traces of an orthography which, whether Aristotle’s 
or not, was certainly antique, Κλνταιμ^σ-τρα in 1453 b 23> and 
Mevc'Actos in 1454 a 29.

The better and more convincing of the readings recovered 
from the A .V . have all one noteworthy characteristic in 
common : they fall quite naturally into their place in the A c 
text, and imply directly or indirectly the existing context; so 
that the area of disturbance in each instance is of the most 
limited extent. I am aware that the A .V . is often supposed 
to reveal in places indications of more extensive textual 
divergences, and to throw doubt on the soundness of larger 
portions of our existing Greek text. The only answer is 
that the evidence, such as it is, of the A .V . may be taken 
sometimes too seriously. One must never forget that its 
text is not always certain ; that it is the version of a version ; 
that the Arabian may have misunderstood the Syriac, and the 
Syrian the Greek text; and lastly, that they were both 
working in the dark, and dealing with matters wholly outside 
their own literary experience. ' However we may explain it, 
the fact itself is indisputable, that in a considerable number 
of passages, in which the existing Greek text is perfectly 
sound and satisfactory, the renderings in the A .V . have little 
or no recognizable relation to it. Many of these renderings 
we may safely disregard, as representing not a different form 
of Greek text, but the aberrations of one or other of the two 
Orientals. In cases of doubt, the antecedent probability 
must always be on the side of the readings of A c. The 
A .V .  suggests or confirms a certain number of minor and 
occasional improvements; but that is for the present at any 
rate the practical limit of its service. For anything beyond
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that its evidence is insufficient— not clear enough to enable 
us to reconstruct the 3 text, and not certain enough to justify 
any considerable departure from that in A c.

V

The Apographa.

The Renaissance M SS. of the Greek text, now usually 
known as the 4 Apographa’, require discussion because the 
whole question of their value and position has been recently 
reopened. Instead of acquiescing in Spengel and Vahlen’s 
view of the unique importance of A c as the ultimate source 
of the texts of the ' Apographa ’, many seem more than half 
inclined to think that some at any rate of the better readings 
in them, more especially those confirmed by the Arabic 
Version, point to the survival in the fifteenth century of 
another textual authority, a now lost Greek MS. independent 
of A c and free from certain of its errors. The evidence, 
however, in favour of this remote possibility is as nothing 
compared with that which tells against it.

Our knowledge of these M SS. is not so complete as one 
could wish. For Urbinas 47 (Bc) we have a collation in 
Bekker’s Aristotle, and for Riccardianus 46 one by Landi 
in the Studi Italiani 3 p. 68; I have also collations of my 
own of two Paris M SS., Parisinus 2038 (Pa) and Parisinus 
2040 (Pb). But for the rest we have still to rely on the 
Variae lectiones at the end of Tyrwhitt and in Susemihl, and 
the occasional record of the readings of individual Apographa 
in Vahlen’s notes.

The first and most obvious fact to be noticed in the 
Apographa is their textual divergence. W hereas in some 
of them the text is but one remove from that in A c, in others 
it is seen to be constantly deviating from that, and moreover 
in a very marked degree. But there is one thing that must 
be said of them all, that their deviations from A° are mani
festly due in a large proportion of instances to a desire to 
amend the older text, or present it in an easier form. Many 
of the simpler among the amended readings we may put
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down to copyists of the better class, since the scribe of 
a Renaissance MS. was often a scholar by profession and 
quite capable of improvising a simple correction of an ordinary 
clerical error. But this was certainly not the only cause of 
the appearance of amended readings in the M SS. of this 
period. As the Renaissance scholar annotated his books 
just as we do, one may well suppose that some of the textual 
suggestions thus made on the Poetics have survived and 
found a place in the text of later transcripts.

The sporadic origin of many of the improved readings 
scattered up and down the long series of Renaissance M SS. 
is easily shown. Several of them are not an original part 
of the text of any known M S.; e. g. παθημάτων in 1449 b 28, 
in which the π is due to correction in Pa and Laurentianus 
L X . 21; and έπετιματο  in 1455 a 26, and Atyet in 1461 b 21, 
which are both of them from the margin, not the text, of 
Riccardianus 16. Others again are found in the text of 
only one or at most two M S S .; e.g.

1448 b 35 αλλά κα\ Riccard. 46. 1451 a 17 τω έν\ Guelferbytanus and
Riccard. 46. 1455 a *6 παραλογισμός Riccard. 46.— a 27 avrjei Guelfer
bytanus (and marg. P b).— a 34 εκστατικοί Riccard. 46.— b 19 ετι Riccard.
16. 1457 a 22 βάδιζε Riccard. 16.— a 29 σννδέσμω Riccard. 16. 1458 a 9
και Σ add. Riccard. 16.— a 31 κεκράσθαι Riccard. 46.— b 2$ άεικής Riccard. 
46. 1460 a 30 Λάιος Riccard. 16.— b 1 ποιησειε Riccard. 46.

The Apographa, as I have said, fall into two main classes, 
according as they deviate but slightly, or in a more marked 
degree, from the text in A c. It may be shown of each, 
with such probability at any rate as this kind of matter 
allows, that their texts presuppose that in A c, and that the 
better lections they occasionally supply were originally due 
to conjecture. In order to simplify the inquiry, one may 
take Bc (Urbinas 47) and P b (Parisinus 2040) as types of 
the first class, and Pa (Parisinus 2038) and the Aldine as 
types of the second.

(1) Bc P b supply a certain number of very simple and 
necessary corrections of the A c text; e.g.

1447 b 28 ovvi for ov. 1448 b 38 6 , for t o .  1453 b 22 δρα, for δράν. 

1455  b I έπεισοδιονν, for ε'πεισοδίου. 14 5 6 a 12 λέγω, for λέγω δε.
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1459 b 37 μψηθΊ·5> for κίνησις. 1460 a 14 eVei, for €7m ra.— b 32 η €t, for 
η η (sic). 1461 a 19 αντί ( τ ο ν ) .  1462 a 8 <5 δπονντιος, for ό πονντιος.

These readings, however, do not stand alone; they are 
only a few out of a large number of alterations, the general 
quality and character of which may be inferred from the 
following specim ens:—

1448 a ΙΟ πάσας, fo r  ταύτας.— b 35  δραματικως, fo r  δραματίκάς.— b 37 
νπήρξςν, fo r  νπέδΐΐξεν. 1 4 5 1 a 8 κλεψύδραν, fo r  κλεψύδρας. —  a 35 έπίδηλον 

(<5>s). 1455  b 3°  δϊ, fo r  p h . 1 4 5 6 b 17  μη (π οιύν). 1457  a 3 Ψ  M
άρμότττ), fo r  ήν μη άρμόττει.— a 1 9 σημαίνουσα, fo r  σημαίνον. 1458  b 4 

λεγόμενον, fo r  yiyvopevov. 14 6 0 ^  1 7 αυτή, fo r  αυτής. 14 6 1 a 34 ωδικώς 

o r  ωδικως1, fo r  A ^ S  ωδιηως ( i.e . ώδι η ως).— b 2 1 αϊγινητη, fo r  A c’s αίγ€ΐήτη 

(i. e. AΙγ€Ϊ η τη).

If one compares the two sets of readings, one cannot 
but see that they are all on the same lines, and inspired 
apparently by the same m otive; the only visible difference 
between them is that the first group represents the successes, 
and the second the failures of a Renaissance corrector. 
But after all the deviations in Bc Pb from the A c text are 
few and far between, and of no great moment. The two 
M SS. are as a whole faithful reproductions of the A c text, 
following it even in its accidental faults and errors with 
an exactness which admits of but one explanation, namely 
that they are really and truly Apographa, copies of the 
text of the older MS. we still have, made either from the 
MS. itself or from some direct transcript of it.

(2) The type of text represented by Pa Aldine reveals 
the same tendencies in a more pronounced form, as the 
corrector here has allowed himself to go to far greater 
lengths. It is to be observed that in several places the 
Pa text was, as originally written, in agreement with A c, 
and that it was then altered (apparently by the same hand) 
to bring it into closer conformity with that now represented 
by the Aldine. A s an explanation of this one may perhaps 
suppose that the Aldine additions appeared at first as mar

1 This portentous corruption originated in a mere misreading of the 
text of A c, the tenth century η being read as a κ (comp. Bast, Comm. 
Pal. p. 716).
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ginalia, and were thus neglected by the scribe o f Pa, who had 
to work them in afterwards, when he came to revise his 
transcript. This point of difference, however, need not be 
taken into account, since the general agreement between 
the two texts is so marked that they may very well serve 
as representatives of one and the same recension.

One thing is quite clear, that the immediate basis of 
the Pa Aldine was an Apograph with a distinct textual affinity 
to Bc P l). The following omissions will show this :—

I449 a 2 παραφανάσης— κωμωδίας : om. P a Aid. with P b.
1456 a 2 όησ A ° : a lacuna here in B c Pb and in P a : om. Aid.
1457 a 33 π\ην— άσημου : om. P a Aid. with B c P b.

Several of the actual readings also in Pa Aldine point to 
the same conclusion :—

14 51 a 6 τον A c : του he P a Ald. with B c P b.
1454 b 37 ήτοι τηι A c : τρίτη η P a Aid. with P b.
1456 a 31 η cl A °: η P a A id. with P b.
1458  a IO τούτου A c i  c k  τούτου άφωνων B c I  c k  τον των άφωνων 

P a Aid.
1460 a II ovhcv' άήθη] ovhcva ήθη A c : ovhcv άήθη B c Pb : ovhcv άη0 €ς 

P a A id.
1461 a 33 σημαίνον A c : σημαίνα€ Aid. with B c P b ί σημην€ΐ€ P a.
—  34 ωδιηωσ A c : ωδικώς (or ώδικως) B c P b : ωδί πως P a Aid.

The above instances of agreement may suffice as a proof 
of the dependence of the Pa Aldine text on that represented 
by B° Pb; I pass on, therefore, to consider the dif
ferences between the two texts. The note of the P a Aldine 
text is its utter disregard of the textual tradition. Every 
page of it betrays the hand of a reviser; we can almost 
see him at work, adding or omitting words, altering forms, 
and often rewriting clauses or sentences, so as to smooth 
away every sign of difficulty in the older text. All this 
was said long ago by Ritter, but for reasons already men
tioned one cannot even now take ,the point for granted. 
The modern apparatus criticus, which gives only the better 
lections of the Apographa, is often a snare to the unwary 
reader, who sees their successes, and does not see their 
failures. It may be worth while, therefore, to look into the
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Pa Aldine text more closely, in order to realize what sort of 
thing it is, and how it has come to be what it is.

(1) Pa Aid. add words freely; e. g.
1447 a 25 ουσαι (τοιανται).

—  b 22 (ουκ ήδη) και ποιητην.

1448 a 25 ( και ά) και ως.

1449  a 3 °* (^ 0 >t0 disguise the omission (with Pb) of the preceding 
clause παραφανείσης— κωμωδίας.

1449 a 29 (»r*pl ficV ούν τούτων τοσαντα) εστω) to fill up a lacuna in P b.
—  b 27 (αλλά) δi ελεου.

145° a 3° (°0  ποιήσβι.
1452 a 3 και μάλιστα] μάλιστα ( τοιαντα).
1453 b ίδ  μελλων (δείκνυσι).

14 5 4  a 19  προαίρεσίν τινα ( φανλον μεν εάν φαύλην).

—  b 34 A  lacuna after εκείνος δε, and then (ταΰτα o i r )  auros· Xe-yei.
145 5 a 3 °  (τνναπεργαζόμενον (ποιείν).

—  b 13 επεισόδια ( σκοπεϊν) .

1459 b 9 παθητικήν (Sei είναι).

1460 b 21 όποιαν ούν Α ° ]  (ταυτ’ ουν) όποια av »).

1461 a 34 ( r o  Se) ποσαχώς.

—  b 13 άλλα (και προς r o )  βελτιον.

1462 b 6 ( ανάγκη)  ij βραχεως.

—  b 7  (βάν Se πλείονς)  Xeyo».
—  b 8 συγκείμενη (ου μίαν, or ου /αία).

Some few of these insertions we may accept, as filling up 
real defects in the traditional text. But it must be seen 
that, as they appear in Pa Aid., they are only part of 
a series of similar additions, and may be presumed to have 
had a similar origin and motive. The fact of the reviser 
having been able to supply the missing word in some three 
or four instances is no proof that he must have found it 
in a then existing MS.

(2) Here and there the words thus added dispossess a 
portion of the original text. Thus in 1448 a 5, where ανάγκη 
μιμεΐσθαι is added, the preceding η καί τοωντονς is omitted. 
The same thing has happened in 1455 b 31* where the added 
word λνσις has usurped the place of και πάλιν η αυτών. The 
phenomenon is easily explained if we may suppose a scribe, 
with a revised text before him, to have taken some of the 
reviseris marginal or interlinear additions not as addenda 
but as corrections of the text.
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(3) Pa Aid. are apt to ignore words in cases of difficulty. 
Thus they omit τοιοντονς όντας in 1454 b 13, ώσ ρητού (i. e. os p 
η τοι) in 1461 a 12, and δειλίαν (i. e. αεί, λίαν) in 1461 b 28. In 
this way the reviser has also removed most of the ditto- 
graphies which disfigure the A c text.

(4 )  The Pa Aid. text embodies a long array of textual 
depravations. The following specimens may perhaps give 
some idea of their general character and m otive:—

1449 a 28 επεισοδίων πλήθη κα\ τα  π λλ’ ώ ί εκαστα] Επεισοδίων πλήθει κα\ 

τοίς ά λλοις εκαστα P a A id .

1449  ^ 2 9  τοίς «Γδ^σί] χω ρίς των είδων P a A id .
1 4 5°  a ! 7  κακοδαιμονία] ευδαιμονία P a A id .
1453  33  ° Αλκμαίων ό 'Αστυδάμαντος] ό άλκμαίωνοσ άστυδάμαντοσ A c 1

ό 'Αλκμαίωνος ' Αστυδάμας P a A ld .

1454  ^ * 3  επιεικείσ ποιείν παράδειγμα σκληρότητοσ  A c : επιείκειας ποιείν  

παράδειγμα ή σκληρότητας δει P c A id .
I 4 6 o a II ουδεν άήθη] ουδενα ήθη Α °  ούδεν άήθη B c P b : ουδεν άηθες

P a A id .

In some instances Pa Aid. no doubt supply readings which 
we accept as improvements on those in A c; e.g. ών for ω$ in 
1452^28; (ex) πλήξεως in 1455 a j 7i  έκαστον in 1456 a 6; δεη 
for δ’ η in 1456 b 4. Readings of this kind, however, do not, 
all told, constitute a tithe of the peculiar readings in Pa Aid. ; 
and there is nothing to mark them off from the rest 
except the fact that they happen to be successes. A s the 
reviser, whoever he may have been, was evidently a man 
of some learning, and also of no little ingenuity of a certain 
rough-and-ready order, one need not be surprised to find 
in the multitude of his conjectures at any rate some few 
that have hit the mark.

Looking, therefore, at the actual texts of the Apographa, 
as seen in these typical instances, and the tendencies which 
they reveal, I think the facts point very clearly to the con
jectural origin of all the improved readings in the later 
manuscripts. The doubt now thrown upon this view is 
largely resolvable into a feeling that some at any rate of 
these textual improvements are too good and too un
expected to be regarded as the suggestions of Renaissance 
scholars. The underlying assumption here is an injustice
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to these early scholars. Their weakness in dealing with 
texts was want of critical caution and m ethod; apart from 
that they had many of the gifts required for the work 
of textual emendation. They were often men of great 
natural ability, of surprising learning, and if anything, 
more completely at home in the classical languages than 
the moderns. W e all know that in Latin the 'I ta li ' 
have left a permanent mark on many of our Latin texts. 
But there is no reason to suppose that the learned Greeks 
of that age, or their Italian pupils and followers, were as 
scholars on a much lower level, or that in the correction 
of Greek texts their limit was reached when some of the 
more patent clerical errors in them were cleared away. 
One has only to reflect what Chalcondyles did for the 
Homeric Hymns (v. Allen and Sikes, Introd. p. xxxiii) and 
Musurus for Hesychius. In the case of the Poetics, 
however, the work of revision cannot be connected with 
any one name. The book was even in the fifteenth century 
in the hands of many; so that the more striking of the 
amended readings, which we now gather up from various 
Apographa— a few from one, and a few from another— may 
very well have been the happier efforts at emendation of 
various acute and scholarly readers in the early Renaissance 
period of the study of the text.

The doubt as to the truth of Spengel and Vahlen's view 
of the Apographa has had new life put into it through the 
publication of the readings implied in the Arabic Version, 
which is found to confirm a certain proportion of the better 
readings in these manuscripts. A  suspicion, accordingly, has 
arisen that some of these better readings may perhaps have 
survived in some now lost Greek MS., independent of A c, 
and have found their way into the Renaissance manuscripts 
from that source. All that a coincidence, however, of this 
kind can be said to prove is the goodness of the readings; 
for it is no uncommon thing for a good conjecture to be 
confirmed by a newly-discovered document. In the Poetics 
the Arabic Version confirms several of Vahlen's emendations, 
as also many that were made in earlier days by Madius, 
Victorius Heinsius, and others. It confirms the <ού) μακράν
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of Vulcanius in 1455 b 17 just as much as the (ο υ )  ποιήσει of 
Pa Aid. in 1450» 30. And in the latter instance the insertion 
of the negative would be no great feat, if one happened to 
remember the parallel in the Rhetoric, ον ποιήσει το εαυτόν 

Ζργον (3. 2, 1404 b 3)· Another Pa Aid. reading confirmed by 
the Arabic Version is ονσαι ( τοιανται) in 1447 a 25, but it loses 
its significance when one sees the reviser restoring μά λισ τα  

(τοιαυτα) in 1452 a 3, and observes his predilection for such 
stop-gaps. In 1454 b 2, where A c has περί τον άπλονν, the render
ing in the Arabic Version is de conversione navium, which 
supports in equal measure both the ανάπλουv of Pa and the 
άπόπλονν of Riccardianus 16. W hich of the two, then, is to 
be supposed to have got into the text from the hypothetic 
lost Greek MS. ? The question may be dismissed at once, 
when one reflects how easily άπόπλονν  or άνάπλονν might 
occur to any one familiar with the Second Book of the 
Iliad.

The truth is that not a few of the more striking of the 
Apograph readings may be accounted for without difficulty, 
if one is at liberty to assume some critical ingenuity and 
a fair acquaintance with literature on the part of the early 
correctors. Αάιος, for instance, in 1460 a 30 implies nothing 
more than a knowledge of the Oedipus Tyrannus ; and Αί-γεΐ 

in 1461 b 21 could hardly be missed by a reader who remem
bered the story of the Medea, συνδεσμω εις in 1457a 30 is 
immediately suggested, not only by the context, but also by 
several parallels in other Aristotelian writings. In 1451 a 17 
άπειρα τω evt (for γενει) συμβαίνει stares one in the face, if one 
happens to have in mind the άπειρα yap αν τω ενί συμβαίη  of the 
Physics, παθημάτων in 1449** 28 may very well have been 
suggested by the parallel in the Politics; εκστατικοί in 1455 a 34 

by that in the Problems; and άεικής in 1458 b 25 by the passage 
in the Homeric Scholia, in which it was independently dis
covered many years afterwards by Gu. Morel. Some of the 
amended readings, no doubt, show a higher degree of critical 
insight; e.g. βάδιζε  (for εβάδιζεν) in 1457a 22t παραλογισμός

in 1455a l6> otirga in 1455a 21) ορνσας in 1457b 14, and 
μίμησις  (for κίνησις) in 1459b 37· The provenance of these 
five instances is to be noted. The first is from Riccar-
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dianus 16; the second from the margin of the Guelferbytanus; 
the third from Riccardianus 46 (and marg. P b); the fourth 
from the Leidensis and ex emendatione Vaticanus 1400 ; and 
the fifth from BcP b. I f  they had ever existed together in 
the text of some one older and better MS., it is difficult to 
imagine how they came to be preserved in this separate way, 
one in one M S. and another in another.
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ΠΟΙΗΤΙΚΗΣ

SIGLA

A c =  cod. Parisinus 1741
* =  littera in codice deleta

A r. =  interpretatio Arabica, vel ex ea eruta 
scriptura Graeca

apogr. =  apographa quaedam



A P I S T O T E A O T S  Π Ε Ρ Ι  n O I H T I K H S

7 a  r ie p i  ποιητικής αυτής r e  και τω ν eihtiv αυτής, ήν τινα

δύναμιν έκαστον fy ei, και π ω ς hei σ ννίσ τα σ θ α ι τους μύθους 

io  et /xeAAet καλώς e£eiy ή ποιη σ ις, e r t  he 4 κ π όσω ν καί 

π οιω ν έ σ τϊ μορίων, ομοίως he και π€ρ\ τω ν ά λ λ ω ν  όσα τής  

αυτής έσ τι μ eθόhoυ, λέγω μ€ν άρζάμevoι κατα φ ύσιν π ρ ώ 

τον από τω ν π ρ ώ τω ν. έποποιία hή και ή τή ς τραγωΜ ας  

π οιη σ ις  e r t  5 e κ ω μ ω δ ία  και ή hιθυpaμβoπoιητική και τής  

15 αύλητικής ή πλ€ ΐσ τη  και κιθαριστικής π ά σ α ι τυ γχά νουσ ιν  

ουσαι μιμήσ€ΐς τό σύνολο ν' hιaφ4poυσι he ά λ λ ή λ ω ν  τρ ισ ίν ,  

ή yap τω  yevei e re p o ts  μιμ€Ϊσθαι ή τω  eTepa ή τω  4τ 4 - 

ρως καί μη τον αυτόν τρόπον. ώσπ€ρ γαρ και χρ ώ μ α σ ι 

καί σ χ ή μ α σ ι π ο λ λ ά  μ ιμ ο ύντα ι τιν€ς  ά π e tκάζοντ€ς (οι μ \ν  

20 hia τέ χ ν η ς  οι he hia συνη0 €ίας), e re p o t he hia τή ς  φ ω νής , 

ουτω καν τα ΐς €ΐρημέναις τέ χ ν α ις  απασα ι μέν ποιούνται 

την μ ίμ η σ ιν  ev ρυθμω και λό γω  και αρμονία, τούτοις  δ ’ 

ή χω ρ ίς ή μ e μ ιγ μ 4voις· olov αρμονία μ \ν  και ρυθμω χ ρ ώ -  

/xeuat μόνον ή  r e  αύλητική και ή κιθαριστική κ&ν el τιν€ς 

2 5 e r e p a t  τυ γχά νου σ  ιν ονσαι (τοιαύται) τη ν όύναμιν, οΐον ή τω ν  

σ υ ρ ιγ γ ώ ν  αν~ω he τω  ρυθμω μιμούντα ι χω ρ ίς  αρμονίας  a t

14 4 7a 12 λέγομε v A c (utramque scripturam agnoscit Ar.) 13 
τραγωδίαν A c (in i 4 4 g a 37 τραγωιδίασ. ceteris in locis Ιώτα mutum 
deest in hoc similibusque vocabulis) 17  γένει] έν Forchham m er 

2 1 καν Parisinus 2038 : και A c 25 τυγχάνωσιν A 0 . τοιανται 

add. apogr. (confirm. Ar.) 26 at Reiz : oi A c : oi ( π ο λ λ ο ί)

Heinsius



ARISTOTLE’S POETICS

Our subject being Poetry, I propose to speak not only of i 

the art in general but also of its species and their respective 

capacities; of the structure of plot required for a good poem ; 

of the number and nature of the constituent parts of a poem ; 

and likewise of any other matters in the same line of inquiry. 

Let us follow the natural order and begin with the primary 

facts.

Epic poetry and Tragedy, a£ also Comedy, Dithyrambic ; 

poetry, and most flute-playing and lyre-playing, are all, 

viewed as a whole, modes of imitation. But at the same 

time they differ from one another in three ways, either by 

a difference of kind in their means,^ or by differences in 

the objects, or in the manner of their imitations.

I. Just as form and colour are used as means by some,

who (whether by art or constant practice) imitate and portray

many things by their aid, and the voice is used by others ;

so also in the above-mentioned group of arts, the means

with them as a whole are rhythm, language, and harmony

— used, however, either singly or in certain combinations.

A  combination of rhythm and harmony alone is the means in

flute-playing and lyre-playing, and any other arts there may

be of the same description, e. g. imitative piping. Rhythm 4

alone, without harmony, is the means in the dancer’s imita-
B 2

V



τ ώ ι ;  ο ρ χ η σ τ ώ ν ,  κ α ί  y a p  ο υ τ ο ι  h a  τ ω ν  σ χ η μ α τ ι ζ ο μ έ ν ω ν  ρ υ θ μ ώ ν  

μ ι μ ο ύ ν τ α ι  κ α ί  ή θ η  κ α ι  π ά θ η  κ α ι  π ρ ά ζ ς ι ς .  η  b e  [ c 7T0 7 r o t i a ]  

μ ό ν ο ν  t o i s  λ ό γ ο  i s  ψ ι λ ο ΐ ς  η  t o i s  μ έ τ ρ ο  i s  κ α ι  τ ο ύ τ ο  i s  e i r e  

1447b  μ ι γ ν υ σ α  μ € τ  ά λ λ η λ ω ν  €ΪΘ ' e v i  τ ι ν ι  y e v e i  χ ρ ω μ έ ν η  τ ω ν  μ έ 

τ ρ ω ν  { ά v ώ v v μ o s )  τ ν γ χ ά v e i  ο υ σ α  μ έ χ ρ ι  τ ο ν  ν υ ν . o v b e v  γ ά ρ  α ν

ί ο  έ χ ο ι μ € ν  ό ν ο μ ά σ α ι  κ ο ι ν ό ν  t o v s  Σ ω φ p o v o s  κ α ι  Ξ ,€ ν ά ρ χ ο ν  μ ί -

μ ο υ $  κ α ί  t o v s  Σ ω κ ρ α τ ι κ ο -us λ o y o v s  o v b e  e l  τ i s  δ ι ά  τ ρ ι μ έ τ ρ ω ν  

η  e λ e γ e ί ω v  η  τ ω ν  ά λ λ ω ν  τ ι ν ω ν  τ ω ν  τ ο ι ο υ τ ω ν  π ο ι ο ΐ τ ο  τ η ν  

μ ί μ η σ ι ν — π λ η ν  ο ι  ά ν θ ρ ω π ο ι  y e  σ υ v ά π τ o v τ e s  τ ω  μ έ τ ρ ω  τ ο  

π ο κ ΐ ν  e λ € γ e ι o π o ι o υ s  t o v s  b e  e π o π o ι o υ s  ό ν ο μ ά ζ ο υ σ ι ν ,  ο ν χ  ω ?  

1 5  κ α τ ά  τ η ν  μ ί μ η σ ι ν  π o ι η τ ά s  ά λ λ α  κ ο ι ν ή  κ α τ ά  τ ο  μ έ τ ρ ο ν  π ρ ο σ -  

a y o p e v o v r e s · κ α ί  γ ά ρ  α ν  ι α τ ρ ι κ ό ν  η  φ υ σ ι κ ό ν  τ ι  δ ι ά  τ ω ν  

μ έ τ ρ ω ν  έ κ φ έ ρ ω σ ι ν ,  ο ν τ ω  κ a λ e ΐ v  e ί ω θ a σ ι v ·  o v b e v  b e  κ ο ι ν ό ν

έ σ τ ι ν  *Ο μ ή ρ ω  κ α ί  , E μ π e b o κ λ e ΐ  π λ η ν  τ ο  μ έ τ ρ ο ν ,  b io  τ ο ν  μ έ ν  

π ο ι η τ η ν  b U a i o v  κ α λ € Ϊ ν ,  τ ο ν  b e  φ υ σ ι ο λ ό γ ο ν  μ ά λ λ ο ν  η  π ο ι η -  

2 0  τ η ν .  6 μ ο ί ω $  b e  κ ά ν  e i  τ  i s  ά π α ν τ α  τ ά  μ έ τ ρ α  μ ι γ ν ύ ω ν  

π ο ι ο ΐ τ ο  τ η ν  μ ί μ η σ ι ν  κ a θ ά π e p  Χ α ι ρ ή μ ω ν  έ π ο ί η σ €  Κ έ ν τ α υ 

ρ ο ν  μ ι κ τ ή ν  p a \ f/ (o b ia v  e £  α π ά ν τ ω ν  τ ω ν  μ έ τ ρ ω ν ,  κ α ί  π ο ι 

η τ ή ν  π ρ ο σ α γ ο ρ € ν τ έ ο ν .  π β ρ ι  μ έ ν  ο ν ν  τ ο ύ τ ω ν  δ ι ω ρ ί σ θ ω  

τ ο ύ τ ο ν  τ ο ν  τ ρ ό π ο ν .  e i a i  ό έ  τ i v e s  α ΐ  π ά σ ι  χ ρ ώ ν τ α ι  t o i s  e i p η -  

2 5  μ έ ν ο π ,  λ έ γ ω  b e  ο ι ο ν  ρ υ θ μ ω  κ α ί  μ έ λ e ι  κ α ί  μ έ τ ρ ω ,  ώ σ π β ρ  

η  T e  τ ω ν  b ι θ υ p a μ β ι κ ώ v  π ο ί η σ ή  κ α ί  η  τ ω ν  ν ό μ ω ν  κ α ί  η

T e  τ ρ α γ ω ό ί α  κ α ί  η  κ ω μ ω ό ί α · b ι a φ έ p o υ σ ι  b e  ο τ ι  α ι  μ \ ν  

ά μ α  π ά σ ι ν  a i  b e  κ α τ ά  μ έ ρ o s .  T a v r a s  μ έ ν  ο ύ ν  λ έ γ ω  τ ά s

b ι a φ o ρ ά s  τ ω ν  Τ € χ ν ώ ν  e v  o l s  π ο ι ο ύ ν τ α ι  τ η ν  μ ί μ η σ ι ν .

28 έποποιία seclusit Ueberw eg (om. Ar.) i 4 4 7 b 9  ανώνυμος add. 
Bernays (confirm. Ar.) τυγχάνει ονσα Suckow : τνγχάνοισα A '

15 κατά την G uelferbytanus: την κατά Α °  κοινή Α °  ι 6  φυσι

κόν Heinsius (confirm. Ar.) : μουσικόν A c 22 κα\] και τούτον vel
ουκ ήδη κα\ ap o g r.: καίτοι Gomperz, Rassow 24 αί Aldina 153^ : 

ai Riccardianus 16 : ol A c 28 ονν apogr. (confirm. A r .) : ού A 0 
29 οις V icto riu s: αΐσ Α β
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tions; for even he, by the rhythms of his attitudes, may 

represent men's characters, as well as what they do and 

suffer. There is further an art which imitates by language 

alone, without harmony, in prose or in verse, and if in verse, 

either in some one or in a plurality of metres. This form of 

imitation is to this day without a name. W e have no 

common name for a mime of Sophron or Xenarchus and 

a Socratic Conversation; and we should still be without one 

even if the imitation in the two instances were in trimeters 

or elegiacs or some other kind of verse— though it is the way 

with people to tack on 'p o e t' to the name of a metre, and 

talk o f elegiac-poets and epic-poets, thinking that they call 

them poets not by reason of the imitative nature of their 

work, but indiscriminately by reason of the metre they write 

in. Even if a theory of medicine or physical philosophy be 

put forth in a metrical form, it is usual to describe the writer 

in this w ay ; Homer and Empedocles, however, have really 

nothing in common apart from their metre; so that, if the 

one is to be called a poet, the other should be termed a 

physicist rather than a poet. W e should be in the same 

position also, if the imitation in these instances were in all 

the metres, like the Centaur (a rhapsody in a medley of all 

metres) of Chaeremon ; and Chaeremon one has to recognize 

as a poet. So much, then, as to these arts. There are, 

lastly, certain other arts, which combine all the % eans 

enumerated, rhythm, melody, and verse, e.g. Dithyrambic 

and Nomic poetry, Tragedy and Com edy; with this difference, 

however, that the three kinds of means are in some of them 

all employed together, and in others brought in separately, 

one after the other. These elements of difference in the 

above arts I term the means of their imitation.



· /

1448a *E7T€6 δ€ μιμούνται οι μιμούμενοι πράττοντας, ανάγκη 2

δε rovrous 17 σπουδαίους ή φαύλους είναι (τα γάρ ήθη σχεδόν  

άει τούτοις ακολουθεί μόνοις , κακία yap και άρετρ τα ήθη 

διαφερουσι πάντες), ήτοι β ελτίο να ς η καθ' ημάς η χείρονας  

5 η καί τοιούτους, ώσπερ οι γράφ εις' Π ολύγνω τος μεν γάρ 

κρείττους, Παυσωι; δ£ χείρους, Α ιονύσ ιος δε όμοιους εΐκαζεν. 

δήλον δε οτι και των λεχθ εισ ω ν εκάστη μιμήσεω ν 2ξε ι 

ταύτας τάς διαφοράς και εστα ι ετερα τω ετερα μ ιμ εΐσ θ α ι 

τούτον τον τρόπον. καί γάρ εν όρχήσει καί αύλήσει καί 

ίο κιθαρίσει εσ τι γενεσθαι ταύτας τάς άνομοιότητας, και τω 

περι τούς λόγους δε και την φ ιλομετρία ν, οΐον *Ο μηρος μεν  

β ελτίο υς, Κ λεοφ ώ ν  δ£ όμοιους, 'Η γή μ ω ν δε ό θ ά σ ιο ς  (ό) τάς 

παρωδίας ποιήσας πρώτος και Ν ικοχάρης ό την Α ειλιά δ α  

χείρους · ομοίως δε και περί τούς διθυράμβους και περι τούς 

15 νόμους, ώσπερ  *  *  γάς, Κ ύκλω πας Ύ ιμόθεος και Φ ιλό ξενο ς , 

μ ιμ ήσα ιτο  αν τ ις . εν ταύτρ δε τρ  διάφορά και ή τραγω 

δία προς την κωμωδίαν διεστηκεν' ή μεν γάρ χείρους ή δε 

β ελτίο υ ς μ ιμ εΐσ θ α ι βούλετα ι των νυν.

νΕ π  δε τούτων τρίτη διαφορά τό ως Εκαστα τούτων  3 

20 μιμ ή σα ιτο  αν τις . και γάρ εν τοΐς αύτοΐς καί τά αυτά  

μ ιμ εΐσ θ α ι εσ τιν  ότε μεν ά π α γγελλοντα  f  17 f  ετερόν τ ι  γ ιγνό -  

μενον ώσπερ *Ομηρος ποιεΐ, ή ως τον αυτόν και μη μετά- 

β ά λλο ντα , ή πάντα ως πράττοντας και ενεργοϋντας τούς

1448a 3 κακία γάρ και aper η Α® 8 τω] το A c ΙΟ εσπ] -σ π  in 
litura A c τω scrip si: το A c : om. Parisinus 2038 12 0  add.

v
Parisinus 2038 13 δείλιάδα Α° (η superscripsit m. rec.) 15

και
ώσπερ [in fine versus] γάσ κνκλωπάσ A® : ώ? περγας κύκλωπας Parisinus 
2038: ώ? περσας και κύκλωπας codex R obortelli: ώσπερ *Αργάς 

Κύκλωπας C astelvetrus: ώσπερ θεονς *Αργάς, Κύκλωπα? Vahlen (1874) : 
ώσπερ γάρ Κύκλωπα? Vahlen (1897)· plura deesse existimo 16 
ταύτι7 Casaubonus : αύτη A® 21 ( ί )  ότε Zeller ή] ότε δε
Reiz 22 τον secluseram 23 πάντα Casaubonus: πάντασ Α®

6 2. I44®a i — 3 · 1448 a 23



II. The_objects_the.imitator represents are actions, with a 
agents who are necessarily either good men or bad— the 
diversities o f human character being nearly always derivative 
from this primary distinction, since the line between virtue 
and vice is one dividing the whole o f mankind. It follows 
therefore, that the agents represented must be either above 
our own level of goodness, or beneath it, or just such as we 
are;\in the same way as, with the painters, the personages of 
Polygnotus are better than we are, those of Pauson worse, 
and those of Dionysius just like ourselves. It is clear 
that each of the above-mentioned arts will admit of these 
differences, and that it will become a separate art by 
representing objects with this point of difference. Even in 
dancing, flute-playing, and lyre-playing such diversities are 
possible; and they are also possible in the nameless, art that 
uses language, prose or verse without harmony, as its means ; 
Homer’s personages, for instance, are better than we a r e ; 
Cleophon’s are on our own leve l; and those of Hegemon of 
Thasos, the first writer of parodies, and Nicochares, the 
author o f the Diliady are beneath it. The same is true of 
the Dithyramb and the N om e: the personages may be 
presented in them with the difference exemplified in the . . . 
of . . . and Argas, and in the Cyclopses of Timotheus and 
Philoxenus. This difference it is that distinguishes Tragedy 
and Comedy a lso ; the one would make its personages worse, 
and the other better, than the men of the present day.

III. A  third difference in these arts is in the manner in 3 
which each kind of object is represented. Given both the 
same means and the same kind o f object for imitation, one 
may either (1) speak at one moment in narrative and at 
another in an assumed character, as Homer does ; or (2) one 
may remain the same throughout, without any such change ; 
or (3) the imitators may represent the whole story dramatically, 
as though they were actually doing the things described.



μιμούμενους. εν τρ ισ ϊ δη ταύταις διαφοραΐς η μ ίμ η σ ίς  εστιν ,

2g εΐπομεν κατ άρχάς, εν οΐς τε  (και ά) και ως. ώ στε τη 

μεν δ αυτός αν εΐη μ ιμ η τή ς Ό μ ήρ ω  Σοφοκλής, μιμούνται 

yap άμφω σπουδαίους, τη  δ£ ’ Α ρ ισ τοφ ά νη , πράττοντας yap 

μιμούνται και δρώντας άμφω. όθεν και δράματα καλεΐ- 

σ0αι τινες αυτά φ ασιν, οτι μ ιμούνται δρώ ντας. διο και 

30 αντιποιούνται της  re  τραγωδίας και τη ς κωμωδίας οί Δ ω - 

ριεΐς (της μεν yap κωμωδίας οι Μ εγαρεΐς  οι τε ενταύθα ως 

επι της παρ’ αύτοΐς δημοκρατίας γενομενης και οι εκ Σ ι

κελίας, εκεΐθεν γάρ ήν ’ Ε π ίχα ρ μος  ό ποιητής π ολλω  πρό- 

τερος ών Χ ιω νίδου και Μ άγνητος · και της τραγωδίας ενιοι 

35 των εν Π ελοποννήσω) ποιούμενοι τα ονόματα σ η μ ε ΐο ν  αύτοι 

μεν γάρ κωμας τάς περιοικίδας καλεΐν φ ασιν, ’Αθηναίους  

δ£ δήμους, ως κωμωδούς ουκ από του κωμάζειν λεχθεντα ς  

ά λλα  τή κατά κώμας π λά νη  άτιμαζομενους εκ του άστεω ς· 

1448b K0LL τ °  ττοιεΐν αύτοι μεν δράν, ’ Αθηναίους δ£ πράττειν π ροσ- 

αγορεύειν. περί μεν ούν των διάφορων και π όσα ι και 

τίνες τής μιμήσεω ς ειρήσθω ταΰτα.

Έ ο ίκα σ ι δε γεννήσαι μεν ολω ς την ποιητικήν α ’ιτ ία ι 4 
5 δύο τινες  και αύται φ υσικα ί· το τε γάρ μ ιμ εΐσ θ α ι σύμφυτον  

τοΐς άνθρώποις εκ παίδων εσ τι και τούτω διαφερουσι 

των ά λλω ν ζωων ότι μιμητικώ τατόν εσ τι και τά ς μα θή 

σεις π οιείτα ι διά μιμ ή σεω ς τά ς πρώτας, και το χα ίρειν  

τοΐς μ ιμ ή μ α σ ι πάντας . σημεΐον δε τούτου το συμβαΐνον  

ίο €7τι τω ν έργων· ά γάρ αυτά λυπηρώς δρώμεν, τούτω ν  ra y  

εικόνας τάς μ ά λισ τα  ήκριβωμενας χαίρομεν θεωροΰντες, οιον

25 και ά add. apogr. 32 δημοκρατίας Α °  34 Χιωνίδου
Robortellus (confirm. A r .) : χωνίδον A c fort, τραγωδίας (δ*)

35 αύτοι S p e n g e l: ούτοι A c 36 ’Αθηναίους Spengel (occupavit 
Anonymus in minore ed. Oxon. a. 1760): άθηναιοι A c »4 4 8 b 5 
αύται Parisinus 2038 : αύταί A c 6 τούτω* A c

8 3· I44^a 24"” 4· 1448b 11



A s we said at the beginning, therefore, the differences in 

the imitation of these arts come under three heads, their 

means, their objects, and their manner.

So that as an imitator Sophocles will be on one side akin 

to Homer, both portraying good m en; and on another to 

Aristophanes, since both present their personages as acting 
and doing. This in fact, according to some, is the reason for 

plays being termed dramas, because in a play the personages 
act the story. Hence too both Tragedy and Comedy are 

claimed by the Dorians as their discoveries ; Comedy by the 

Megarians— by those in Greece as having arisen when Megara 

became a democracy, and by the Sicilian Megarians on the 

ground that the poet Epicharmus was of their country, and 
a good deal earlier than Chionides and M agnes; even Tragedy 

also is claimed by certain of the Peloponnesian Dorians. In 

support of this claim they point to the words ' comedy * and 

'drama/ Their word for the outlying hamlets, they say, is 

comae, whereas Athenians call them demes— thus assuming 

that comedians got the name not from their comoe or revels, 
but from their strolling from hamlet to hamlet, lack of apprecia

tion keeping them out of the city. Their word also for ' to 

act/ they say, is drant whereas Athenians use prattein.

So much, then, as to the number and nature o f the points 

o f difference in the imitation of these arts.
It is clear that the general origin of poetry was due to 4 

two causes, each of them part of human nature. Imitation 
is natural to man from childhood, one of his advantages over 

the lower animals being this, that he is the most imitative 

creature in the world, and learns at first by imitation. _And.it 

is also natural for all to delight in works o f imitation. The 

truth of this second point is shown by experience: though 

the objects themselves m aybe painful to see, we delight to/ 

view the most realistic representations of them in art, the



Θηρίων τε μορφάς τω ν ατιμότατων και νεκρών. αίτιον δ ί  

και τούτο, οτι μανθάνειν ου μόνον rots φ ιλοσόφ οις ήδιστόν  

ά λλα  και rots ά λλο ις ομοίως, ά λ λ ’ ε π ι β ρα χύ κοινωνον- 

15 (τιν αυτού. bia yap τούτο χα ίρονσι τάς εικόνας δρώντες, οτι 

συμβ α ίνει θεωροϋντας μανθάνειν και σ υ λλο γίζεσ θ α ι τ ί  εκα- 

στον, όΐον ότι ούτος εκείνος· επει ia v  μη τνχη  προεωρακώς, 

ούχ η μίμ η μα  π οιή σει την ηδονήν ά λλα  δια την άπερ- 

γασίαν ή την χροιάν ή δια τοιαύτην τινα  ά λλη ν αιτίαν. 

20 κατά φ ύσιν όντος ή μΐν  τον μ ιμ είσ θ α ι και της αρμονίας 

και του ρυθμόν (τα yap μ ίτρ α  ότι μόρια των ρυθμών ε σ τι  

φανερόν) ε ζ  αρχής πεφυκότες και αυτά μ ά λ ισ τα  κατα 

μικρόν προάγοντες εγεννησαν την π οίη σιν  εκ τω ν αύτοσχε-  

διασμάτων. διεσπάσθη δε κατα τα οικεία ήθη ή π οίη σις ' 

35 ot μεν yap σεμνότεροι τας καλάς ε μιμούντο πράξεις και 

τα  ς των τοιούτων, ο! δβ ευτελέστεροι τα ς τω ν φαύλων, 

πρώτον ψόγους ποιουντες, ώσπερ έτεροι ύμνους και εγκώμια, 

τώ ν μεν ούγ προ *Ομήρου ούδενός έχομεν ειπεΐν τοιοΰτον 

ποίημα, εΐκός be είναι π ολλούς, από δε Ό μ ηρου άρξαμενοις 

30 έστιν, οιον εκείνου ο Μ αργίτης και τα τοιαϋτα. εν οϊς κατά 

τό άρμόττον ίαμβ€Ϊον ήλθε μετρ ον— διό και ία μβ είον κα

λ ε ίτα ι νυν, ότι εν τώ μετρώ τούτω Ιάμβιζόν ά λλή λους. και 

έγενοντο τώ ν π αλαιώ ν οι μεν ηρωικών οι δε ιά μβω ν π ο ιη - 

ταί. ώσπερ  δβ και τά σπουδαία μ ά λισ τα  ποιητής *Ομηρος 

35 Vv (μόνος γάρ ούχ οτι εύ α λλά  και μ ιμ ή σ εις  δραμα- 

τικάς εποίησεν), ούτως και τά τής κωμωδίας σ χή μα τα  

πρώτος ύπέδειξεν ού ψόγον α λλά  τό γελοΐον δραματο- 

ποιήσα ς· ό γάρ Μ αργίτης άνάλογον έχει, ώσπερ Ί λ ιά ς

12 άτιμωτάτων Α °  13 τούτον vel τούτων apogr. ΐ8 ονχ jf
H erm an n : ονχϊ A c 27 artpoi Spengel 30 μαργείτησ A c

31 ΐαμβίον (bis) A c 35 αλλά Riccardianus 46, Bonitz (confirm. 
A r.) : αλλ* ότι A c 36 οντω apogr. 38 ό ] τ ό Α °  fort. (i7)*lX taff

io 4. 144815 12-38
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forms for example o f the lowest animals and of dead bodies. J 
The explanation is to be found in a further fact: to be 5 
learning something is the greatest of pleasures not only to 
the philosopher but also to the rest of mankind, however 
small their capacity for i t ; the reason of the delight in seeing 
the picture is that one is at the same time learning— gathering 
the meaning of things, e. g. that the man there is so-and-so ; 
for if one has not seen the thing before, one’s pleasure will 
not be in the picture as an imitation of it, but will be due to 
the execution or colouring or some similar cause. Imitation, 
then, being natural to u s— as also the sense of harmony and 
rhythm,, the metres being obviously species of rhythms—  
it was through their original aptitude, and by a series of 
improvements for the most part gradual on their first efforts, 
that they created poetry out of their improvisations.

P o etry  however, soon..broke up into two kinds according 
to the differences of character in the individual p oets; for 
the graver among them would represent noble actions, and 
thosfTof noble personages; and the meaner sort the actions 
of the ignoble. ‘The latter class produced invectives at first, 
just as others did hymns and panegyrics. W e know of no 
such poem by any of the pre-Homeric poets, though there 
were probably many such writers among them ; instances, 
however, may be found from Homer downwards, e .g. his 
M argites, and the similar poems of others. In this poetry of 
invective its natural fitness brought an iambic metre into 
u s e ; hence our present term * iambic/ because it was the 
metre of their ‘ iam bs’ or invectives against one another.
The result was that the old poets became some of them 
writers of heroic and others of iambic verse. Homer’s /
position, however, is peculiar: just as he was in the serious 
style the poet o f poets, standing alone not only through the 
literary excellence, but also through the dramatic character 
of his imitations, so too he was the first to outline for us the 
general forms o f Comedy by producing not a dramatic invec- 
tive, but a dramatic picture of the Ridiculous; his Margites

I



1 4 4 9 a κ<ώ V ’ Ο δύσσεια  προς τάς τραγωδίας, οϋτω καί ούτος προς 

τάς κωμωδίας./ 'παραφανείσης δε της τραγωδίας καί κω

μωδίας οί Ζφ' εκατέραν την π οίη σιν  δρμώντες κατά την  

οίκείαν φ ύσιν οι μεν αντί των Ιάμβων κωμωδοποιοί Ζγέ- 

5 νοντο, οί δε αντί των Ζπών τραγωδοδιδάσκαλοί, δια το  

μείζονα και Ζντιμότερα τά σχή μα τα  εΐναι ταυτα Ζ κείνων, 

το μεν ονν Ζπισκοπεΐν άρ' έχε ι ηδη η τραγωδία τοΐς  

εΐδεσιν ικανώς η ον, αυτό τε καθ' αντο κρΐναι και προς 

τά θέατρα, ά λλος λόγος. γενομένης (δ’) ονν απ' άρχης αντο- 

ίο  σχεδιαστικης— καί αντη και η κωμωδία καί η μεν άπο 

των Ζξαρχόντων τον διθύραμβον, η δ£ άπο τω ν τά  φ αλ- 

λικά  α ετι και νυν Ζν π ο λλα ΐς  τω ν πόλεω ν διαμένει νο- 

μιζόμενα— κατά μικρόν ηνζήθη π  ροαγόντων όσον Ζγίγνετο  

φανερόν αντής· και π ολλά ς μ ετα βολά ς μετα β α λονσ α  η 

1 5 τραγωδία Ζπαύσατο, Ζπει έσχε την αντης φ ύσιν. και τό  

τε των υποκριτών πλήθος Ζξ ενός είς δύο πρώτος Α Ισ χύ -  

λος ηγαγε και τά τον χορού η λά ττω σ ε και τον λόγον  

πρω ταγω νιστήν παρεσκεύασεν* τρεις δε και σκηνογραφίαν  

Σοφοκλής. ετι δε το μέγεθος* Ζκ μικρών μύθων και λ έ - 

20 ξεω ς γελοία ς διά το Ζκ σατυρικόν μετα β α λεΐν  όψέ άπε- 

σεμνύνθη, τό τε μέτρον Ζκ τετραμέτρον ία μβεΐον Ζγένετο. 

το μεν γάρ πρώτον τετραμέτρω Ζχρώντο διά το σατυρικήν  

καί όρχηστικωτέραν είναι την π οίη σιν , λέζεω ς δε γενομένης 

αντη η φ ύσις το οικεΐον μέτρον ενρε' μ ά λ ισ τα  γάρ λ ε κ τ ι- 

25 κον τών μέτρων το ία μβεΐόν Ζ σ τ ιν  σημεΐον δε τούτον, 

π λεΐσ τα  γάρ ία μβεΐα  λέγομεν Ζν τη διαλέκτω τη προς

1 4 4 9 a 6 μείζονα apogr.: μειζον Α °  7 «Ρ* Vahlen : παρέχει Α °:  

(I αρα Ζχ<ει Parisinus 2038: άμα (χιι Riccardianus 46 8 κρϊναι

Forchham m er: κρίνεται ή ναί Α °  9  γ^ομίνη  apogr. δ* add. 
Riccardianus 46, Bekker αύτοσχεδιαστικη apogr. 11 φαϋλλικά 

A c : φαύλα (ut videtur) Ar. 12 διαμίνειν A c 15 εαυτής a p o g r.: 
αντησ A c 20 σατνριακού Α °  21 et 25 Ιαμβίον A c 26 Ιαμβία A c

12 4· J449a 1-26



in fact stands in the same relation to our comedies as the 
Iliad and Odyssey to our tragedies. As soon, however, as 

Tragedy and Comedy appeared in the field, those naturally 
drawn to the one line of poetry became writers of comedies 

instead of iambs, and those naturally drawn to the other, 

writers of tragedies instead of epics, because these new modes 
of art were grander and of more esteem than the old.

I f  it be asked whether Tragedy is now all that it need be 

in its formative elements, to consider that, and decide it 

theoretically and in relation to the theatres, is a matter for 
another inquiry.

It certainly began in improvisations— as did also Com edy; 

the one originating with the authors of the Dithyramb, the 

other with those of the phallic songs, which still survive as 

institutions in many of our cities. And its advance after that 
was little by little, through their improving on whatever they 

had before them at each stage. It was in fact only after 

a long series of changes that the movement of Tragedy 

stopped on its attaining to its natural form, (i) The number 
of actors was first increased to two hy A p̂ rhylii^- jwho 

curtailed the business of the Chorus, and made the dialogue, 
or spoken portion, take the leading part in the play. (2) 
AJthird actor and scenery were dueto S ophocles. (3) Tragedy 

acquired also its magnitude. Discarding short stories and 

a ludicrous diction, through its passing out of its satyric 
stage, it assumed, though only at a late point in its progress, 

a tone of dignity; and its metre changed then from trochaic 

to iambic. The reason for their original use of the trochai c ^  
tetrameter was that their poetry was satyric and more_con- ■ 

nected with dancing than it now is.— As soon, however, as 

a spoken part came in, nature herself found the appropriate 

metre. The iambic, we know, is the most speakable of 

metres, as is shown by the fact that we very often fall into it



άλλήλους, ϊξάμετρα be όλιγάκις και eKfiaivovres τής ke- 

28 κτικής αρμονίας. eri be έπ€ΐσοΗων πλήθη. . και τα  ά λ λ ’ 

3 °  ως έκαστα κοσμηθήναι keyerai έστω ήμΐν elpημέvat πολν  

yap αν ϊσως έργον ety bie£ievai καθ' έκαστον.

Ή  be κωμωδία έστϊν  ώσπερ eϊπoμev μίμησις φαν- $ 

λοτέρων μέν, ον μέντοι κατά πάσαν κακίαν, ά λλα  του

αισχρού έστι το yekoiov μόριον. το γάρ yekoiov έστιν άμάρ-

35 τημά τι και αίσχος avJibvvov και ου φθαρτικόν, οϊον 

€υθυς το yekoiov πρόσωπον αισχρόν τι και δΐ€στραμμένον 

avev obvvης. αι μέν ονν της τραγωδία? μ€ταβάσ€ΐς και 

δι* ων έγένοντο ου λeλήθaσιvi ή be κωμωδία διά το μη 

14 4 9 b σπovbάζeσθaι e f  αρχής ekaOev' και γάρ χορόν κωμωδών 

όψέ ποτ€ δ αρχών έόωκ€ν, ά λ λ ’ eOeXovTai ήσαν. Ί]όη be 

σχήματά τινα αυτής έχούσης οι λeγόμevoι αυτής ποιηταί 

μνημον€υονται. τις be πρόσωπα άπεδωκεζ; ή προλόγους ή 

5 πλήθη υποκριτών και οσα τοιαντα, ήγνόηται. το be μύ

θους ποίΕΪν [Ε π ίχ α ρ μ ο ?  και Φόρμις] το μέν έ ζ  αρχής έκ 

Σ ικελία? ήλθ€ *  * ,  των be Ά θήνησιν  Κ ράτης πρώτος tfp£ev 

άφέμ€νος τής Ιαμβικής ίόέας καθόλου ποιείς λόγους και

μύθους. ή μέν ουν Εποποιία τη  τραγωδία μέχρι μέν του 

ίο  (διά) μέτρου μeγάλoυ μίμησις etvai σπουόαίων ήκoλoύθησev^ 

τώ be το μέτρον απλοϋν *χ€ΐν και απαγγελίαν elvai, ταύτη 

διαφέρουσιν' e n  δε τω μήκ€ΐ— ή μέν οτι μάλιστα  πειράται 

υπό μίαν π€ρίο0ον ήλιου είναι ή μικρόν ε£αλλάττειν, ή δε 

έποποιία αόριστος τώ χρόνω— καί τούτω bιaφέρeι, καίτοι

28 άλλα ώ? apogr. (confirm. A r .) : ά λλω σ A c 34 γελοίου
(bis) A® 14 4 9 b ι  κωμωδώ scripseram : κωμωδοϊς coni. Bem hardy 

6 ’Επίχαρμος καί Φόρμις seclusit Susemihl 7 lacunam
indicavi ; intercidisse videntur ησαν yap ’Επίχαρμο? καί Φόρμις €Κ€ΐθ(Ρ 

8 είδε'ασ Α® 9  μ*ν τ°ν T y rw h itt: μόνον Α® ίο  διά add.
U eberw eg 11 τω] τό A® 12 μέν] p h  yap apogr. 14
τούτο pr. A®

14 4· I449a 27—5· 1449b 14
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in conversation, whereas we rarely talk hexameters, and only 
when we depart from the speaking tone of voice. (4) Another 
change was a plurality of episodes or acts. A s for the 
remaining matters, the superadded embellishments and the 
account of their introduction, these must be taken as said, 
as it would probably be a long piece of work to go through^ 
the details. A

^As for Comedy, it is (as has been observed) an imitation of 5 
men worse than the average ; worse, however, not as regards 
any and every sort of fault, but only as regards one particular 
kind, the Ridiculous, which is a species o f the Ugly. T h e. 
Ridiculous may be defined as a mistake or deformity not 
productive of pain or harm to others; the mask, for instance, 
that excites laughter, is something ugly and distorted without 
causing pain.^

Though tne successive changes in Tragedy and their 
authors are not unknown, we cannot say the same of Com edy; 
its early stages passed unnoticed, because it was not as yet 
taken up in a serious way. It was only at a late point in its 
progress that a chorus of comedians was officially granted by 
the archon; they used to be mere volunteers. It had also 
already certain definite forms at the time when the record of 
those termed comic poets begins. W ho it was who supplied 
it with masks, or prologues, or a plurality of actors and the 
like, has remained unknown. The invented Fable, or Plot, 
however, originated in Sicily, with Epicharmus and Phorm is; 
of Athenian poets Crates was the first to drop the Comedy 
of invective and frame stories of a general and non-personal 
nature, in other words, Fables or Plots.

Epic poetry, then, has been seen to agree with Tragedy to. 
th lsexten t7"thar o f  being an imitation of serious subjects 
in a grand kind of verse. It differs from it, however, (1) in 
that it is in one kind of verse and in narrative form ; and
(2) in its length— which is due to its action having no fixed 
limit of time, whereas Tragedy endeavours to keep as far as 
possible within a single circuit of the sun, or something near 
that. This, I say, is another point of difference between 
them, though at first the practice in this respect was just the

A r



15 το πρώτον ομοίως εν ταΐς τραγω δίαις τούτο εποίουν καί εν 

το ΐς έπεσιν. μέρη δ’ εσ τί τα μεν ταύτά, τα δε ϊδια της 

τραγψδίας— διόπερ οσ τις  περί τραγωδίας οιδε σπουδαίας 

καί φαύλης, οιδε καί περί επών. ά μεν γάρ εποποιία  

έχει, υπάρχει τρ  τραγωδία, ά δε αυτή, ου πάντα εν τρ  

20 εποποιία.

ΤΙερϊ (μεν) ούν τής εν εξάμετροις μιμ η τική ς καί περί 6  

κωμωδίας ύστερον έροϋμεν περί δε τραγωδίας λέγω μεν  

άναλαβόντες αυτής εκ τώ ν είρημένων τον γινόμενον όρον 

τής ουσίας. έσ τιν  ούν τραγωδία μ ίμ η σ ις πράξεως σπουδαίας 

25 καί τελείας μέγεθος εχούσης, ήδυσμένω λόγω  χω ρίς εκά- 

στω τών ειδών εν τοΐς μορίοις, δρώντων καί ου δι α π α γ

γελία ς, δι ελέου καί φόβον περαίνουσα την τών τοιούτων  

παθημάτω ν κάθαρσιν. λέγω  δε ήδνσμένον μεν λόγον τον 

έχοντα ρυθμόν καί αρμονίαν καί μέλος, τό δε χω ρίς τοΐς  

30 εΐδεσι τό διά μέτρων ενια μόνον περαίνεσθαι καί π ά λιν  ετερα 

διά μέλους. έπεί δε πράττοντες ποιούνται την μ ίμ η σ ιν , πρώ 

τον μεν ε ξ  ανάγκης αν εϊη τ ι μόριον τραγωδίας ό τής

όψεως κόσμος, εΐτα μελοποιία  καί λ έ ξ ις ' εν τούτοις γάρ 

ποιούνται την μ ίμ η σ ιν . λέγω  δε λ έ ξ ιν  μεν ταύτην, την τώ ν

35 μέτρων σύνθεσιν, μελοποιία ν δε ό την δύναμιν φανεράν

έχει πάσαν. επεί δε πράξεώς έ σ τι μ ίμ η σ ις, πράττεται δε 

υπό τινώ ν πραττόντων, οϋς ανάγκη π  ο ιούς τινας είναι κατά 

τε τό ήθος καί την διάνοιαν, διά γάρ τούτων καί τάς  

14 5 0 a πράξεις ε ΐνα ί φαμεν ποιάς τινας, πέφυκεν αίτια  δύο τώ ν  

πράξεων είναι, διάνοιαν καί ήθος, καί κατά ταύτας καί

ιό  ταντα Α° 21 p h  add. apogr. 23 άναλαβόντ(ς B e m a y s : 
απολαβάνπσ- Α° 25 εκάστω Reiz (occupavit versio Paccii) :
ίκάστον A c 28 παθημάτων corr. apogr. {perturbationum  Pac-
c iu s ; confirm. Syriaca interpretatio ap. Margoliouth A. O. p. 55): 
μαθημάτων A c 34 ταύτην scripsi : αυτήν A c 36 πάσιν M adius 

1 4 5 0  a I πίφνκ€ δε αίτια Parisinus 2938 2 ταντα Reiz
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same in tragedies as in epic poems. They differ also (3) in 

their constituents, some being common to both and others 

peculiar to Tragedy— hence a judge of good and bad in 

Tragedy is a judge o f that in epic poetry also. All the parts 

of an epic are included in Tragedy; but those of Tragedy 

are not all of them to be found in the Epic.  .

Reserving hexameter poetry and Comedy for consideration 6 

hereafter, let us proceed now to the discussion of T ra g e d y ; 

before doing so, however, we must gather up the definition^ 

resulting from what has been said. A  tragedy, then, is thejn 

jmitation of an action that is serious and also, as having j I 

magnitude, complete in itself; in language with pleasurable \ 

accessories, each kind brought in separately in the parts of \ 

the w ork; in a dramatic, not in a narrative form ; with 

incidents arousingj pity and fear, wherewith to accomplish 

its catharsis o f such emotionsv Here by ' la

harmony or song superadded ; and by 'the kinds separately*

I mean that some portions are worked out with verse only, 

and others in turn with song.

I. As they act the stories, it follows that in the first place 

the Spectacle (or stage-appearance of the actors) must be 

some part of the w hole; and in the second Melody and 

Diction, these two being the means of their imitation. 

Here by ' Diction * I mean merely this, the composition of * 

the verses; and by 'M elody/ what is too completely un

derstood to require explanation. But further: the subject 

represented also is an action; and the action involves 

agents, who must necessarily have their distinctive qualities 

both of character and thought, since it is from these that we 

ascribe certain qualities to their actions. There are in the 

natural order of things, therefore, two causes, Character and
POETICS C

pleasurable accessories * I mean that with



τυγχά νουσι και άποτυγχάνουσι πάντες. εστιν  δε τής μεν  

πράξεως δ μύθος ή μ ίμ η σις· λεγω  yap μύθον τούτον, την 

5 σννθεσιν τω ν πραγμάτω ν, τα  δε ι)θη, καθ’ δ ποιους τινας 

εΐνα ί φαμεν τούς πράττοντας, διάνοιαν δε, εν όσοις λεγον-  

τες άποδεικνύασιν τ ι ή καί άποφαίνονται γνώ μ ην. ανάγκη 

ούν πάσης τραγωδίας μερη εΐναι εξ, καθ’ δ ποια τ ις  εσ τιν  

ή τραγω δία · ταΰτα δ’ εσ τι μΰθος και ήθη και λ ε ξ ις  και 

ίο διάνοια  και οψ ις  και μελοποιία . οϊς μεν γάρ μιμοΰνται, 

δύο μερη εστιν , ώ$ δε μιμοΰνται, εν, ά δε μιμ οΰνται, τρία, 

και παρά ταΰτα ούδεν. τούτο ις μεν ούν ουκ ο λίγο ι αυτών ώς 

είπεΐν κεχρηνται τοΐς εϊδεσιν* και γάρ όψεις εχει παν και 

ήθος και μΰθον καϊ λ ε ξ ιν  καί μέλος καί διάνοιαν ώσαύ- 

ΐ5 reos. μ εγισ το ν  δε τούτων εσ τϊν  ή των πραγμάτων σύστα σις· 

ή γάρ τραγωδία μ ίμ η σ ίς  εσ τιν  ουκ ανθρώπων α λλά  πρά

ξεως και βίου  και ευδαιμονίας *  *  και ή κακοδαιμονία  

εν π ράζει εστίν , και τδ τέλος πράξίς τις  εστιν , ου ποι- 

6της· ε ίσ ίν  δε κατά μεν τά ήθη π οιοι τινες, κατά δε τάς 

20 πράξεις εύδαίμονες ή τουναντίον. ούκουν όπως τά ήθη μ ι-  

μή σω ντα ι πράττουσιν, α λλά  τά ήθη συμπ εριλαμβάνουσιν  

διά τάς π ρά ξεις' ώ στε τά πράγματα καί δ μΰθος τέλος  

τής τραγωδίας, τδ δε τέλος μ εγισ τό ν  απάντων. ετι άνευ 

μεν πράξεως ουκ αν γενοιτο τραγωδία, άνευ δε ηθών γε-  

25 νοιτ άν. αι γάρ τώ ν νεων τών π λείσ τω ν άήθεις τραγωδίαι 

είσ ίν, και ολως ποιηται π ολλο ί τοιοΰτοι, οΐον και τών γρα- 

φεων Ζ εΰξις  προς Π ολύγνω τον πεπονθεν · ό μεν γάρ Π ο- 

λύγνω τος αγαθός ηθογράφος, ή δε Ζεύξιδος γραφή ούδεν

3 ΐστιν δη conieceram 12 ώί είπεΐν fortasse post όψεις εχει παν

collocandum 13 δψισ Α° 17 intercidisse και κακοδαιμονίας, 

η δε ευδαιμονία Coni. Vahlen 21 συμπαραλαμβάνουσι Guelferby-
tanus (m. i) , Spengel 27 πολύγνωστον et πολύγνωστοσ A c
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Thought, of their actions, and consequently of their success 
or failure in their lives. Now the action (that which was 
done) is represented in the play by the Fable or Plot. The 
Fable, in our present sense of the term, is simply this, the 
combination of the incidents, or things done in the story; 
whereas Character is what makes us ascribe certain moral 
qualities to the agents; and Thought is shown in all they 
say when proving a particular point or, it may be, enunci
ating a general truth. There are six parts consequently of 
every tragedy, as a whole, that is, of such or such quality, 
viz. a Fable or Plot, Characters, Diction,--Thought, Spectacle 
and M elody; two of them arising from the means, one from 
the manner, and three from the objects of the dramatic 
imitation; and there is nothing else besides these six. O f 
these, its formative elements, then, not a few of the drama
tists have made due use, as every play, one may say, admits of 
Spectacle, Character, Fable, Diction, Melody, and Thought.

II. The most important of the six is the combination of 
the incidents oFthe- story. Tragedy is essentially an imita
tion not of persons but of action and life, of happiness 
and misery. A ll human happiness or misery takes the form 
of action; the end for which we live is a certain kind of 
activity, not a quality. Character gives us qualities, but it 
is in our actions— what we do— that we are happy or the 
reverse. In a play accordingly they do not act in order to 
portray the Characters; they include the Characters for 
the sake of the action. So that it is the action in it, 
i.e . its Fable or Plot, that is the end and purpose of the 
tragedy; and the end is everywhere the^chj^flthing. Besides 
this, a tragedy is impossible without action, but there may 
be Otte without Character.^ The tragedies of most of the 
moderns are characterless— a defect common among poets 
of all kinds, and with its counterpart in painting in Zeuxis 
as compared with Polygnotus; for whereas the latter is 
strong in character, the work of Zeuxis is devoid of it. And



εχει ήθος. ετι la v  τ ις  εφεζής Ofj ρήσεις ήθικάς καί λεξε ι 

30 και διανοία εν πεποιημενας, (οϋπω) π οιή σει ο ήν τής τραγω 

δίας εργον, ά λλα  π ολν μά λλον ή καταδεεστεροις τούτοις 

κεχρημενη τραγωδία, εχονσα δε μύθον και σ ύ σ τα σ ιν  πρα

γμάτω ν. προς δε τούτοις τα μ ίγ ισ τ α  οΧς ψ ν χ α γ ω γ εΐ ή 

τραγωδία τον μύθον μερη εστιν , α ϊ τε περιπετειαι καί άνα- 

35 γνω ρίσεις. ετι σημεΐον ότι και οι εγχε  φούντες π οιεΐν πρό- 

τερον δύνανται τι] λε ξε ι καί το ΐς ήθεσιν άκριβούν ή τα  

πράγματα σννίστασ θαι, οΧον καί οί πρώτοι ποιηταϊ σχεδόν  

άπαντες. αρχή μεν ούν και οΧον ψ νχή  ό μύθος τής τρα

γωδίας, δεύτερον δε τα ήθη (παραπλήσιον γάρ εσ τιν  καί 

ϊ450 h Ιπ ι τής γραφ ικής· εΐ γάρ τ ις  εναλείψ ειε το ΐς κα λλίστοις  

φαρμάκοις χύδην, ονκ αν ομοίως ενφράνειεν και λενκο- 

γραφ ήσας εικόνα)· εσ τιν  τε μ ίμ η σ ις  πράξεως και διά ταύτην 

μ ά λισ τα  τω ν πραττόντων. τρίτον δε ή διάνοια· τούτο δε 

5 εστιν  το λ ε γ ε ιν  δύνασθαι τα ενόντα και τα άρμόττοντα, 

υπερ επι των λόγω ν τής π ολιτικής και ρητορικής εργον 

ε σ τ ιν  οι μεν γάρ αρχαίοι π ολιτικω ς εποίονν λέγοντα ς, οι 

δε νύν ρητορικώς. εσ τιν  δε ήθος μεν το τοιούτον δ δηλοΐ 

την προαίρεσιν, όποΐά τ ις  εν οΧς ονκ εσ τι δήλον ή προαι

ρείται ή φ εύγει— διόπερ ονκ εχονσιν ήθος των λό γω ν εν 

ίο οΧς μηδ' όλως εστιν  ο τ ι προαιρείται ή φεύγει ό λεγω ν—  

διάνοια δε εν οΧς άποδεικνύονσί τ ι ως εσ τιν  ή ως ονκ εσ τιν  

ή καθόλον τ ι άποφαίνονται. τέταρτον δε των εν λόγω  ή

λ ε ξις · λεγω  δε, ώσπερ πρότερον εΐρηται, λ ε ξ ιν  είναι την  
/·*\. —

διά τής ονομασίας ερμηνείαν, δ και em  τω ν εμμετρων και 

15 €7τι των λόγω ν εχει την αντήν δύναμιν. των δε λοιπώ ν

29 λί^(ΐ καί διανοία Vahlen : λ ^ α σ  και διανοίασ A c 3°  °&τω
(ni fallor) add. A r . : ου add. apogr. 31 9] ή A ° 1450 b 10
τι] τ ισ  A c 12 €u λόγω  scrip si: μϊν λόγων A °

20 6. 1450 a 29— 1450 b 15
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again: one may string together a series of characteristic 
speeches of the utmost finish as regards Diction and Thought, 
and yet fail to produce the true tragic effect; but one will have 
much better success with a tragedy which, however inferior in 
these respects, has a Plot, a combination of incidents, in it. 
And again: the most powerful elements of attraction in 
Tragedy, the Peripeties and Discoveries, are parts of the 
Plot. A  further proof is in the fact that beginners succeed 
earlier with the Diction and Characters than with the con- I 
struction of a story; and the same may be said of nearly 
all the early dramatists. W e maintain, therefore, that the 
first essential, the life and soul, so to speak, of Tragedy 
is the P lo t; and that the Characters come second— compare 
the parallel in painting, where the most beautiful colours

'inlaid on without order will not give one the same pleasure
as a simple black-and-white sketch of a portrait. W e main
tain that Tragedy is primarily an imitation of action, and -  
that it is mainly for the sake of the action that it imitates 
the personal agents. Third comes the element of Thought, 3  
i. e. the power of saying whatever can be said, or what is 
appropriate to the occasion. This is what, in the speeches 
in Tragedy, falls under the arts of Politics and Rhetoric; 
for the older poets make their personages discourse like 
statesmen, and the moderns like rhetoricians. One must 
not confuse it with Character. Character in a play is that^ 
which reveals the moral purpose of the agents, i. e. the sort 
of thing they seek or avoid, where that is not obvious—  
hence there is no room for Character in a speech on a purely 
indifferent subject. Thought, on the other hand, is shown 
in all they say when proving or disproving some particular 
point, or enunciating some universal proposition. Fourth , 
among the literary elements is the Diction of the personages, * 
i.e . as before explained, the expression of their thoughts 
in words, which is practically the same thing with verse as 
with prose. A s for the two remaining parts, the Melody
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[7rcVrc] ή μελοποιία  μ έγισ το ν  τω ν β υ σ μ ά τ ω ν , ή δέ δψ ις  

ψυχαγω γικόν μεν, άτεχνότατον δέ και ήκιστα οϊκεΐον τής  

π οιητικής · ή γάρ τής τραγωδίας δύναμις και άνευ άγώνος 

καί υποκριτών εστιν , ετι δέ κυριωτέρα περι την άπεργασίαν  

2ο τω ν όψεων ή τον σκευοποιου τέχνη τής των ποιητών έστιν ,

Α ιω ρισμ ένω ν  δ£ τούτων, λέγω μεν μετά ταντα ποιαν  7 

τ ι να δει την σύσ τα σιν  είναι τω ν πραγμάτω ν, έπειδή τούτο 

και πρώτον και μ έγισ το ν  τής τραγωδίας έσ τιν . κείται δη 

ή μΐν την τραγωδίαν τελείας  και όλης πράζεω ς είναι^ μ ί-  

25 μηοΊν έχούσης τ ι μέγεθος· έσ τιν  γάρ ολον  και μηδέν εχον  

μέγεθος. δλον δέ έστιν  το εχον αρχήν και μέσον  και τ ε 

λευτήν. αρχή δέ έσ τιν  δ αυτά μέν μή έ ζ  ανάγκης μ ετ ' 

ά λλο  έσ τιν , μ ετ' έ κείνο δ* έτερον πέφυκεν είναι ή γίνεσ θα ι· 

τελευτή δέ τουναντίον δ αύτο μ ετ ' ά λλο  πέφυκεν είναι ή 

έ ζ  ανάγκης ή ως έπι το πολύ, μετά δέ τούτο ά λλο  ούδέν  

μέσον  δβ δ και αύτο μ ετ ' ά λλο  και μ ετ έκείνο έτερον. 

δει άρα τούς συνεστώτας ευ μύθους μήθ' δπόθεν έτνχεν  

άρχεσθαι μήθ' δπου έτυχε τελευτάν, ά λλα  κεχρήσθαι τα ΐς  

εϊρημέναις Ιδέαις. έτι δ* έπεϊ το καλόν και ζώον και άπαν 

35 πράγμα  δ σννέστηκεν έκ τινώ ν ου μόνον ταύτα τεταγμένα  

δει έχειν  ά λλα  και μέγεθος ύπάρχειν μή το τ υ χ ό ν  τό 

γάρ καλάν έν μεγέθει και τά ζε ι έστιν , διά ούτε πάμμικρον  

άν τ ι γένοιτο καλάν ζώον (σ υγχεΐτα ι γάρ ή θεωρία έγγυς  

του άναισθήτου χρόνου γινομένη) ούτε παμμέγεθες (ου γάρ 

Ι4 5 1 a άμα ή θεωρία γ ίνετα ι ά λ λ ' ο ϊχετα ι το ΐς θεωροϋσι τά έν 

και τά ολον έκ τής θεωρίας) οίον εΐ μυρίων σταδίω ν εϊη

l6  πέντε induxit Spengel (om. Ar.) : πέμπτον apogr. 17 άπεχνω- 

τατον A c 18 17 ap o g r.: ώ σ A c : ισω? M eiser 23 δη scrip si: 

θ’ A c 34 (Ιδίαισ A c 37 πάμμικρον Riccardianus 16
(perexiguum  A verroes): τάν μικρόν A* 39 παμμέγεθες Riccardi
anus l6  : παν μέγεθοσ A 0
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is the greatest of the pleasurable accessories of Tragedy. 

The Spectacle, though an attraction, is the least artistic of all 

the parts, and has least to do with the art of poetry. The 

tragic effect is quite possible without a public performance 

and actors; and besides, the getting-up of the Spectacle is 

more a matter for the costumier than the poet.

Having thus distinguished the parts, let us now consider 7 
the proper construction of the_ Fable or Plot, as that is at 

once the first and the most important thing in Tragedy. / 

W e have laid it down that a tragedy is an imitation of an 

action that is complete in itself, as a whole of some magni- * 

tude; for a whole may be of no magnitude to speak of. 

Now a whole is that which has beginning, middle, and end.

A  beginning is that which is not itself necessarily after 

anything else, and which has naturally something else after 

i t ; an end is that which is naturally after something itself, 

either as its necessary or usual consequent, and with nothing 

else after it; and a middle, that which is by nature after 

one thing and has also another after it. A  well-constructed 

Plot, therefore, cannot either begin or end at any point one — 

lik es; beginning and end in it must be of the forms just 

described. A ga in : to be beautiful, a living creature, and 

every whole made up of parts, must not only present a 

certain order in its arrangement of parts, but also be of 

a certain definite magnitude. Beauty is a matter of size 

and order, and therefore impossible either (1) in a very 

minute creature, since our perception becomes indistinct as 

it approaches instantaneity; or (2) in a creature o f vast 

size— one, say, 1000 miles long— as in that case, instead of
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ζώ ο ν  ώ στε δει καθάπερ έπ ι τω ν συστημάτω ν και επ ι των 

ζωων έχειν  μεν μέγεθος, τοντο δε εύσύνοπτον είναι, οντω  

, 5 Ka'L έπι τω ν μύθων έχειν μεν μήκος, τοντο δε ενμνημόνεν- 

τον είνα ι. τον μήκους ορος (ό) μεν προς τούς αγώνας και 

την α ισθησιν ον της τέχνη ς έ σ τ ίν  εί γάρ έδει εκατόν 

τραγωδίας άγω νίζεσθαι, προς κλεψύδρας αν ηγω νίζοντο, 

ώσπερ ποτέ καί ά λλοτέ  t φ α σ ιν 1[. ό δε κατ αντην την  

ίο  φ ύσιν τον πράγματος ορος, αεί μεν δ μείζω ν μ έχρ ι τον σύνδη- 

λος είναι καλλιώ ν έσ τι κατά το μέγεθος· ώ$ δε απλώ ς  

διορίσαντας είπεΐν, εν οσω μεγέθει κατά το είκος η το  

άναγκαΐον εφεξής γιγνομένω ν σνμβ α ίνει είς εύτνχίαν έκ δυσ

τυ χία ς ή ε ξ  ευτυχίας είς δυστυχίαν μ ετα β ά λλειν , ικανός 

ι g όρος έσ τιν  τον μεγέθους.

MO0O? δ5 έσ τιν  είς ούχ ώσπερ τινές ο ιοντα ι. έάν  8 

περί ένα ή· π ολλά  γάρ και άπειρα τώ ενι συμβ α ίνει, έ ξ  ών 

ένίων ουδέ ν έστιν  ε ν  όντως δε και πράξεις ένος π ο λ λ α ί είσ ιν, 

έ ξ  ών μία  ονδεμία γίνετα ι πραξις. διο πάντες έοίκασιν  

20 άμαρτάνειν όσοι τών ποιητών 'Η ρακληίδα θ η σ η ίδ α  και 

τά τοιαντα ποιήματα π επ οιή κ α σ ιν  οΐονται γάρ, έπει εις 

ήν δ 'Η ρακλής, ένα και τον μύθον είναι προσήκειν. δ δ’

"Ο μηρος ώσπερ καί τά ά λλα  διαφέρει και τούτ έοικεν 

καλώς ίδεΐν, ήτοι διά τέχνη ν ή διά φ ύ σ ιν · ’Ο δύσσειαν

25 γάρ ποιώ ν ούκ έποίησεν άπαντα οσα αντώ συνέβη, οΐον 

π ληγήναι μεν εν τώ  Π αρνασσώ, μανήναι δε προσποιήσασθαι 

εν τώ άγερμώ, ών ουδέ θατέρον γενομένον άναγκαΐον 

ή είκος θάτερον γενέσθαι, ά λλα  περι μ ία ν πραξιν οΐαν 

λέγομεν την  ’ Ο δύσσειαν σννέστησεν, δμοίως δε και την  Ί λ ιά -

I4 5 ia  3 συστημάτων scrip si: σωμάτων A c 6 ό add. Bursian
9 ολλοτε φασίν A c : άλλοτ €ΐώθασιν Μ. Schm idt 17 ένι apogr. 

(confirm. A r .) : γένη  A c 18 οντω apogr. 27 ουδέ scrip si: 
ονδέν Α ° 28 η Sp en gel: ην Α ° : ην ή apogr. 29 λέγοιμεν A c



the object being seen all at once, the unity and wholeness 
of it is lost to the beholder. Just in the same way, then, 
as a beautiful whole made up of parts, or a beautiful living 
creature, must be of some size, a size to be taken in by the 
eye, so a story or Plot must be o f some length, but of — 
a length to be taken in by the memory. A s for the limit 
of its length, so far as that is relative to public performances 
and spectators, it does not fall within the theory of poetry.
If  they had to perform a hundred tragedies, they would 
be timed by water-clocks, fa s  they are said to have been 
at one period t. The limit, however, set by the actual nature 
of the thing is th is : the longer the story, consistently with 
its being comprehensible as a whole, the finer it is by 
reason of its magnitude. A s a rough general formula, ‘ a 
length which allows of the hero passing by a series of 

"probable or necessary stages from misfortune to happiness, 
or from happiness to misfortune/ may suffice as a limit for 

^the magnitude of the story.
The Unity of a Plot does not consist, as some suppose, 8 

in its having one man as its subject. An infinity of things 
befall that one man, some of which it is impossible to reduce 
to unity; and in like manner there are many actions of one 
man which cannot be made to form one action. One sees, 
therefore, the mistake of all the poets who have written 
a Heracleid, a Theseid, or similar poem s; they suppose that, 
because Heracles was one man, the story also of Heracles 
must be one story. Homer, however, evidently understood 
this point quite well, whether by art or instinct, just in the 
same way as he excels the rest in every other respect. In 
writing an Odyssey, he did not make the poem cover all that 
ever befell his hero— it befell him, for instance, to get wounded 
on Parnassus and also to feign madness at the time of the call 
to arms, but the two incidents had no probable or necessary 
connexion with one another— instead of doing that, he <-ook 
an action with a Unity o f the kind we are describing as the 
subject of the Odyssey, as also of the Iliad. The truth is



30 δα. χρή ούν, καθάπερ και εν τα ΐς ά λλα ις μ ιμ η τικα ΐς ή μ ία  

μ ίμ η σ ίς ενός εστιν , οϋτω καί τον μύθον, επει πράξεως μ ίμ η σ ίς  

εσ τι, μιας τε εΐναι ταύτης και όλης, και τά μερη σννεστά -  

ναι τώ ν πραγμάτω ν ούτως ώ στε μετατιθεμενον τίνος μέρους ή 

άφαιρουμενου διαφερεσθαι και κινεΐσθαι το ο λ ο ν  δ γάρ προσόν  

35 V Μ  προσόν μηδέν π οιεί επίδηλον, ούδεν μόριον του ολου εστιν .

Φανερόν δε εκ τών είρημενων και οτι ού τό τά γενό-  9  
μενα λεγε ιν , τούτο ποιητοΰ εργον εσ τιν , ά λ λ ’  οια αν γενοιτο  

και τά δυνατά κατά τό είκός ή τό άναγκαΐον. ό γάρ 

Ϊ4 51 b ιστορικός και δ π οιητής ού τώ ή εμμετρα λεγ ε ιν  ή άμετρα  

διαφερουσιν (εϊη γάρ αν τά  Ή ροδότου εις μέτρα τεθήναι 

και ούδεν ήττον αν εϊη ιστορία τ ις  μετά  μέτρου ή άνευ μ έ 

τρων)' α λλά  τούτω διαφερει, τώ τον μεν τά γενόμενα λ ε -  

5 γ^ιν, τον δε οια άν γενοιτο. διό καί φιλοσοφ ώ τερον και 

σπουδαιότερον π οίη σις ιστορίας ε σ τ ιν  ή μεν γάρ π οίησις  

μιαλλον τά καθόλου, ή δ* ιστορία  τά καθ’ έκαστον λεγε ι. 

εσ τιν  δε καθόλου μεν, τώ ποίω τά ποια άττα σ υμβα ίνει 

λεγειν  ή πράττειν κατά τό είκός ή τό άναγκαΐον, ού στο-  

ίο  χά ζετα ι ή π οίη σις ονόματα επιτιθέμενη· τό δε καθ’ έκα

στον, τ ι  ’ Α λκιβ ιά δ η ς επραξεν ή τ ι επαθεν. ε π ι.μ ε ν  ούν τής  

κωμωδίας ήδη τούτο δήλον γ ε γ ο ν ε ν  συστή σα ντες γάρ τον  

μύθον διά τώ ν είκότων οϋτω τά τυχόντα ονόματα υποτι-  

θεασιν, και ούχ ώσπερ  οι ίαμβοποιοϊ περι τον καθ’ έκαστον 

ΐ5 ποιούσιν. επ ι δε τής τραγωδίας τών γενομενω ν ονομάτων  

άντεχονται. α ίτιον δ’ ότι πιθανόν εσ τι τό δυνατόν τά  μεν  

ούν μή γενόμενα ουπω π ιστεύομεν εΐναι δυνατά, τά δε γε-
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that, just as in the other imitative arts one imitation is always 

of one thing, so in poetry the story, as an imitation of action, 

must represent one action, a complete whole, with its several 

incidents so closely connected that the transposal or with

drawal of any one of them will disjoin and dislocate the 

whole. For that which makes no perceptible difference by 

its presence or absence is no real part of the whole. .

From what we have said it will be seen that the poet's 9 

function is to describe, not the thing that has happened, but 

a kind of thing that might happen, i. e. what is possible as 

being probable or necessary. The distinction between his

torian and poet is not in the one writing prose and the 

other verse—you might put the work of Herodotus into 

verse, and it would still be a species of history; it consists 

really in this, that the one describes the thing that has been, 

and the other a kind of thing that might be. Hence poetry 

is something more philosophic and of graver import than 

history, since its statements are of the nature rather of 

universals, whereas those of history are singulars. By* a 

universal stateme; 1 mean one as to what such or such 

a kind of man will probably.or necessarily say or do—which 

is the aim of poetry, though it affixes proper names to the 

characters; by a singular statement, one as to what, say, 

Alcibiades did or had done to him. In Comedy this has 

become clear by this time; it is only when their plot is 

already made up of probable incidents that they give it 

a basis of proper names, choosing· for the purpose any names 

that may occur to them, instead of writing like the old 

iambic poets about particular persons. In Tragedy, how

ever, they, still adhere to the historic names; and for this 

reason: what convinces is the possible; now whereas we are 

not yet sure as to the possibility of that which has not hap-
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νόμενα φανερόν ότι δυνατά ’ ον yap αν εγενετο, εί ήν αδύ

νατα. ού μην α λλά  καί εν τα ίς  τραγω δίαις ενία ις μεν εν 

20 η δύο των γνωρίμω ν εσ τιν  ονομάτω ν, τα δε ά λλα  πεποιη- 

μενα, εν ενίαις δε ούθεν, olov εν τω Ά γ ά θ ω νο ς Ά ν θ ε ΐ·  ομοίως 

γάρ εν τούτω τά τε πράγματα καί τα  ονόματα πεποίηται, 

καί ουδεν ηττον ευφραίνει. ω στ ον πάντως αν εΐη ζητητεον 

τών παραδεδομενων μύθων, περι ονς άί τραγωδίαι εΐαίν, άντε- 

3 5 χ ζν θ α ι. και γάρ γελοΐον τούτο ζητεΐν, επει και τά γ ν ώ 

ριμα ό λίγο ις  γνώριμά εστιν, ά λ λ ’ όμως ευφραίνει πάντας. 

δήλον ούν εκ τούτων ό τι τον ποιητήν μ ά λλο ν  τώ ν μύθων  

είναι δει ποιητήν η τών μέτρω ν , οσω ποιητής κατά την μ ί-  

μ η σ ίν  εστιν , μ ιμ είτα ι δε τάς πράξεις. καν άρα συμβή  γενό- 

3ο μενα ποιεΐν, ούθεν ηττον ποιητης εσ τι· τών γάρ γενομενων  

ενια ουδεν κωλύει τοιαϋτα είναι οΐα αν είκος γενεσθαι και 

δυνατά γενεσθ α ι, καθ* δ εκείνος αυτών ποιητής εστιν .

τώ ν δε απλώ ν μύθων καί πράξεων αι επεισοδιώδεις  

είσ ιν  χ ε ίρ ισ τ α ι· λεγω  δ’ επεισοδιώδη μύθον εν ω τά επ εισ-  

35 οδΐΕΓ^μςτ^ α λλη λχ. ουτζ. είκος ^οντ ανάγκη είναι. τοιαύται 

δε ποιούνται υπο μεν τών φαύλων πόα,- ~>ν δι αυτούς, υπο 

δε τώ ν αγαθών διά τούς ύποκριτάς· αγω νίσματα γάρ 

ποιούντες και παρά την δύναμιν παρατείναντες μύθον π ολ-  

Ι4 5 2 a λά κις διαστρέφ ειν αναγκάζονται το εφεξής. επει δε ού 

μόνον τελεία ς εσ τι πράξεως ή μ ίμ η σ ις  α λλά  και φοβερών 

καί ελεεινώ ν, ταύτα δε γ ίνετα ι και μ ά λ ισ τα  [και μάλλον] 

όταν γενηται παρά την δόξαν δι ά λ λ η λ α ' το γάρ θαυ- 

5 μαστόν ούτως εξει μ ά λλο ν ή εί άπο τού αυτομάτου και 

τής τύχης, επει καί τών άπο τύχης ταύτα θαυμασιώτατα

19  ενίαις] iv ενίαις a p o g r . 21 ovff εν A c * Ανθεί W e lc k e r  :

ανθεί A c 23 ώστ ού] ώσ τον Α °  άν εΐη Μ . S c h m i d t :
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pened, that which has happened is manifestly possible, else 
it would not have come to pass. Nevertheless even in 
Tragedy there are some plays with but one or two known 
names in them, the rest being inventions; and there are 
some without a single known name, e. g. Agathon’s Antheus, in 
which both incidents and names are of the poet’s invention; 
and it is no less delightful on that account. So that one 
must not aim at a rigid adherence to the traditional stories 
on which tragedies are based. It would be absurd, in fact, 
to do so, as even the known stories are only known to a few, 
though they are a delight none the less to all.

It is evident from the above that the poet must be more 
the poet of his stories or Plots than of his verses, inasmuch 
as he is a poet by virtue of the imitative element in his work, 
and it is actions that he imitates. And if he should come 
to take a subject from actual history, he is none the less ' 
a poet for that; since some historic occurrences may very 
well be in the probable and possible order of things; and 
it is in that aspect of them that he is their poet.

O f simple Plots and actions the episodic are the worst. .
I call a Plot episodic when there is neither probability nor 
necessity in the sequence of its episodes. Actions of this 
sort bad poets construct through their own fault, and good 
ones on account of the players. His work being for public 
performance, a good poet often stretches out a Plot beyond 
its capabilities, and is thus obliged to twist the sequence 
of incident.

Tragedy, however, is an imitation not only of a complete 
action, but also of incidents arousing pity and fear. Such 
incidents have the very greatest effect on the mind when 
they occur unexpectedly and at the same time in consequence 
of one another; there is more of the marvellous in them 
then than if they happened of themselves or by mere chance. 
Even matters of chance seem most marvellous if there is
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δοκεΐ όσα ώ σπερ επίτηδες φαίνεται γεγονεναι, οΐον ως 6 
άνδριάς ό του Miruos· εν *Α ργει άπεκτεινεν τον αίτιον του 

Θανάτου τω Μ ίτυι, θεωροΰντι ε μ π ε σ ώ ν  εοικε yap τα τοιαυτα  

ίο ουκ είκη γενεσ θ α ΐ' ώ στε ανάγκη τους τοιούτους εΤναι καλλίους  

μύθους.

Ε Ισ ι δε των μύθων οι μεν ά π λοι οϊ δε π επ λεγ μ εν ο ί' 10 

και γάρ αϊ πράξεις ών μ ιμ ή σ εις  οί μϋθοί ε ίσ ιν  υπάρχου- 

σιν  ευθυς ουσαι τοιαϋται. λεγω  δε άπλην μεν πραξιν ης 

ΐ5  γινόμενης ώσπερ ώ ρισται συνεχούς και μιας άνευ π εριπ έ

τειας η άναγνωρισμού η μ ετά β α σ ις γίνεται, πεπ λεγμενη  

δε μ*τά άναγνωρισμού η περιπετείας η άμφοΐν η

μ ετά β α σ ις εστιν. ταύτα δε δει γίνεσθα ι ε ξ  αυτής της συ- 

στάσεω ς τού μύθου} ώ στε εκ των προγεγενημενών συμβα ίνειν  

20 η ε ξ  ανάγκης η κατά το εικος γίγ νεσ θ α ι τα ύ τα · διαφερει 

γάρ πολυ το γίγνεσ θ α ι τάδε διά τάδε η μετά τάδε.

νΕ σ π  δε π εριπετεια μεν η εις το εναντίον των πρατ- π  

τομενων μεταβολή καθάπερ εϊρηται, και τούτο δε ώσπερ, 

λεγομεν κατά το εΐκός η άναγκαΐον, ώσπερ εν τω Ο ιδί-  

35 πόδι ελθών ως ευφρανών τον  Ο Ιδίπουν και άπα λλά ξω ν τού 

προς rt]v μητέρα φόβου, δηλώσας ος ην, τουναντίον ε π ο ίη σ εν  , 

καί εν τω Λ υγκ εΐ 6 μεν αγόμενος ως άποθανούμένος, ό δε

Ααναος ακολουθών ως άποκτενών, τον μεν συνέβη εκ των

πεπραγμενών άποθανεΐν, τον δε σωθηναι. άναγνώ ρισις  

3°  δε, ώσπερ και τουνομα σημαίνει, ε ξ  άγνοιας εις γνώ σ ιν  

μετα βολή, η εις φ ιλία ν η εις εχθραν, τω ν προς ευτυχίαν η 

δυστυχίαν ώ ρ ισ μενω ν κ α λλίστη  δε άναγνώ ρισις, όταν άμα 

περιπετειαι γίνω νται, οΐαν εχει η εν τω Ο ίδίποδι. ε ίσ ϊν

9 μητυϊ Α °  13 νπάρχονσι A c 17 δέ λέξις] be εξ ης Riccar-
dianus 16 : be eVrti/ ης V a h le n : δ’ εστιν ης Stisem ihl: fortasse
reponendum π€πλ€γμένην be λέγω ης 20 -ταντα] τάναντία Bonitz
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an appearance of design as it were in them ; as for instance 

the statue of Mitys at Argos killed the author of Mitys’ 

death by falling down on him when a looker-on at a public 

spectacle; for incidents like that we think to be not without 

a meaning. A  Plot, therefore, of this sort is necessarily 

finer than others.

Plots are either simple or complex, since the actions they 10 

represent are naturally of this twofold description. The 

action, proceeding in the way defined, as one continuous 

whole, I call simple, when the change in the hero’s fortunes 

takes place without Peripety or Discovery; and complex, 

when it involves one or the other, or both. These should 

each of them arise out of the structure of the Plot itself, 

so as to be the consequence, necessary or probable, of the 

antecedents. There is a great difference between a thing 

happening propter hoc and post hoc.

A  Peripety is the change from one state of things within n  

the play to its opposite of the kind described, and that too 

in the way we are saying, in the probable or necessary 

sequence of events; as it is for instance in Oedipus: here 

the opposite state of things is produced by the Messenger, 

who, coming £0 gladden Oedipus and to remove his fears 

as to his mother, reveals the secret of his birth. And in 

Lynceus: just as he is being led off for execution, with 

Danaus at his side to put him to death, the incidents pre

ceding this bring it about that he is saved and Danaus put
j

to death. A  Discovery is, as the very word implies, a change 

from ignorance to knowledge, and thus to either love or hate, 

in the personages marked for good or evil fortune. The 

finest form of Discovery is one attended by Peripeties, like 

that which goes with the Discovery in Oedipus. There are

9· 1452 a 7—π. 1452 a 33 31



μεν ονν και ά λλα ι αναγνω ρίσεις· και γάρ προς άψυχα και 

35 τά τυχόντα εσ τιν  ώς οπερ εϊρηται συμβ α ίνει, και εΐ π ε 

ιτράγε τ ις  ή μή πεπραγεν εστιν  άναγνωρίσαι. άλλ* ή μ ά 

λ ισ τ α  τού μύθου καί ή μ ά λισ τα  τής πράξεως ή ειρημενη 

ε σ τ ίν  ή γάρ τοιαύτη άναγνώ ρισις και περιπετεια  ή ελεον  

145 2  b ι ή φόβον, οΐων πράξεων ή τραγωδία μ ίμ η σ ις  νπόκειται· 

ετι δβ και το ά τυχεΐν καί το εύτυχεΐν επι τω ν τοιούτων 

σ νμ βή σετα ι. επει δή ή άναγνώρισις τινώ ν εσ τιν  άναγνώρισις, 

αι μεν θατερου προς τον ετερον μόνον, όταν ή δήλος άτερος 

5 τ ις  εσ τιν , ότε δ£ άμφοτερονς δει άναγνωρίσαι, οιοιΓ ή 

μεν Ί φ ιγ ενε ια  τω  *0ρέστη άνεγνωρίσθη εκ τής πεμψ εω ς 

τής επ ισ τολής, εκείνου δε προς την 'Ιφ ιγένεια ν ά λλη ς εδει 

άναγνωρίσεως.

δύο μεν ούν τού μύθου μερη περι ταύτ εσ τι, περιπετεια  

ίο και ά ναγνώ ρισις · τρίτον δε πάθος. τούτων δε περιπετεια μ,εν 

και άναγνώ ρισις εϊρηται, πάθος δε εσ τι πράξις φθαρτική ή 

οδυνηρά, οΐον οι τε εν τω φανερω θάνατοι και αι περιω- 

δυνίαι και τρώ σεις και οσα τοιαύτα.

Μερη δε τραγωδίας οΐς μεν ώς εϊδεσι δει χρήσθαι 12 

1 3 πρότερον ειπομεν, κατά δε το ποσον  και εις ά διαιρείται 

κεχω ρισμενα τάδε εσ τίν , πρόλογος επεισόδιον έξοδος χ ο 

ρικόν, και τούτον το μεν πάροδος το  δ£ στά σιμον, κοινά μεν  

απάντων ταύτ a, ίδια δε τά άπο τής σκηνής και κόμμοι. 

εσ τιν  δε πρόλογος μεν μέρος όλον τραγωδίας το προ χορού  

20 παρόδου, επεισόδιον δε μέρος όλον τραγωδίας το μεταξύ  

όλω ν χορικώ ν μελώ ν, έξοδος δε μέρος όλον τραγωδίας 

μεθ* δ ουκ ε σ τι χορού μ έλο ς · χορικού δε πάροδος μεν ή

35 ώί omp Sp en gel: ωστrep A c $6 ή] « A c I4 5 ab 1 °ίον
A 0 3 «rei δη Parisinus 2038 : επειδή A c 4 άτερος ap o g r.: 
ετεροσ A c 7 εκείνου scrip si: εκείνω A c 9 περ\ om.
Riccardianus 46 12 οί τβ] δτε A 0 19 προχωροΰ Α °
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no doubt other forms of i t ; what we have said may happen 

in a way in reference to inanimate things, even things of 

a very casual kind; and it is also possible to discover ) 

whether some one has done or not done something. But 

the form most directly connected with the Plot and the 

action of the piece is the first-mentioned. This, with a 

Peripety, will arouse either pity or fear— actions of that 

nature being what Tragedy is assumed to represent; and it 

will also serve to bring about the happy or unhappy ending. 

The Discovery, then, being of persons, it may be that of one 

party only to the other, the latter being already known; or 

both the parties may have to discover themselves. Iphigenia, 

for instance, was discovered to Orestes by sending the 

letter; and another Discovery was required to reveal him 

to Iphigenia.

Two parts of the Plot, then, Peripety and Discovery, are 

on matters of this sort. A  third part is Suffering; which 

we may define as an action of a destructive or painful 

nature, such as murders on the stage, tortures, woundings, 

and the like. The other two have been already explained. 

^ T h e parts of Tragedy to be treated as formative elements in 12 

the whole were mentioned in a previous Chapter. From the 

point of view, however, o f its quantity, i. e. the separate 

sections into which it is divided, a tragedy has the following 

parts: Prologue, Episode, Exode, and a choral portion, dis- 

tinguished into Parode and Stasimon ; these two are common 

to all tragedies, whereas songs from the stage and Commoe 

are only found in some. The Prologue is all that precedes 

the Parode of the chorus; an Episode all that comes in 

between two whole choral songs; the Exode all that follows 

after the last choral song. In the choral portion the Parode 

is the. whole first statement of the chorus; a Stasimon,
POETICS D



34 ia. 1452b 23— 13. 1453 a 11

πρώτη λ έ ζ ις  ολη χορού, στάσιμου be μέλος χορού το άνευ 

αναπαίστου και τροχαίου, κόμμος be θρήνος κοινος χορού και

35 άπο σκηνής. μέρη be τραγωδίας οις μεν (ω ς εϊδεσι) δ ε ι . 

χρήσθαι πρότερον εϊπαμεν, κατά δέ το ποσον και είς h 

διαιρείται κεχω ρισμένα ταύτ έστιν.

*Ω ν δέ δει στοχά ζεσθα ι και ά δει ευλα βεΐσθα ι συνι-  13 

στάντας τους μύθους και πόθεν έστα ι το τής τραγωδίας έρ- 

30 γον, έφ εζής αν εϊη λεκτέον τοΐς νύν είρημένοις. έπειδή ούν 

δει τήν σύνθεσιν είναι τής κα λλίστη ς τραγωδίας μή απλήν  

α λλά  π επ λεγμένην  και ταύτην φοβερών και έλεεινώ ν είναι 

μιμητικήν (τούτο γάρ ίδιον τής τοιαύτης μιμήσεώ ς έστιν),*  

πρώτον μέν δήλον οτι ούτε τους έπιεικεΐς άνδρας δει μετα- 

35 β ά λλο ντα ς φ αίνεσθαι έ ζ  ευτυχίας είς δυστυχίαν, ου γάρ 

φοβερον ουδέ έλεεινόν τούτο α λλά  μιαρόν έ σ τ ιν  ούτε τούς μ ο 

χθηρούς έ ζ  ατυχίας είς ευτυχίαν, άτραγωδότατον γάρ τούτ 

έσ τι πάντων, ουδέν γάρ εχει ών δει, ούτε γάρ φιλάνθρωπον  

1453  a ούτε έλεεινον ούτε φοβερόν έ σ τ ιν  ούδ’ αύ τον σφόδρα πονηρόν 

έ ζ  ευτυχίας είς δυστυχίαν μ ε τα π ίπ τ ε ιν  το μέν γάρ φ ιλ 

άνθρωπον έχοι άν ή τοιαύτη σύ σ τα σ ις ά λ λ ’ ούτε έλεον ούτε 

φόβον, ό μέν γάρ περϊ τον άνάζιόν έσ τιν  δυστυχούντα, δ δέ 

5 περϊ τον όμοιου , έλεος μέν περϊ τον άνάζιον> φ όβος  δβ 

περϊ τον όμοιον, ώ στε ούτε έλεεινον ούτε φοβερον έστα ι τδ 

συμβαΐνον. δ μ ετα ζύ  άρα τούτων λοιπός. έ σ τι δέ τοιούτος 

δ μήτε αρετή διαφέρων και δικαιοσύνη μήτε διά κακίαν 

και μοχθηρίαν μ ετα β ά λλω ν είς τήν δυστυχίαν α λλά  δι 

ίο αμαρτίαν τινά  τών έν μεγά λη  δόζη οντων  και ευτυχία, 

οΐον Ο ιδίπους και Θ υ έ σ ^ ς  και οι έκ τών τοιούτων γενών

23 δ\η Susemihl, W estp h al: δλου A c 25 είδεσι add. apogr.
28 &ν Parisinus 2038: ώσ A c δίϊ] -εΐ in litura A c 14 5 3 a 1

αν τον Parisinus 2038 : αντδ A 0 II οιδίπονς apogr. (confirm.
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a, song of the chorus without anapaests or trochees ; a 
Commos, a lamentation sung by chorus and actor in concert. 
The parts of Tragedy to be used as formative elements in 
the whole we have already mentioned; the above are its 
parts from the point of view of its quantity, or. the separate 
sections into which it is divided.

The next points after what we have said above will be 13 
these: (1) W hat is the poet to aim at, and what is he to 
avoid, in constructing his P lots? and (2) W hat are the 
conditions on which the tragic effect depends?

W e assume that, for the finest form of Tragedy, the 
Plot must be not simple but complex ; and further, that it 
must imitate actions arousing pity and fear, since that is the 
distinctive function of this kind of imitation. It follows, 
therefore, that there are three forms of Plot to be avoided.
(1) A  good man must not be seen passing from happiness 
to misery, or (2) a bad man from misery to happiness. The 
first situation is not fear-inspiring or piteous, but simply 
odious to us. The second is the most untragic that can 

be; it has no one of the requisites of Tragedy; it does 
not appeal either to the human feeling in us, or to our 
pity, or to our fears. Nor on the other hand should (3) an 
extremely bad man be seen falling from happiness into 
misery. Such a story may arouse the human feeling in 
us, but it will not move us to either pity or fear; pity is 
occasioned by undeserved misfortune, and fear by that of 
one like ourselves; so that there will be nothing either 
piteous or fear-inspiring in the situation. /There remains, then, 
the intermediate kind of personage, a man not pre-eminently 
virtuous and just, whose misfortune, however, is brought 
upon him not by vice and depravity but by some error of 
judgement, of the number of those in the enjoyment of great 
reputation and prosperity; e.g. Oedipus, Thyestes, and the 
men of note of similar families. The perfect Plot, accordingly,
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επιφ ανείς άνδρες. ανάγκη άρα τον καλώς εχοντα μύθον 

άπλούν εΐναι μ ά λλο ν ή διπλούν, ώσπερ τινες φ α σι, και με-  

τα β ά λλε ιν  ουκ εις ευτυχίαν εκ δυστυχίας ά λλα  τουναντίον 

τ5 * ξ  ευτυχίας εις δυστυχίαν μη διά μοχθηρίαν ά λλά  δι 

αμαρτίαν μεγά λην ή οϊου εϊρηται ή β ελτίο νος μ ά λλο ν  ή 

χείρονος. σημεΐον δε και το γ ιγ ν ό μ εν ο ν  πρώτον μεν γάρ 

οι ποιηται τους τυχόντας μύθους άπηρίθμουν, νύν δε περι 

όλίγα ς οικίας αί κ ά λλισ τα ι τραγωδία ι συντίθενται, οΐον 

20 περι ’ Α λκμεω να και Ο ίδίπουν και Ό ρ εσ τη ν  και Μ ελεαγρον 

και Θ υεστην και Ύ ήλεφον και οσοις ά λλο ις  συμβεβηκεν  

ή παθεΐν δεινά ή ποιήσαι. ή μεν ούν κατά την τέχνην  

κα λλίστη  τραγωδία εκ ταύτης της συστάσεώς ε σ τ ι. διό και

οι Ευριπίδη εγκαλούντες  [τδ] αυτό άμαρτάνουσιν ότι τούτο  

2 5 δρα εν τα ΐς  τραγ ωδίαις και π ο λλα ι αυτού είς δυστυχίαν

τελευτώ σιν. τούτο γάρ εστιν ώσπερ εϊρηται ορθόν σημεΐον

δε μ ε γ ισ τ ο ν  επ\ γάρ τών σκηνών και τώ ν άγώνων τραγι- 

κώταται αι τοιαύται φαίνονται, άν κατορθωθώσιν, και δ 

Ευριπίδης, εί και τά ά λλα  μη εύ οίκονομεΐ, ά λλά  τρα-

3°  γικώ τατός γε τών ποιητών φ αίνεται. δεύτερα δ’ ή πρώτη

λεγομενη υπό τινώ ν εστιν σύσ τα σις, ή δ ιπλήν τε την σύστα-  

σιν εχουσα καθάπερ ή ’ Ο δύσσεια  και τελευτώ σα ε ξ  εναν

τία ς τοΐς β ε λ τ ίο σ ι και χείροσιν. δοκεΐ δε εΐναι πρώτη διά 

την τών θεάτρων ά σ θ ενεια ν άκολουθούσι γάρ οι ποιηται κατ’ 

35 *ύχήν ποιούντες τοΐς θεαταΐς. εστιν δε ούχ αΰτη άπό τραγω 

δίας ηδονή ά λλα μ ά λλον τής κωμωδίας οικεία· εκεί γάρ 

οι άν εχθ ισ το ι ώ σιν εν τώ μύθω, οΐον Ό ρ εσ τη ς  και Α ϊγ ι-  

σθος, φ ίλο ι γενόμενοι επί τελευτής εξέρχονται, και άπο- 

θνήσκει ούδείς υπ’ ουδενός.

20 'Αλκμεωνα scripsi I άλκμαίωνα Α ° 24 τό seclusi 3 1 *7
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must have a single, and not (as some tell us) a double issue; 

the change in the hero's fortunes must be not from misery 

to happiness, but on the contrary from happiness to m isery; 

and the cause of it must lie not in any depravity, but in 

some great error on his part; the man himself being either 

such as we have described, or better, not worse, than that. 

Fact also confirms our theory. Though the poets began 

by accepting any tragic story that came to hand, in these 

days the finest tragedies are always on the story of some 

few houses, on that of Alcmeon, Oedipus, Orestes, Meleager, 

Thyestes, Telephus, or any others that may have been in

volved, as either agents or sufferers, in some deed of horror. 

The theoretically best tragedy, then, has a Plot of this descrip

tion. The critics, therefore, are wrong, who blame Euripides 

for taking this line in his tragedies, and giving many of them 

an unhappy ending. It is, as we have said, the right line 

to take. The best proof is th is : on the stage, and in the 

public performances, such plays, properly worked out, are 

seen to be the most truly tragic; and Euripides, even if his 

execution be faulty in every other point, is seen to be never

theless the most tragic certainly of the dramatists. After 

this comes the construction of Plot which some rank first, 

one with a double story (like the Odyssey) and an opposite 

issue for the good and the bad personages. It is ranked 

• as first only through the weakness of the audiences; the 

poets merely follow their public, writing as its wishes dictate. 

But the pleasure here is not that of Tragedy. It belongs 

rather to Comedy, where the bitterest enemies in the piece 

(e. g. Orestes and Aegisthus) walk off good friends at the 

end, with no slaying of any one by any one.



* 4 5 3 b * Ε σ τιν  μέν ονν τδ φοβερόν καί ελεεινού έκ τής οψεως  14

γίγνςσ θα ι, έσ τιν  δε καϊ ε£ avrrjs τής  συστάσεω ν τω ν πρα

γμάτω ν, οπep έστί πρότςρον και ποιητον άμ€ΐνονος, 6et yap 

και avev τον δράν οντω  συνεστάναι τον μύθον ώ στε τον  

5 άκονοντα τά πράγματα γινόμενα και φ ρ ίττςιν και ελεείν 

έκ τών σ υ μ β α ινό ντω ν  άπερ άν πάθοι τ ις  άκούων τον τον 

Ο ιδίπον μϋθον. το be διά της δψςως τοντο παρασκευά- 

ζειν άτ*χνότ€ρον και χορηγίας  δεομενον έστιν . οι be μη το  

φοβ€ρον διά της  ο φ εω ί ά λλα  τδ τeρaτώbeς μόνον παρα- 

ιο  σκevάζovτeς ovbev τραγωδία κοινω νοΰσιν  ον γάρ πάσαν  δει 

Cqreiv ηδονήν άπδ τραγωδίας ά λλα  την  οικείαν. επει be 

την άπο έλέον και φόβον  διά μιμήσ€ως δει ηδονήν παρα- 

σκευά£ειν τον ποιητήν, φανερόν ώς τοντο  εν το ΐς πράγμα- 

σιν έμποιητέον. ποια ονν δεινά η ποια οίκτρά  φαίνεται 

15 τών σνμπιπτόντω ν, λάβω μ€ν . ανάγκη δή η φ ίλω ν  είναι 

προς ά λλή λονς τάς τοιαυτας π ρ ά & ις  η έγθρών η μηδε- 

τέρων . αν μεν ονν έχθρδς έχθρόν, ovbev ελεεινόν οντε 

ποιώ ν ovTe μ έλλω ν, π λή ν κατ αντδ τδ πάθος· ονδ’ αν 

μηδ€τέρως εχοντεί* όταν δ* ev ταΐς φ ιλ ία ις  έγγένηται τά  

20 πάθη, οιον η ά δελφ όί άδελφον η νιδς πατέρα η μητηρ  

νϊδν η νιδς μητέρα άποκτ€ίνη η μ έ λ λ η  ή τ ι  ά λλο  τοιοντον  

δρα, ταντα ζητητέον. τους μεν ονν ' παρ€ΐλημμένονς μύθονς 

λνε ιν  ονκ έστιν, λέγω  be οΐον την Κ λυτα ιμ νή στραν άποθα- 

νονσαν νπδ τον  * Ο ρέστου και την Έ ρ ιφ ύ λη ν ύπδ τον Ά λ κ μ έ -  

2 5 ωνος, αντδν be ενρίσκειν beι και το ΐς πaρabeboμέvotς χρή-  

σθαι καλώς. το δε καλώς τ ί  λε'γομεν, εϊπωμεν σαφέστ€ρον. 

έ σ τι  μεν γάρ οντω γίν€σθαι την πράξιν, ώσπερ οι παλαιοί

J4 5 3 b 8 άτ(χνωτ€ρον Α ° 15 δη Sp en gel: δε Α ° 20 οΐον «Γ 
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The tragic fear and pity may be aroused by the Spectacle; i4\> 
but they may also be aroused by the very structure and 
incidents of the play— which is the better way and shows 
the better poet. The Plot in fact should be so framed 
that, even without seeing the things take place, he who 
simply hears the account o f them shall be filled with horror 
and pity at the incidents; which is just the effect that the 
mere recital of the story in Oedipus would have on one.
To produce this same effect by means of the Spectacle is 
less artistic, and requires extraneous aid. Those, however, 
who make use of the Spectacle to put before us that 
which is merely monstrous and not productive of fear, are 
wholly out of touch with T ra g e d y ; not every kind of 
pleasure should be required of a tragedy, but only its own 
proper pleasure.

The tragic pleasure is that of pity and fear, and the poet 
has to produce it by a work of imitation; it is clear, therefore, 
that the causes should be included in the incidents of his 
story. Let us see, then, what kinds of incident strike one 
as horrible, or rather as piteous. In a deed of this descrip
tion the parties must necessarily be either friends, or enemies, 
or indifferent to one another. Now when enemy does it 
on enemy, there is nothing to move us to pity either in 
his doing or in his meditating the deed, except so far as 
the actual pain of the sufferer is concerned; and the same 
is true when the parties are indifferent to one another. 
W henever the tragic deed, however, is done within the \ : 
family— when murder or the like is done or meditated by /  
brother on brother, by son on father, by mother on son, 
or son on mother— these are the situations the poet should 
seek after. The traditional stories, accordingly, must be 
kept as they are, e .g. the murder of Clytaemnestra by 
Orestes and of Eriphyle by Alcmeon. At the same time 
even with these there is something left to the poet him self; 
it is for him to devise the right way of treating them. Let 
us explain more clearly what we mean by 'th e right way.*
The deed of horror may be done by the doer knowingly I 
and consciously, as in the old poets, and in Medea's murder
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έποίονν είδότας καί γιγνώ σκοντας, καθάπερ και Ευριπίδης 

εποίησεν άποκτείνουσαν τους παΐδας την Μ ήδειαν' εσ τιν  δε 

30 πραξαι μεν, άγνοούντας δε πραξαι το δεινόν, εΐθ ύστερον  

άναγνω ρίσαι την φ ιλία ν, ώσπερ 6 Σοφοκλεους Ο ίδίπους· τού

το μεν ονν εξω του δράματος, εν δ’ αυτή τή τραγωδία οίον 

ό Ά λ κ μ έ ω ν  ο Ά σ τυ δ ά μ α ντο ς ή ό Τ ηλεγονος ό εν τω 

τραυματία Ό δ ν σ σ ε ΐ. ετι δε τρίτον παρά ταύτα το μ έ λ λ ο ν - 

35 τα ποιεΐν τ ι τω ν άνηκεστων δι άγνοιαν άναγνω ρίσαι πριν  

ποιήσαι. και παρά ταύτα ουκ εσ τιν  άλλω ς. ή γάρ πραξαι 

άνάγκη ή μη  και είδότας ή μη είδότας. τούτων  δε το μεν  

γινώ σκοντα μ ελλή σ α ι  και μή πραξαι χείρ ισ το ν ' το τε  γάρ 

μιαρόν εχει, καί ου τρ α γικό ν άπαθες γάρ. διόπερ ονδεις 

1 4 5 4 a π οιεΐ ομοίως, εί μή όλιγά κις, οΐον εν ’ Α ντιγόνη  τον  Κρεοι^τα 

ό Α ϊμ ω ν. το δε πράξαι δεύτερον, β ελ τ ιο ν  δε το άγνοούντα  

μεν πράξαι, πράξαντα δε άναγνω ρίσαι· τό τε γάρ μιαρόν 

ον πρόσεστιν και ή άναγνώ ρισις εκπληκτικόν. κράτιστον δε 

5 το τελευταίον, λεγω  δε οΐον εν τω  Κ ρεσφόντη ή Μ ερόπη 

μ ε λ λ ε ι τον υιόν άποκτείνειν, άποκτείνει δε ον, ά λ λ ’ άνε- 

γνώ ρισε, και εν τή Ί φ ιγ ενε ία  ή άδελφή τον άδελφόν, και 

εν ττ) "Έ λλη  ό υιός την μητέρα έκδιδόναι μ ελλω ν  άνεγνώ- 

ρισεν. διά γάρ τούτο, οπερ π άλα ι εϊρηται, ον περί π ολλά  

ίο  γένη αι τραγωδίαι είσ ίν. ζητούντες γάρ ονκ άπό τέχνης  

άλλ* άπό τύχη ς ενρον τό τοιούτον παρασκευάζειν εν τοΐς  

μύ&οις· άναγκάζονται ονν επι ταύτας τάς οΙκίας άπαντάν  

οσαις τά τοιαύτα σνμβεβη κε πάθη. περι μεν ονν τής των  

πραγμάτω ν σνστάσεω ς και ποιους τινάς είναι δει τονς μύ-  

ΐ5 θους εϊρηται ίκανώς.

Π ερί δε τά ήθη τετταρά εσ τιν  ών δει στοχά ζεσθα ι, εν 15

33 *Αλκμαίων ό Victorius I άλκμαίωνοσ Α °  3 4  τό Bonitz : 'τον Α °  

I4 5 4 a 6 άνεγνωρισε* Α °
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of her children in Euripides. Or he may do it, but in 
ignorance QLhis^relationsliipf and discover that afterwards, 
as does the Oedipus in Sophocles. Here the deed is outside 
the p la y ; but it may be within it, like the act of the Alcmeon 
in Astydamas, or that of the Telegonus in Ulysses Wounded. 
A  third possibility is for one meditating some deadly 
injury to^another, in ignorance of his relationship, to make 
the discovery in time to draw back. These exhaust the 
possibilities, since the deed must necessarily be either done 
or not done, and either knowingly or unknowingly.

The worst situation is when the personage is with full 
knowledge on the point of doing the deed, and leaves it 
undone. It is odious and also (through the absence of 
suffering) untragic; hence it is that no one is made to 
act thus except in some few instances, e .g. Haemon and 
Creon in Antigone. Next after this comes the actual per
petration of the deed meditated. A  better situation than 
that, however, is for the deed tp be done in ignorance, 
and the relationship discovered afterwards, since there is 
nothing odious in it, and the Discovery will serve to 
astound us. But the best of all is the la st; what we have 
in Cresphontes, for example, where Merope, on the point 
of slaying her son, recognizes him in tim e; in Iphigenia, 
where sister and brother are in a like position ; and in 
Helle, where the son recognizes his mother, when on the 
point of giving her up to her enemy.

This will explain why our tragedies are restricted (as 
we said just now) to such a small number of families. It 
was accident rather than art that led the poets in quest of 
subjects to embody this kind of incident in their Plots. 
They are still obliged, accordingly, to have recourse to the 
families in which such horrors have occurred.

On the construction of the Plot, and the kind of Plot 
required for Tragedy, enough has now been said.
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μεν καί πρώτον, όπως χρηστά ή. εξει δε ήθος μΈν εάν 

ώσπερ ελεχθη ποιή φανερόν ό λό γο ς ή ή πραξις προαί- 

ρεσίν τινα  [ή], χρηστόν δε εάν χρηστήν, εσ τιν  Sc εν 

20 εκάστω γενεν καί γάρ γυνή εσ τιν  χρηστή καί δούλος, 

καίτοι γε ίσ ω ς τούτων τό μεν χείρον, τό δε όλω ς φαύ- 

λόν εστιν, δεύτερον δε τό άρμόττοντα' εσ τιν  γάρ άνδρεΐον 

μεν τό ήθος, άλλ* ονχ άρμόττον γνναικείω τό ανδρείαν ή 

δεινήν εΐναι. τρίτον δε τό όμοιον. τούτο γάρ ετερον τού 

35 χρηστόν τό ήθος καί άρμόττον π οιήσαι ώσπερ εϊρηται. 

τέταρτον δε τό ομαλόν. κάν γάρ ανώμαλός τ ις  ή 6 τήν 

μίμ η σ ιν  παρεχων καί τοιούτον ήθος ύποτιθείς, όμως δμα- 

λώ ς ανώμαλον δει είναι. εστιν  δε παράδειγμα πονηριάς μεν  

ήθους μή αναγκαίου οιον ό Μ ενελαος ό εν τώ Ό ρ εσ τη , τού 

3ο Sc άπρεπούς καί μή άρμόττοντος ό τε θρήνος (ό τού) Ό δ νσ σ εω ς  

εν τή Σ  κάλλη καί ή τής Μ ελανίππ η ς ρήσις, τού δε άνωμάλου  

ή εν Α υ λ ίδ ι Ί φ ιγ εν ε ια · ούδεν γάρ εοικεν ή ίκετεύονσα τή 

ύστερα. χρή δε καί εν το ΐς ήθεσιν ώσπερ καί εν τή τών  

πραγμάτων συστά σει άεί ζητεΐν ή τό άναγκαΐον ή τό είκός, 

35 ώ στε τον τοιούτον τά τοιαύτα λ ε γ ε ιν  ή πράττειν ή άναγκαΐον 

ή είκός καί τούτο μετά τούτο γίνεσ θα ι ή άναγκαΐον ή εϊκός. 

φανερόν ούν οτι καί ra s  λύ σ εις  τώ ν μύθων ε ξ  αυτού δει τού 

* 4 5 4 b μύθον σνμ β α ίνειν , καί μή ώσπερ εν τή Μ ηδεία από μη

χανής καί εν τή  Ί λ ιά δ ι τά περί τον άπόπλουν. ά λλα  μ η 

χανή χρηστεον επί τά εξω τού δράματος, ή οσα πρό τού 

γεγονεν ά ούχ οΐόν τε άνθρωπον είδεναι, ή όσα ύστερον ά

ι8  ποιή] - ηι in litura A c 19 ν  om. P arisin us 2038 22 τό
R iccard ian u s 46, V a h len  (ed. 1 ) : τά A c 23 γυραικίω τό s c r ip s i: 
γνραικί**τώι A °  : yvuaiKi τό  apogT, 29 αναγκαίου M arcian u s 215 ϊ
άναγκαΐον A c μ ϊν  Έλεος (i.e. McvcXecor) A r. 30 ® το  ̂ addid i

35  et 36 S άναγκαΐον H erm an n  1 4 5 4 b 2 άπόπλουν R iccard ian u s
1 6 :  άνάπλονν P arisin us 2038 (A r. d e c o n v e rsio n e  n a v iu m ) :  άπλονν 

A °  3 επι τα  apogr. (confirm . A r .) : Έπειτα A 0 4 οΐόνται A c
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In the Characters there are four points to aim at. First 15 
and foremost, that they shall be good.^> There will be an 
element o f character in the play, if (as has been observed) 
what a personage says or does reveals a certain moral 
purpose; and a good element of character, if  the purpose 
so revealed is good. Such goodness is possible in every 
type of personage, even in a woman or a slave, though the 
one is perhaps an inferior, and the other a wholly worthless 
being. The second point is to make them appropriate. The 
Character before us may be, say, m anly; but it is not appro
priate in a female Character to be manly, or clever. The 
third is to make them like the reality, which is not the same 
as their being good and appropriate, in our sense of the 
term. The fourth is to make them consistent and the same 
throughout; even if inconsistency be part of the man before 
one for imitation as presenting that form of character, he 
should still be consistently inconsistent. W e have an in
stance of baseness of character, not required for the story, 
in the Menelaus in Orestes; of the incongruous and un
befitting in the lamentation of Ulysses in Scylla, and in 
the (clever) speech of M elanippe; and of inconsistency in 
Iphigenia at A ulis , where Iphigenia the suppliant is utterly 
unlike the later Iphigenia. The right thing, however, is 
in the Characters just as in the incidents of the play to 
endeavour always after the necessary or the probable; so that 
whenever such-and-such a personage says or does such- 
and-such a thing, it shall be the probable or necessary 
outcome of his character; and whenever this incident 
follows on that, it shall be either the necessary or the 
probable consequence of it. From this one sees (to digress 
for a moment) that the Denouement also should arise out 
of the plot itself, and not depend on a stage-artifice, as in 
Medea, or in the story of the (arrested) departure of the 
Greeks in the Iliad. The artifice must be reserved for 
matters outside the play— for past events beyond human 
knowledge, or events yet to come, which require to be

Ι5· 1454 a 17— 1454 b 4  43



5 δείται προαγορεύσεως και α γ γ ελ ία ς* άπαντα γάρ άποδί- 

δομεν το ΐς Θεοίς όράν. άλογον δέ μηδέν είναι εν το ίς πρά- 

γμ α σ ιν, εί δέ μή, έζω  τής τραγωδίας, όίον το εν τω 

Ο ίδίπ οδι τω Σοφοκλέους* έπει δέ μ ίμ η σ ίς  έσ τιν  ή τραγω 

δία β ελτιό νω ν, ημάς δει μ ιμ εΐσ θ α ι rovs αγαθούς είκονογρά- 

ιο φ ονς· και γάρ έκείνοι άποδιδόντες τήν ίδιαν μορφήν όμοιους 

ποιοϋντες καλλίους γρ ά φ ο υ σ ιν  οϋτω και τον ποιητήν μ ιμ ο ύ 

μενου και οργίλους  και ραθύμους και τ α λλ α  τά τοιαΰτα  

έχοντας έπι τών ηθών τοιούτους όντας έπιεικεΐς ποιεΐν  

[παράδειγμα σκληρότητος], όίον τον Ά χ ιλ λ έ α  Ά γ ά θ ω ν  και 

Ι 5 ('Ο μηρος. ταύτα δή διατηρεΐν, και προς τούτοις τά παρά 

r a j  έ ζ  ανάγκης άκολουθούσας α ισθήσεις τή π οιητική · 

και γάρ κατ' αύτάς έσ τιν  άμαρτάνειν π ολλά κ ις · εϊρηται 

δέ περι αυτών έν τόίς έκδεδομένοις λό γο ις ικανώς.

Ά ν α γ ν ώ ρ ισ ις  δέ τ ί  μέν έστιν , εϊρηται πρότερον εϊδη ΐ 6  
20 δέ άναγνωρίσεως, πρώτη μέν ή άτεχνοτάτη και ή π λείσ τη  

χρώ νται δι απορίαν, ή διά τών σημείω ν . τούτων δέ τά μέν

σύμφυτα, όίον “  λό γχη ν  ήν φοροϋσι Γ ηγενείς  ”  ή αστέρας 

οιους έν τώ Θ υέστη  Καρκίνος, τά δέ έπίκτητα, και τούτων 

τά μέν έν τώ σώ ματι, όίον ούλαί, τά  δ ί έκτός, τά περι- 

25 δέραια και όίον έν τή Τ υροί διά τής σκάφης. έσ τιν  δβ και 

τούτοις χρήσθαι ή β έλ τιο ν  ή χείρον, όίον (ό) Ό δ υ σ σ εύ ς διά 

τής ουλής ά λλω ς άνεγνωρίσθη ύπο τής τροφού και ά λλω ς  

υπο τώ ν σ υ β ο τώ ν  ε ίσ ϊ γάρ  αι μέν π ίστεω ς ένεκα άτεχνο- 

τεραι, και αι τοιαύται πάσαι, αι δέ έκ περιπετείας, ώσ- 

30 περ ή έν τοίς Ν ίπ τροις, βελτίο υς. δεύτεραι δ£ αι πεποι-

7  το] τω pr. A c 14 παράδειγμα σκληρότητος seclusit Ritter
Ά γ ά θ ω ν  a p o g r.: αγαθών A c 15 δη Α °  : δει vel δη δει apogr. 
τά παρά τάς vel τάς παρά τά  a p o g r.: τάσ παρά τά σ  A c 2 0  ή

π λείσ τη  Α °  22  φ ορουσιν  Α °  24 περιδέραια  Parisinus 2038 : 
περιδέρρεα Α °  25 οιον apogr. (confirm. A r .) : of A 0 26 6
addidi
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foretold or announced; since it is the privilege of the Gods 
to know everything. There should be nothing improbable 
among the actual incidents. I f  it be unavoidable, however, 
it should be outside the tragedy, like the improbability in 
the Oedipus of Sophocles. But to return to the Characters. 
As Tragedy is an imitation of personages better than the 
ordinary man, we ip our way should follow the example
good portrait-painters, who reproduce the distinctive features 
of a man, and at the same time, without losing the likeness, 
make him handsomer than he is. The poet in like manner, 
in portraying men quick or slow to anger, or with similar 
infirmities o f character, must know how to represent them 
as such, and at the same time as good men, as Agathon 
and Homer have represented Achilles.

A ll these rules one must keep in mind throughout, and 
further, those also for such points of stage-effect as directly 
depend on the art of the poet, since in these too one may 
often make mistakes. Enough, however, has been said on 
the subject in one of our published writings.

Discovery in general has been explained already. As 16 
for the species of Discovery, the first to be noted is (i) the 
least artistic form of it, of which the poets make most use 
through mere lack of invention, Discovery by signs or marks.
O f these signs some are congenital, like the * lanceTiead 
which the Earth-born have on them/ or ' stars/ such as 
Carcinus brings in in his Thyestes; others acquired after birth 
— these latter being either marks on the body, e. g. scars, or 
external tokens, like necklaces, or to take another sort of 
instance, the ark in the Discovery in Tyro. Even these, 
however, admit of two uses, a better and a w orse; the 
scar of Ulysses is an instance; the Discovery of him through 
it is made in one way by the nurse and in another by the 
swineherds. A  Discovery using signs as a means of assu
rance is less artistic, as indeed are all such as imply reflexion; 
whereas one bringing them in all of a sudden, as in the 
Bath-storyf is of a better order. Next after these are (2)



ημύναι νιτο τον ποιητον, διο α τζχνοι. οΧον (ό) Ό ρύσ τη ς ev  rfj 

*1 φιγ€ν€ΐα a v e y v d ip ia e v  δτι ’ Ο ρέστης· £κ€ΐνη μ\ν y a p  δια τής  

Επιστολής, Ζκςΐνος δ£ αυτός X e y e i h β ο ύλετα ι δ ποιητής  άλλ* 

35 °^Χ ® μνθος· δω  τ ι ςγγνς της e iρημένης αμαρτίας ϊσ τ ίν , έζήν  

y a p  αν e v ia  καί e v e y n e iv . και ev  τω Σοφοκλέονς  T rjp e i ή 

της Μρκίδος φ ω νή . η τρίτη δια μνήμης, τω αισθδσθαι 

1 4 5 5  a τ ι ίδόντα, ω(Γ7Γ€ρ ή ev Κ νπρίοις τοΐς &ικαιογ£νονς, ιδων γαρ 

την γραφήν ίκλαυσ€ν, και ή ev  Ά λ κ ίν ο ν  άπολόγω , άκονων 

γαρ τον κιθαριστον και μνησθ€ΐς eb a K p v a ev , o 6 ev a v ey v o >- 

ρίσθησαν. τ€τάρτη be ή eK σ υ λλογισ μόν, οϊον ev Χοηφόροις, 

5 δτι δμοιός τ ις  €λήλυθ€ν, δμοιος be o v d e ις άλλ* ή δ Ό ρ έσ τη ς, 

οντος αρα €λήλνθ€ν. και ή Π ολυιδου τον σοφ ιστου irep l τής 

’ I</)tyez;€tas· c ikos γαρ τον Ό ρ έσ τη ν σ ν λλο γίσ α σ θ α ι δτι ή  τ  

άδβλφή €τνθη και αντώ σνμβαίν€ΐ O v ea d a i. καί ev  τω  

Q eobeK TO v T v b e i ,  δτι ϊλθ ώ ν  ως €νρήσων νΐον αντος άπόλ- 

ιο λντα ι. και ή ev  το ΐς  Φιν€ΐδαις· ίδοΰσαι γαρ τον τόπον συν€- 

λο γίσ α ντο  την e lμαρμένην δτι ev  τοντω  efyxapro άποθαν€Ϊν 

αυταΐς, και γαρ e^eTeO η σαν Ζνταΰθα. ίσ τ ιν  be τ ις  και συν- 

0€τή eK π αραλογισμον τον θατίρον, οΧον ev τω ,O b v σ σ eΐ τω  

yl/evbayyeX(p · το μ ϊν  γαρ  [το] τόξον Ζφη γνωσ€σθαι ο ονχ  

15 eωpάκeι, το be ως δη eKeivov άναγνωριονντος δια τούτον 

ποιήσαι παραλογισμός. πασών be β € λτίστη  άναγνώ ρισις ή e£ 

αυτών τώ ν πραγμάτω ν τής ϊκ π λ  ήξ€ως γιγνομ£ νης δι eiKO-

31 ό addidi 3 $ διό τ ι eyyvs scripsi : δι’ ότι εγ γ ύσ  Α °  : διο εγγύς

τ ι  Vahlen 37  V τρίτη  Sp en gel: ήτοι τη ι Α ° αισθεσθαί A c
1 455  a 1 T0LS Marcianus 200: τή σ  A c 2 άπολόγω  Parisinus 2038:

άπο λόγων Α° 4  Χοηφόροις Victorius : χλοηφ όροισ  Α °  6 Πολυίδου 

T y rw h itt: πόλνείδονσ Α °  : πολνείδου  apogr. 10 Φινείδαις Reiz :
φ ινίδα ισ  A c 13 θατερου Bursian (praeeunte H erm an no):
θεάτρου A c 14 τό μεν] ό μεν  apogr. τό alterum om. apogr.

15 δή Tyrw hitt: δι* A c 16 παραλογισμός  Riccardianus 46, 
Vahlen (confirm. A r .) : παραλογισμον  A c 17 εκπληξεω ς  Parisinus 
2038 : πλη ξεω σ  A c εΐκόντων A c
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ι6. 1454 b 3 I -H 5 5 a i7 47
Discoveries made directly by the poet; which are inartistic 

for that very reason; e. g. Orestes’ Discovery of himself in 

Iphigenia: whereas his sister reveals who she is by the letter, 

Orestes is made to say himself what the poet rather than 

the story demands. This, therefore, is not far removed 

from the first-mentioned fault, since he might have presented 

certain tokens as well. Another instance is the 1 shuttle’s 

voice’ in the Tereus of Sophocles. Q t h i r d  species is 

Discovery through memory, from a man’s consciousness 

being awakened by something seen or heard. Thus in The 

Cyprioe of Dicaeogenes, the sight of the picture makes 

the man burst into tears; and in the Tale of Alcinous, 
hearing the harper Ulysses is reminded of the past and 

w eeps; the Discovery of them being the result. (4) A  fourth 

kind is Discovery through reasoning; e.g. in The Choephoroe: 

' One like me is h ere ; there is no one like me but O restes; 

he, therefore, must be here.’ Or that which Polyidus the 

Sophist suggested for Iphigenia; since it was natural for 

Orestes to reflect: 'M y  sister was sacrificed, and I am to 

be sacrificed like her.’ Or that in the Tydeus of Theodectes : 

' I  came to find a son, and am to die myself.’ Or that in 

The Phinidae: on seeing the place the women inferred their 

fate, that they were to die there, since they had also been 

exposed there. (5) There is, too, a composite Discovery 

arising from bad reasoning on the side of the other party. 

An instance of it is in Ulysses the False Messenger', he 

said he should know the bow— which he had not seen; 

but to suppose from that that he would know it again (as 

though he had once seen it) was bad reasoning. (6) The 

best of all Discoveries, however, is that arising from the



τω ν , οΐον το εν τώ Σοφοκλεους Ο ίδίποδι καί τη  Ί φ ιγ εν ε ία · 

είκός γάρ β ούλεσθα ι επιθεΐναι γράμματα. ai yap τοιαύται 

20 μόναι άνευ των π εποιημενων σημείων καί δεραίων. δεύτερα ι

δ£ a t  εκ σ υ λλογισ μόν.

Α ε ΐ  δε τους μύθους συνιστάναι καί τη λ ε ξε ι συναπερ- 17 
γάζεσθαι δτι μ ά λισ τα  προ όμμάτων τ ιθ εμ ενο ν  ούτω γάρ 

άν εναργέστατα  [ό] όρων ώσπερ παρ' αύτοΐς γιγνόμενος τοΐς  

25 πραττομενοις εύρίσκοι τό πρεπον καί ήκιστα άν λανθάνοι 

[τδ] τα ύπεναντία. σημεΐον δε τούτον ό επετιμάτο Καρκίνω. 

ό γαρ Ά μ φ ιά ρ α ο ς ε ξ  ιερόν άνηει, δ μη όρώντ άν τον  

θεατήν ελάνθανεν, επί oe της σκηνής εξεπεσεν δυσχερα- 

νάντων τούτο τών θεατών. οσα  δε δυνατόν και τοΐς σχή -  

3°  μ α σιν  συναπεργαζόμενον πιθανώτατοι γάρ από της αυτής 

φύσεως οι εν τοΐς πάθεσίν είσ ιν, καί χειμ α ίνει ό χειμαζόμενος  

καί χα λεπ α ίνει ό όργιζόμενος άληθινώτατα. διό ευφυούς η 

ποιητική εσ τιν  ή μανικού · τούτων γάρ οι μεν ενπ λα σ τοι οι δβ 

εκστατικοί είσ ιν. τούς τε λόγους καί τούς πεποιημενονς  

1455  b δει καί αυτόν ποιούντα εκτίθεσθαι καθόλου, εΐθ ’ ούτως επεισ-  

οδιούν καί παρατείνειν. λεγω  δε ούτως άν θεωρεΐσθαι τό καθ

όλου, οΐον της Ιφ ιγ έ ν ε ια ς · τνθείσης τινός κόρης καί άφα- 

νισθείση ς άδϊ}λως τοΐς θύσασιν, ιδρυνθείσης δε εις ά λλην

5 χώ ραν , εν ή νόμος ήν τούς ξένους θύειν τή θεώ, ταύτην Ζσχε

την ίερω σύνην χρόνω δε ύστερον τώ άδελφώ συνέβη ελθεΐν

18 τδ scripsi : ό A c 20 δερεων Α ° : περιδέραιων apogr. 24
ενεργεστατα Α °  ό om. Parisinus 2038 25 λανθάνοι τό Α ° :
λανθάνοιτο apographa plura (τό Vahleno teste deletum est in nonnullis)

26 επετιμάτο  marg. Riccardiani 16 (confirm. A r .) : επίτιμα, τώ i A c
27 άνήει Guelferbytanus (confirm. A r .) : &v εϊη A ° όρώντ αν

V ahlen: όρώντα A c 31 χιμαζόμενοσ A °  34 εκστατικοί

Riccardianus 46 (et Paccius in versione ; confirmare videtur A r .) : 
εξεταστικοί A c t o v s  τε Parisinus 2038 : τοντουσ τε A c 14 5 5 b I
επεισοδίου A c 2 παρατείνειν Riccardianus 46 : περιτείνειν A c
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incidents themselves, when the great surprise comes about 
through a probable incident, like that in the Oedipus of 
Sophocles ; and also in Iphigenia ; for it was not improbable 
that she should wish to have a letter taken home. These 
last are the only Discoveries independent of the artifice 
of signs and necklaces. Next after them come Discoveries 
through reasoning.

At the time when he is constructing his Plots, and en -17 
gaged on the Diction in which they are worked out, the 
poet should remember (1) to put the actual scenes as far 
as possible before his eyes. In this way, seeing everything 
with the vividness of an eye-witness as it were, he will 
devise what is appropriate, and be least likely to overlook 
incongruities. This is shown by what was censured in 
Carcinus, the return of Amphiaraus from the sanctuary; it 
would have passed unnoticed, if it had not been actually 
seen by the audience; but on the stage his play failed, the 
incongruity of the incident offending the spectators. (2) As 
far as may be, too, the poet should even act his story with 
the very gestures of his personages. Given the same natural 
qualifications, he who feels the emotions to be described 
will be the most convincing; distress and anger, for 
instance, are portrayed most truthfully by one who is feeling 
them at the moment. Hence it is that poetry demands 
a man with a special gift for it, or else one with a touch of 
madness in him ; the former can easily assume the required 
mood, and the latter may be actually beside himself with 
emotion. (3) His story, again, whether already made or of 
his own making, he should first simplify and reduce to a 
universal form, before proceeding to lengthen it out by the 
insertion of episodes. The following will show how the 
universal element in Iphigenia, for instance, may be viewed :
A  certain maiden having been offered in sacrifice, and spirited 
away from her sacrificers into another land, where the custom 
was to sacrifice all strangers to the Goddess, she was made 
there the priestess of this rite. Long after that the brother
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τής ιερείας, τό δε ότι άνεΐλεν ό Θεός διά τινα αιτίαν  [ε£ω τον  

καθόλου] έλθεΐν εκεί και εφ* ό τ ι δε ε£ω του μύθου* έλθών  

δε και ληφ θεις θύεσθαι μ έλλω ν  άνεγνώ ρισεν, εΐθ ’ ως Ευρι- 

ιο πίδης εΐθ' ως Π ολνιδο? εποίησεν, κατά τό είκός ειπών οτι 

ουκ άρα μόνον την αδελφήν  ά λλα  και αυτόν εδει τυθήναι,

και εντεύθεν ή σο.πηρία. μετά ταύτα  δε ήδη νποθεντα τά

ονόματα επ ε ισ ο δ ιο ύ ν  όπως δε εσται οικεία τά επεισόδια, 

οΐον εν τώ Ό  ρέστη ή μανία δι ής έλήφθη και ή σω- 

ι5 τηρία  διά τής καθάρσεως. εν μεν ούν τοΐς δράμασιν τά  

επεισόδια σύντομα, ή δ’ εποποιία τούτοις μηκύνεται, τής γάρ 

*Ο δύσσειας (ου) μάκρος ο λόγος ε σ τ ιν  άποδημούντός τίνος  

έτη π ολλά  και παραφυλαττομενου υπό τού Π οσειδώνος και 

μόνου όντος, ετι δε τών οίκοι ούτως έχόντω ν ώ στε τά χρή- 

20 ματα υπό μνηστήρω ν άναλίσκεσθαι και τον υιόν έπιβου-  

λεύεσθαι, αυτός δε άφικνεΐται χειμ α σ θ είς, και άναγνωρίσας 

f r i r a s f  αυτός έπιθεμενος αυτός μέν εσώθη τούς δ’ εχθρούς 

διέφθειρε. τό μέν ούν ίδιον τούτο, τά  δ’ ά λλα  επεισόδια.

Έ σ π  δε πόσης τραγωδίας  τό μέν δέσις τό  δε λύ σ ις , τά ΐ8

25 μεν εξωθεν και ενια τών έσωθεν π ολλά κις ή δέσις, τό δε

λοιπ όν ή λ ύ σ ις — λέγω  δε δέσιν μέν εΐναι τήν απ' αρχής 

μ έχρ ι τούτου τού μέρους ό έσχατόν εσ τιν  ε ξ  ου μετα βα ί-  

νειν εις ευτυχίαν  *  * ,  λύ σ ιν  δε τήν άπό τής άρχής τής μετα- 

βά σεω ς μ έχρ ι τέλους— ώσπερ εν τώ Α υγκ εΐ τώ  Θεοδε'κτου 

3ο δέσις μέν τά τε προπεπραγμένα και ή τού παιδιού λ ή φ ις  και

7 ?£ω τοί) καθόλου seclusit Duentzer ίο  πολύειδοσ  A c 15
δράμασι apogr.: άρμασιν Α ° 17 ον add. Vulcanius (confirm.
Ar.) μικρός apogr. 19 ert Riccardianus 16 (confirm.
A t.) : 67rei A ° 22 τιι/άί] fort, δτι 28 €ΐς €υτυχίαν

(σνμβαίν€ΐ η eh δ υσ τυχία ν)  (ut videtur) A r . : eh ευτυχίαν (ε'κ .
δυστυχίας συμβαίνει ή εξ ευτυχίας eh δ υ σ τυ χία ν )  coni. Vahlen : 
( ε ις  δυστυχίαν συμβαίνει η) eh ευτυχίαν Gomperz 29 λυγκει

apogr. (confirm. A r . ) : λυκεϊ A c
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of the priestess happened to come; the fact, however, of 

the oracle having for a certain reason bidden him go thither, 

and his object in going, are outside the Plot of the play.

On his coming he was arrested, and about to be sacrificed, 

when he revealed who he was— either as Euripides puts 

it, or (as suggested by Polyidus) by the not improbable 

exclamation, 'S o  I too am doomed to be sacrificed, as my 

sister w as’ ; and the disclosure led to his salvation. This 

done, the next thing, after the proper names have been fixed 

as a basis for the story, is to work in episodes or accessory 

incidents. One must mind, however, that the episodes are 

appropriate, like the fit o f madness in Orestes, which led 

to his arrest, and the purifying, which brought about his 

salvation. In plays, then, the episodes are short; in epic 

poetry they serve to lengthen out the poem. The argu

ment of the Odyssey is not a long one. A  certain man has 

been abroad many y e a rs; Poseidon is ever on the watch 

for him, and he is all alone. Matters at home too have 

come to this, that his substance is being wasted and his 
son’s death plotted by suitors to his wife. Then he arrives 

there himself after his grievous sufferings; reveals himself, 

and falls on his enem ies; and the end is his salvation and 

their death. This being all that is proper to the Odyssey, 
everything else in it is episode. (4) There is a further point i 3 
to be borne in mind. Every tragedy is in part Complication 

and in part Denouement; the incidents before the opening 

scene, and often certain also o f those within the play, 

forming the Complication; and the rest the Denouement.

By Complication I mean all from the beginning of the story 

to the point just before the change in the hero’s fortunes; 

by Denouement, all from the beginning of the change to 

the end. In the Lynceus o f Theodectes, for instance, the 

Complication includes, together with the presupposed inci-
e  2
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π ά λιν  ή αυτών, {λυσ ις)  δ* ή άπδ τής α ΐτιάσεω ς του θανάτου 

μ έχ ρ ι τον τέλο υς . *  *  τραγωδίας δε είδη είσ ί τέσσαρα (τοσαΰτα  

γάρ και τά μέρη έλέχθη), ή μεν π επ λεγμένη, ής το ολον 

έσ τιν  περιπέτεια και άναγνώ ρισις, ή δε παθητική, οΐον ο ΐ τε 

1 4 5 6  a Α ϊαντες καί οι Ί ζίο ν ε ς , ή δε ηθική, οΐον αι Φθιώτιδάς και δ 

Ώ ηλενς· τδ  δε τέταρτον δφ ις, οΐον α ΐ  τε  Φορκίδε? και Προ- 

μηθευς και οσα έν αδον. μ ά λισ τα  μεν ονν άπαντα  δει πει- 

ράσθαι έχειν, ει δε μή, τά μ έγ ισ τα  καί π λεΐσ τα , ά λλω ς  τε 

5 καί o)S νυν σνκοφαντονσιν τονς ποιητάς* γεγονότω ν γάρ καθ' 

έκαστον μέρος αγαθών ποιητώ ν, έκάστου του Ιδιον αγαθόν 

ά ζιονσι τον ένα νπ ερ βά λλειν. [δίκαιον δε καί τραγωδίαν 

ά λλη ν  καί την  αυτήν λέγε ιν  ουδενί ίσ ω ί τω μνθω· τοντο 

δε, <δν ή αντή πλοκή και λνσ ις . π ο λλο ί  δε π λέζα ντες  ευ 

ίο  λνο νσ ι κακώς· δει δε άμφω αεί κρατείσ#αι.] χρή δε οπερ 

είρηται π ολλά κις μεμνήσθαι καί μη ποιεΐν έποποιικδν  σύ

στημα τραγωδίαν— έποποιικδν  δε λε'γω [δε] τδ πολνμνθον—  

οιον εί τι? τον τη? Ίλιά δο? ολον ποιοι μνθον. εκεί μεν yap 

διά τδ μήκος λα μ β ά νει τά μέρη τδ πρέπον μέγεθος, έν 

15 δε το ΐς δράμασι π ολν παρά την νπ όλη ψ ιν α π οβ αίνει. ση- 

μείον δε', οσοι πέρσιν  Ί λ ίο υ  δλην εποίησαν καί μή κατά 

μέρος ώσπερ Ευριπίδης, (ή) Νιδ/3ην καί μή ώσπερ Α ισ χύ λο ς, 

ή έκπίπ τονσιν ή κακώς αγω νίζονται, επεί καί Ά γ ά θ ω ν  έζέ- 

πεσεν εν τουτω μδνω· εν δε ταί? π εριπετείαις και έν τοΐς
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dents, the seizure o f the child and that in turn of the parents; 
and the Denouement all from the indictment for the murder 
to the end. Now it is right, when one speaks of a tragedy 
as the same or not the same as another, to do so on the 
ground before all else of their Plot, i. e. as having the same 
or not the same Complication and Denouement. Y et there 
are many dramatists who, after a good Complication, fail in 
the Denouement. But it is necessary for both points of 
construction to be always duly mastered. (5) There are 
four distinct species of Tragedy— that being the number of 
the constituents also that have been mentioned: first, the 
complex Tragedy, which is all Peripety and Discovery; 
second, the Tragedy of suffering, e. g. the Ajaxes and Ixions; 
third, the Tragedy of character, e .g. The Phthiotides and 
Peleus. The fourth constituent is that o f ( Spectacle/ ex
emplified in The Phorcidesi in Prometheus, and in all plays 
with the scene laid in the nether world. The poet's aim, 
then, should be to combine every element of interest, if 
possible, or else the more important and the major part 
of them. This is now especially necessary owing to the 
unfair criticism to which the poet is subjected in these days. 
Just;because there have been poets before him strong in 
the several species of tragedy, the critics now expect 
the one man to surpass that which was the strong point 
of each one of his predecessors. (6) One should also re
member what has been said more than once, and not write 
a tragedy on an epic body of incident (i.e. one with a plurality 
of stories in it), by attempting to dramatize, for instance, 
the entire story of the Iliad, In the epic owing to its scale 
every part is treated at proper length; with a drama, how
ever, on the same story the result is very disappointing. 
This is shown by the fact that all who have dramatized 
the fall of Ilium in its entirety, and not part by part, like 
Euripides, or the whole of the Niobe story, instead of a 
portion, like Aeschylus, either fail utterly or have im t ill 
success on the stage; for that and that alone was enough

ι8. 1455 b 3 I ~ I4 5 6 a 19 53



ao άπλοι? πράγμασι στοχά ζοντα ι ών β ούλονται θαυμαστώ ς·

τραγικόν γάρ τούτο και φ ιλάνθρω πον. έσ τιν  δέ τούτο, όταν 

ό σοφός μέν μετά πονηριάς (δ*) έζαπατηθή, ώσπερ Σ ίσ υ 

φος, και ό ανδρείος μέν άδικος δέ ήττηθΐγ έστιν  δέ τούτο 

είκός ώσπερ Ά γ ά θ ω ν  λέγει, εΐκός γάρ γίνεσθα ι πολλά  

2 5 και παρά τό είκός. καί τον χορόν δέ ένα δει νπολα- 

β εΐν  τώ ν υποκριτών, καϊ μόριον είναι τού όλου  και συνάγω - 

νίζεσθα ι μή ώσπερ Ευριπίδη ά λ λ * ώσπερ Σοφ οκλεΐ. τοΐς 

δέ λο ιπ οΐς τά αδόμενα (ουδέν) μ ά λλο ν  τού μύθου ή άλλης  

τραγωδίας έ σ τ ιν  διό εμ β όλ ιμ α  αδουσιν πρώτου άρζαντος 

30 Ά γ ά θ ω νο ς τού τοιούτου. καίτοι τ ι  διαφέρει ή εμβ όλιμα  

αδειν ή εί ρήσιν έ ζ  άλλου είς άλλο άρμόττοι ή έπεισόδιον  

ο λ ο ν ;

Ilepi μέν ούν τών ά λλω ν 7)δη εϊρηται, λοιπόν δέ περι ig  

λέζεω ς και διανοίας είπείν. τά μέν ούν περι τ ιρ  διάνοιαν έν 

35 τ ο ϊί περϊ ρητορικής κείσθω· τούτο γάρ ϊδιον μ ά λλο ν έκείνης 

τής μεθόδου. έστι δέ κατά τήν διάνοιαν ταύτα, όσα υπό 

τού λόγον δει παρασκευασθήναι. μέρη δέ τούτων τό τε άπο- 

δεικνύναι και τό λύειν  καί τό πάθη παρασκευάζειν (οίον 

1 4 5 6  b έλεον ή φόβον ή οργήν και όσα τοιαύτα) και έτι μέγεθος 

και μικρότητα. δήλον δέ οτι και έν τοΐς πράγμασιν από 

τών αυτών ιδεών δει χρήσθαι όταν ή έλεεινά ή δεινά ή 

μεγάλα ή εί κότα δέη παρασκευάζειν π λήν τοσούτον δια- 

5 φέρει, οτι τά μέν δει φαίνεσθαι άνευ διδασκαλίας, τά δέ 

έν τώ λόγω  υπό τού λέγοντος παρασκευάζεσθαι και παρά

22 be add. Riccardianus 16 23 ήττηθη A c 24 (και)
eiKos ωσπep Riccardianus 46 et (ut videtur) A r. 28 άδόμ€να
Madius (confirm. A r . ) : διδόμενα A c ovbev add. Vahlen
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to ruin even a play by Agathon. Y et in their Peripeties, as 
also in their simple plots, the poets 1 mean show wonderful

situation that arouses the human feeling in one, like the 

clever villain (e. g. Sisyphus) deceived, or the brave wrong

doer worsted. This is probable, however, only in Agathon’s 
sense, when he speaks of the probability of even improbabilities 

coming to pass. (7) The Chorus too should be regarded as 

one of the actors; it should be an integral part of the 

whole, and take a share in the action— that whicjx._it.Jias

W ith the later poets,

s have no more to do 
with the Plot of that than of any other tragedy. Hence 

it is that they are now singing intercalary pieces, a practice 
first introduced by Agathon. And yet what real difference is 
there between singing such intercalary pieces, and attempting 

to fit in a speech, or even a whole act, from one play into 

another ? ^

The Plot and Characters having been discussed, it remains 19 
to consider the Diction and Thought. As for the Thought, 

we may assume what is said of it in our A rt of Rhetoric, 

as it belongs more properly to that department of inquiry. 

The Thought of the personages is shown in everything to 
be effected by their language— in < every effort to prove or 

disprove, to arouse emotion (pity, fear, anger, and the like), 

or to maximize or minimize things. It is clear, also, that 

their mental procedure must be on the same lines in their 

actions likewise, whenever they wish them to arouse pity 
or horror, or have a look of importance or probability. The 

only difference is that with the act the impression has to 
be made without explanation ; whereas with the spoken word 

it has to be produced by the speaker, and result from his 

language. W hat, indeed would be the good of the speaker,

skill in aiming at the kind of effect they desire— a tragic



τον λό γο ν γ ίγνεσ θ α ι, τ ι γάρ αν εΐη τον λεγοντος εργον, ει 

φαίνοιτο  ?/ δε'οι καί μη  διά τον λ ό γ ο ν ; τώ ν  δε περί την  λε- 

ξιν  εν μεν εσ τιν  είδος θεωρίας τα σχήματα της λεζεω ς, 

ίο  α εσ τιν  εΐόέναι της υποκριτικής και τον την τοιαντην εχον- 

τος αρχιτεκτονικήν, οίον τ ι εντολή και τ ι ευχή καί birj- 

γη σ ις  και απειλή και ερώτησις και άπόκρισις  και εΐ τ ι  

ά λλο  τοιοντον. παρά γαρ την τούτων γνώ σ ιν η άγνοιαν ovblv 

εις την ποιητικήν επιτιμημα  φερεται ό τ ι και άξιον σπον- 

ΐ5 όης. τ ι  γαρ αν τ ις  νπ ολά β οι ημαρτησθαι h ΤΙρωταγόρας 

επίτιμα , οτι ενχεσθαι οίόμενος επ ιτά ττει είπώ ν tc μηνιν αει- 

όε θεά ” ; το γαρ κελενσαι, φ ησίν, ποιείν τ ι η μη επ ίτα ζίς  

εσ τιν . bio παρείσθω ώς ά λλη ς καί ον της ποιητικής ον 

θεώρημα.

20 Ύής δ€ λεζεω ς άπάσης  τάδ’ εστϊ τά μερη, στοιχειονΤ Ο

σ υ λλα β ή  σvvbεσμoς άρθρον όνομα ρήμα π τώ σις  λόγος. 

στοιχεΐον μεν ονν εσ τιν  φωνή άόιαίρετος, ον πάσα  δε

ά λ λ ’ ε ξ  ής πεφνκε συνετή γ ίγνεσ θ α ι φω νή · και γάρ τών

θηρίων ε ίσ ιν  δ ια ιρ ε τ ο ί φωναί, ών ονόεμίαν λεγω  στο  ι- 

25 χεΐον. ταντης δε μερη τό τε φωνήεν και το ήμίφω νον και 

άφωνον. εσ τιν  δε φωνήεν μεν (το) άνευ π ροσ β ολής εχον  

φωνήν ακουστήν, ήμίφωνον δε το μετά π ροσβολής εχον 

φωνήν ακουστήν, οΐον το Σ  και το Ρ, άφωνον δε το μετά  

π ροσβολής καθ' αντο μεν ουόεμίαν εχον φωνήν, μετά  δε 

3ο τώζ; εχόντω ν τινά φωνήν γινόμενον ακουστόν, οίον το  Γ  και

το Δ . ταυτα  δε όιαφερει σχή μ α σ ίν  τε του στόματος και

τόποις  και όασύτητι και ψ ιλ ό τη τ ι και μήκει και βραχύ-

8 φαίνοιτο Carolus Bigg : φανόίτο Α ° ή beoi Vahlen (ed. 2): 
ηδία Α ° (et A r .) : ήδη Castelvetrus 21 αΰρον A c : in codice post 
ρημα positum huc transtulit Spengel (confirm. Ar.) 23 σννθπή 
apogr. (et Ar.) 26 to add. Reiz
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if  things appeared in the required light even apart from 
anything he says?

A s regards the Diction, one subject for inquiry under 

this head is the turns given to the language when spoken; 

e. g. the difference between command and prayer, simple 

statement and threat, question and answer, and so forth. 

The theory of such matters, however, belongs to Elocution 

and the professors o f that art. W hether the poet knows 

these things or not, his art as a poet is never seriously criti- * 

cized on that account. W hat fault can one see in Homer’s *

' Sing of the wrath, Goddess ’ ?— which Protagoras has criti

cized as being a command where a prayer was meant, since 
to bid one do or not do, he tells us, is a command. Let us 

pass over this, then, as appertaining to another art, and 

not to that of poetry.

The Diction viewed as a whole is made up of the following 20 
parts: the Letter (or ultimate element), the Syllable, the 

Conjunction, the Article, the Noun, the Verb, the Case, and 

the Speech. The Letter is an indivisible sound of a par

ticular kind, one that may become a factor in an intelligible 

sound. Indivisible sounds are uttered by the brutes also, 

but no one of these is a Letter in our sense of the term. 

These elementary sounds are either vowels, semivowels, or 

mutes. A  vowel is a Letter having an audible sound without 

the addition of another Letter. A  semivowel, one having 

an audibleΛsound by the addition of another Letter; e .g.

S and R. A  mute, one having no sound at all by itself, 

but becoming audible by an addition, that of one of the 

Letters which have sound of some sort of their own; 

e. g. D and G. The Letters differ in various w a y s: as 

produced by different conformations οχ in different regions 

of the mouth; ais aspirated, not aspirated, or sometimes one

ig. 1456 b 7— 20. 1456b 32 57



τη τι e n  be όξύτητι και βαρντητι καϊ τω μέσω · irepl ών 

καθ' 'έκαστον [έν] τοΐς μ€τρικοΐς προσήκ€ΐ θ€ωρ€Ϊν. συλλα β ή  

3r be έστιν φωνή άσημος σννθ€τή έ£ άφωνου καϊ φωνήν άγον

τος* καί γάρ το Γ Ρ  avev του Α  σ υ λλα β ή  καϊ /utera του 

Α , οΐον το  Γ Ρ Α . ά λλα  καί τούτων θ€ωρήσαι τάς btaφopάς 

τής μ€τρικής έστιν . σ ύ ι^ σ μ ο ς  be έσ τιν  φωνή άσημος ή ον- 

1457  a re κωλveι ovre 7roiei φωνήν μία ν σημαντικήν έκ 7̂ λeιόvωv 

φωνών 7τeφυκυΐav avvTi6eaQai [και e r i  τών άκρων και e r i  του 

μέσου], ήν μή άρμόττ€ΐ ev αρχή λόγου τιθέναι καθ' αυτόν, 

οΐον μέν δη το ί be· ή φωνή άσημος ή έκ ^ΐλeιόvωv μέν φω- 

5 νών μιας σημαντικών be TTOieiv ττέφνκ€ν μία ν σημαντικήν  

φωνήν, *  *  άρθρον δ’ έσ τι φωνή άσημος ή λόγου αρχήν ή 

τέλος ή διορισμόν δη λοΐ [οΐον το ά μ φ ί καϊ το irepi και 

τά ά λλα . ή φωνή άσημος ή ovre κωλυ€ΐ ovre iroiei φωνήν 

μία ν σημαντικήν έκ πλ€ΐόνων φωνών] 7Γ€φυκυΐα TideaOai καϊ 

ίο €7Γΐ τών άκρων καί έπΐ του μέσου. όνομα δέ έ σ τι φωνή 

συνθ€τή σημαντική άveυ χρόνου ής μέρος ονδέν έ σ τι καθ' 

αυτό σ η μ α ντικό ν  έν γάρ τοΐς δ ιπ λοΐς ου χpώμeθa ώς και 

αντο κα0* αυτό σημαίνον, οΐον έν τω Θ€θδώρω το δώρον 

ον σημαίν€ΐ. ρήμα be φωνή συνθ€τή σημαντική μeτά χρό- 

ΐ5 νον ής ovbev μέρος σημaίveι καθ’ αντό, ώ σ ιrep και έττι τών 

ο νομ ά τω ν το μέν γάρ άνθρωττος ή λ€υκόν ον σημaίveι το 

7rore, το  6e fiabi(ei ή βeβάbικev προσσημαίν€ΐ το μέν τον 

7ταρόντα χρόνον το δέ τον παρ€ληλνθότα. τττώσις δ’ έστϊν

34  έν seclusit Spengel *457  a 2~3 και— μέσου seclusi 4 
μέν] μεν. A c δη το ί scrip si: ήτοι. Α °  δ«] de. Α® 5
σημαντικών Robortellus: σημαντικόν Α® 6  lacunam indicavi, huc 
transferenda esse suspicatus ea quae infra leguntur, όίον το ά μφ ί και 

τδ π epi και τά  άλλα 7~9 °*ομ τ ° άμφ ί— φωνών seclusi 7 άμφί 

H artung: φ . μ . ϊ. Α® περί] ήτ. 1. ρ. ϊ. A® iy  ποτέ  Spengel 
βαδίζει apogr. (confirm. A r .) : βαδίζειν  Α® προσσημαίνει Parisinus 

2038 : προσημαίνει A®
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and sometimes the o th er; as long, short, or of variable 

quantity; and further as having an acute, grave, or inter

mediate accent. The details of these matters we must leave 

to the metricians. (2) A  Syllable is a non-significant composite 

sound, made up of a mute and a Letter having a sound 

(a vowel or semivowel); for G R , without an A, is just as 

much a Syllable as G R A , with an A. The various forms 

of the Syllable also belong to the theory of metre. (3) A  

Conjunction is (a) a non-significant sound which, when one 

significant sound is formable out of several, neither hinders 

nor aids the union, and which, if the Speech thus formed 

stands by itself (apart from other Speeches) must not be 

inserted at the beginning of i t ; e. g. μέν, δή, τοϊ, δέ. Or (b) 

a non-significant sound capable of combining two or more 

significant sounds into on e ; e. g. άμφί, περί, etc. (4) An 

Article is a non-significant sound marking the beginning, 

end, or dividing-point of a Speech, its natural place being 

either at the extremities or in the middle. (5) A  Noun or 

name is a composite significant sound not involving the 

idea of time, with parts which have no significance by 

themselves in it. It is to be remembered that in a com

pound we do not think of the parts as having a signifi

cance also by them selves; in the name 1 Theodorus/ for 

instance, the δώρον means nothing to us. (6) A  Verb is 

a composite significant sound involving the idea of time, 

with parts which (just as in the Noun) have no significance 

by themselves in it. W hereas the word ‘ m an’ or * w hite' 

does not imply when, * w alks' and ‘ has w alked' involve in 

addition to the idea of walking that of time present or



ονόματος ή βήματος ή μεν κατά τό τούτον ή τούτω  ση- 

2ο μαΐνον καί οσα τοιαΰτα, ή δβ κατά τό ένϊ ή π ο λλο ΐς, οΐον 

άνθρωποι ή άνθρωπος, ή δε κατά τά  υποκριτικά, οΐον κατ' 

έρώ τησιν έ π ίτ α ξ ιν  τό γάρ έ β ά δ ισ ε ν ; ή βά διζε  π τώ σις ρή

ματος κατά ταΰτα τά είδη ε σ τ ιν . Aoyo? δε φωνή συνθέτη 

σημαντική ής ενια μερη καθ' αυτά σημαίνει τ ?  (ού γάρ 

25 άπας λόγος εκ ρημάτων και ονομάτων σύγκειται, οΐον ό 

του ανθρώπου ορισμός, ά λ λ ' ενδέχεται άνευ ρημάτων εΐναι 

λόγον, μέρος μέντοι αεί τ ι  σημαίνον έξει) οΐον εν τώ β α δ ί

ζει Κ λέω ν ό Κ λέω ν. εις δέ εσ τι λόγος διχώ ς, ή γάρ δ iz/ 

σημαίνων, ή δ εκ π λειόνω ν συνδέσμω, οΐον ή Ί λ ια ?  μεν  

2ο συνδέσμω εις, δ δέ του ανθρώπου τω έν σημαίνειν.

' Ο νόματος δέ είδη τό μέν άπλοΰν, άπλοΰν δέ λέγω  δ 21 

μή εκ σημαινόντω ν σύγκειται, οΐον γη, τό δέ δ ιπ λ ο ΰ ν  τούτου 

δέ τό μέν εκ σημαίνοντος καί άσήμου, π λήν ουκ έν τω 

όνόματι σημαίνοντος καί άσήμου, τό δέ εκ σημαινόντω ν  

σύγκειται. εϊη δ' άν καί τριπλοΰν καί τετραπλουν όνομα καί 

25 π ολλα π λουν, οΐον τά π ολλά  τών μεγα λειω τώ ν, Έ ρμοκα ϊ-  

I4 57 b κόξανθος *  * .  άπαν δέ όνομά εσ τιν  ή κύριον ή γλώ ττα  ή 

μεταφορά ή κόσμος ή πεποιημένον ή έπεκτεταμένον ή υφη- 

ρημένον r έξη λλα γμ ένον. λέγω  δέ κύριον μέν  ω χρώ νται 

έκαστοι, γλώ ττα ν δέ ω έτεροι· ώ στε φανερόν ότι καί γλώ τ-

19 κατά τό Reiz : τδ κατά Α °  22 i  βάδισαν;] notam interroga
tionis add. Tyrw hitt βάδιζ€ Riccardianus 16: έβάδιζεν A 0

27 βαδίζ(ΐ Parisinus 2038 (confirm. A r .) : βαδίζαν A 0 29 
συνδέσμω Riccardianus 16: συνδέσμων A c 30 τω a p o g r.:
τό A 0 31 €Ϊδη] ci- in litura A 0 33 δνόματι Spengel,
Vahlen (confirm. A r .) : δνδματοσ A ° 35 μ€γαλαωτώv scrip s i:
μ€γαλιωτών A ° : μ€γαλ€ΐων S)V V a h len : Μασσαλιωτών (ex A x .d e  
M assilioiis) Diels έρμοκαί* κόξανθοσ A ° I4 5 7 b I ubi
lacunam indicavi addit A r. q u i supplicabatur dominum ca£lorum 
(vel Ioveni), unde έπ€υξάμενος Aii πατρί restituit D ie ls ; nescio an 
exemplum lateat nominis quadruplicis 2 άφηρημένον Spengel
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time past. (7) A  Case of a Noun or Verb is when the word 

means 'of* or 'to* a thing, and so forth, or for one or 

many (e.g. ‘ m an’ and 'm e n ’); or it may consist merely 

in the mode of utterance, e. g. in question, command, etc.

' W alked?* and 'W a lk !*  are Cases of the verb 'to  walk* 

of this last kind. (8) A  Speech is a composite significant 

sound, some of the parts of which have a certain significance 

by themselves. It may be observed that a Speech is not 

always made up of Noun and V erb; it may be without 

a Verb, like the definition of m an; but it will always have 

some part with a certain significance by itself. In the Speech 

'C leon walks/ 'Cleon* is an instance of such a part. A  

Speech is said to be one in two ways, either as signifying 

one thing, or as a union of several Speeches made into 

one by conjunction. Thus the Iliad is one Speech by con

junction of several; and the definition of man is one through 

its signifying one thing.

Nouns are of two kinds, either (1) simple, i. e. made up of 21 

non-significant parts, like the word γή, or (2) double; in the 

latter case the word may be made up either of a significant 

and a non-significant part (a distinction which disappears in 

the compound), or of two significant parts. It is possible also\ 

to have triple, quadruple or higher compounds, like most of 

our amplified nam es; e.g. 'Hermoca'icoxanthus* and the like.

W hatever its structure, a Noun must always be either 

(1) the ordinary word for the thing, or (2) a strange word, 

or (3) a metaphor, or (4) an ornamental word, or (5) a coined 

word, or (6) a word lengthened out, or (7) curtailed, or (8) 

altered in form. By the ordinary word I mean that in 

general use in a country; and by a strange word, one in 

use elsewhere. So that the same word may obviously be

20. i4 5 7 a ig — ai· 1457b 4 61



5 ταν καί κύριον είναι δυνατόν το αυτό, μή το ίς αντοΐς δέ· 

τό yap σίγννον  Κ υπ ρ ίο υ  μέν κύριον, ή μΐν δέ γλώ ττα . μ ε 

ταφορά δέ έσ τιν  ονόματος ά λλοτρίον έπιφορά ή από του 

γένους έπι είδος ή από του είδους έπι τό γένος ή από τού ε ί

δους έπι είδος ή κατά τό άνάλογον. λέγω  δέ από γένους μέν 

ίο έπι είδος οΐον “ νηύς δέ μοι ήδ' έ σ τ η κ ε ν "  τό γάρ όρμεΐν έσ τιν  

εστάναι τ ι. απ' είδους δέ €πι γένος “ ή δή μ υ ρ ί' Ό δ υ σ -  

σευς έσθλά έ ο ρ γ εν "  τό γάρ μυρίον πολύ έστιν , ω νυν άντϊ 

τον  πολλοί) κέχρηται. απ' είδους δέ έπι είδος οίον “ χαλκώ  

από ψ υχή ν ά ρ ύ σ α ς"  και “  τεμώ ν άτειρέι χ α λκ ώ ·"  ένταύθα  

ί5 γάρ τό μέν άρύσαι ταμεΐν, τό δέ τα μείν άρύσαι εϊρηκέν  

αμφω γάρ άφ ελεΐν τ ι έστιν . τω δέ άνάλογον λέγω , όταν 

ομοίως έχη τό δεύτερον προς τό πρώτον καί τό τέταρτον  

προς τό τ ρ ίτ ο ν  έρεΐ γάρ αντί του δευτέρου τό τέταρτον ή 

αντί τον τετάρτου τό δεύτερον, καί ένίοτε προστιθέασιν άνθ' 

20 ου λ έ γ ε ι προς ο έσ τι. λέγω  δέ οίον ομοίως έχει φ ιάλη πρός 

Διόνυσον καί άσπίς π ρ ό ς 'Ά ρ η · έρεΐ τοίνυν τήν φ ιάλην ασπίδα  

Δ ιονύσου καί τήν ασπίδα φ ιάλην  νΑ ρεως. ή ό γήρας πρός 

β ίο ν , καί εσπέρα πρός η μ έρ α ν έρεΐ τοίνυν τήν εσπέραν γ ή 

ρας ημέρας ή ώσπερ ' Ε μπεδοκλής, καί τό γήρας εσπέραν β ίον  

25 ή δνσμάς β ίο ν. ένίοις δ' ούκ εσ τιν  όνομα κείμενον τών άνά

λογον, ά λ λ ' ούδέν ήττον ομοίως λεχθή σετα ι· οΐον τό τον  

καρπόν μέν άφιέναι σπείρειν, τό δέ τήν φ λόγα έπι τού  

ήλίου ά νώ ννμ ον ά λ λ ' ομοίως έχε ι τούτο πρός τον ήλιον καί 

τό σπείρειν πρός τον καρπόν, διό εϊρηται “ σπειρών θεοκτίσταν

62 21. 1457b 5-29

6 fort, σίγυνος ΙΟ όρμϊν (-ιν in litura) A c I I  ήδη μυριόδνσ-
σ€νσ Α ° 12 μνριον A 0 13 fort, πολλά 14 αρύσας και
Tyrw hitt (άρύσας Leidensis et corr. Vaticanus 1400, καί Laurentianus 
L X  2 1): α€ρύσασκ€ A c τψών A c : ταμών Bekker (ed. 3)

ατηρςι A 0 16 τώ scrip si: τό A c 27 έπι M. S ch m id t:
από A 0 (et Ar.)



at once strange and ordinary, though not in reference to the 
same people; σίγννος, for instance, is an ordinary word in 
Cyprus, and a strange word with us. Metaphor consists 
in giving the thing a name that belongs to something e lse ; 
the transference being either from genus to species, or from 
species to genus, or from species to species, or on grounds 
of analogy. That from genus to species is exemplified 
in 'H e re  stands my sh ip '; for lying at anchor is the 
' standing * of a particular kind of thing. That from 
species to genus in 'T ru ly  ten thousand good deeds has 
Ulysses wrought,' where 'ten thousand,' which is a par
ticular large number, is put in place of the generic ' a large 
number.’ That from species to species in ' Drawing the 
life with the bronze,' and in 'Severing with the enduring 
bronze';  where the poet uses ' draw ’ in the sense of ' sever ’ 
and ' sever' in that of ' draw,’ both words meaning to ' take 
away ’ something. That from analogy is possible whenever 
there are four terms so related that the second (B) is to the 
first (A), as the fourth (D) to the third (C); for one may 
then metaphorically put B in lieu of D, and D in lieu of B. 
Now and then, too, they qualify the metaphor by adding 
on to it that to which the word it supplants is relative. 
Thus a cup (B) is in relation to Dionysus (A) what a shield 
(D) is to Ares (C). The cup accordingly will be metaphorically 
described as the 'shield of Dionysus' (D + A), and the shield 
as the 'cup o f A res ' (B + C). Or to take another instance : 
As old age (D) is to life (C), so is evening (B) to day (A). 
One will accordingly describe evening (B) as the ' old age 
of the day' (D-f A)— or by the Empedoclean equivalent; and 
old age (D) as the 'even in g' or 'sunset o f life' (B + C). It 
may be that some of the terms thus related have no special 
name of their own, but for all that they will be metaphorically 
described in just the same way. Thus to cast forth seed- 
corn is called ' sowing' ;  but to cast forth its flame, as said 
of the sun, has no special name. This nameless act (B), 
however, stands in just the same relation to its object, 
sunlight (A), as sowing (D) to the seed-corn (C). Hence 
the expression in the poet, 'sowing around a god-created



30 φ λό γ α ."  εσ τι δε τω τρόπω τούτω τής μεταφοράς χρήσθα ι 

και ά λλω ?, προσαγορεύσαντα το άλλότριον άποφήσαι τών  

οικείων τ ι, οίον εΐ την ασπίδα εϊποι φ ιά λην μη  νΑ ρεως άλλ* 

άοινον. *  *  πεποιημενον  δ’ εσ τιν  δ όλως μη καλονμενον υπό  

τινώ ν αυτός τίθετα ι ό π οιητής, (δοκεϊ γάρ ενια είναι τοιαντα) 

35 οίον τά κέρατα ερνύγας και τον ιερεα άρητήρα. επεκτεταμενον  

1458 a δε εσ τιν  ή άφηρημενον τό μεν εάν φ ω νήεντι μακροτερω 

κεχρημενον ή του οικείου ή σ υ λλα β ή  εμβ εβ λη μ ενη , τό  δε αν 

άφηρημενον τ ι  ?/ αντοΰ, επεκτεταμενον μεν οίον τό  πόλεω ς 

πόληος και τό ΤΙηλείδου ΥΙηληιάδεω , άφηρημενον δε οίον τό  

5 κρΐ και τό δώ και “ μία  γ ίνετα ι άμφοτερων οψ .”  εξη λ-  

λαγμενον  δ’ εστιν  όταν του όνομαζομενου τό μεν καταλείπη  

τό δε 7τοιτ), οίον τό “ δεξιτερόν κατά μ α ζό ν”  ά ντϊ του δεξιόν.

αυτών δε τών ονομάτων τά μεν άρρενα τά  δε θήλεα τά  

δε μεταξύ , άρρενα μεν οσα τελευτά εις τό Ν  και Ρ  (και Σ )  και 

ϊο οσα εκ τούτου σύγκειται (ταϋτα δ’ εσ τιν  δύο, Φ και Η), θήλεα  

δε οσα εκ τών φωνηέντων εις τε τά άει μακρά, οίον εις Η 

και ί 2 , και τών επεκτεινομενων εις Α · ώ στε ίσ α  συμβα ίνει 

πλήθη είς όσα τά άρρενα και τά θήλεα · τό γάρ Ψ και τό  Η 

(τω Σ )  ταύτά εστιν. εις δε άφωνον ουδεν όνομα τελευτά , 

15 ουδε εις φωνήεν βραχύ. είς δε τδ I τρία μόνον, μ ε λ ι κόμμι 

πεπερι. εις δε τό Τ  πεντε. τά δε μεταξύ εις ταυτα  και 

Ν  (και Ρ> και Σ .

32 αλλ* αοινομ Victorius : αλλα οίνου A c (et Ar.) 33 definitionem 
κόσμον hic deesse vidit Madius 35 epwyas Victorius : epvvras
A ldina 1536 1458 a 2 £) ή A c συλλαβή ςμβφλημένη A c

3 όφήρη μεν οντι ή Α ° πόλ€οσ Α ° 4  πηλίίδον Parisinus
2038: πηλίοσ Α° 5 V ictorius: οησ (i.e. 0^12) A c

eξηλαγμίνον A c 9 Κα'4 2 add. Riccardianus 16 (confirm. Ar.)
I I  cuYc A ° 13 πλήθίΐ apogr. 14 τω Σ add. anon,

ap. T yrw hittu m : και Σ Reiz 15 κόμμι Riccardianus 16:
κόμι A 0 16 ταυτα. (και A )  και Ν (και Ρ )  και Σ coni. MorellUS
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flam e ’ (D + A). There is also another form of qualified 

metaphor. Having given the thing the alien name, one 

may by a negative addition deny of it one of the attributes 

naturally associated with its new name. An instance of 

this would be to call the shield not the 'cup o f A r e s ' as 

in the former case, but a 'cup that holds no wine* * * * A  

coined word is a name which, being quite unknown among 

a people, is given by the poet him self; e.g. (for there are some 

words that seem to be of this origin) ipvvycs for horns, and 

άρητήρ for priest. A  word is said to be lengthened out, 

when it has a short vowel made long, or an extra syllable 

inserted; e. g. πόληος for πολεω?, Πτ^λ^ιάδεω for Π^λειδου. It 

is said to be curtailed, when it has lost a part; e.g. κρΓ, δώ, 

and οψ in μ  ία γίνεται άμφοτέρων οψ, It is an altered word, 

when part is left as it was and part is of the poet’s making; 

e. g. δεύτερον for δεξιόν, in δεύτερόν κατά μαζόν.

The Nouns themselves (to whatever class they may belong) 

are either masculines, feminines, or intermediates (neuter). 

All ending in Ν , P , % or in the two compounds of this last, 

and fi, are masculines. A ll ending in the invariably long 

vowels, H  and Ω, and in A  among the vowels that may be 

long, are feminines. So that there is an equal number of 

masculine and feminine terminations, as Ψ and S  are the 

same as X  and need not be counted. There is no Noun, 

however, ending in a mute or in either of the two short 

vowels, E  and O. Only three (μ,ε'λι, κόμμι, πεπερι) end in 

I, and five in Y. The intermediates, or neuters, end in the 

variable vowels or in Ν , P , X
POETICS F



Aefecos δε αρετή σαφή και μή ταπεινήν είναι. σα- 22 

φεστάτη μςν ονν εσ τιν  ή εκ τών κυρίων ονομάτων, ά λλα  

20 τα π εινή · παράδειγμα δε ή Κ λεοφ ώ ντος π οίη σις και ή 

Σθενελον. σεμνή δε και εζα λλά ττο νσ α  το ιδιω τικόν ή τοΐς  

ξενικοΐς κεχρημενη· ξενικόν δε λέγω  γλώ ττα ν και μ ετα 

φοράν και επεκτασιν και παν  τδ παρά το κύριον. ά λ λ ’ αν 

vis [ay] άπαντα τοιαυτα ποιήση, ή α ίνιγμ α  εσ τα ι ή βα ρβα -  

25 ρισμός· αν μεν ονν εκ μεταφορών, α ίνιγμα, εάν δε εκ 

γλω ττώ ν, βα ρβα ρισ μός. α ινίγμα τος τε  γάρ Ιδέα αύτη εστί, 

το λέγο ντα  υπάρχοντα αδύνατα συνά ψ α ι— κατά μεν ονν 

τήν τώ ν ονομάτων σύνθεσιν ούχ οΐον τε τοντο ποιήσαι, κατά 

δε τήν μεταφορών ενδ έχετα ι— οΐον (ίάνδρ εΐδον πνρι χαλκόν  

3ο 67τ’ άνερι κολλήσα ντα,”  και τα τοιαυτα. εκ τώ ν γλω ττώ ν  

βαρβα ρισμός. δει άρα κεκράσθαί πως τούτοις · τδ μεν  

γάρ μή ιδιω τικόν π οιή σει μηδέ ταπεινόν, οΐον ή γλώ ττα  

και ή μεταφορά και δ κόσμος και τά λλα  τα είρημένα  

είδη, τό  δε κύριον τήν σαφήνειαν, ούκ ελά χισ το υ  δε μέρος 

1 4 5 8  6 σ υ μ β ά λλετα ι εις τό σαφ ές τής λεζεω ς και μή ιδιωτικόν  

αι επεκτάσεις  και άποκοπαΧ και ε ζα λλα γ α ι τώ ν ονομά

τ ω ν  δια μεν γάρ τό ά λλω ς εχειν  ή ώς τδ κύριον παρά 

τό εΐωθός γιγνόμενον τό μή Ιδιωτικόν π οιή σει, διά δε τό  κοι- 

5 νωνεΐν του είωθότος τό σαφές έσται. ώ στε ονκ όρθώς ψεγου- 

σ ιν  οι επιτιμώ ντες τώ τοιούτω τρόπω τής διάλεκτον και δια- 

κωμωδοΰντες τον ποιητήν, οΐον Ε υκλείδης δ αρχαίος, ώς 

ρόδιον ποιεΐν, ε ί τ ις  δώ σει εκτείνειν εφ ’ δπόσον βούλετα ι

24 αν om. apogr. 7τοιήσαί Α ° 20  Υλοττών Α ° 27
λέγοντα] λέγον τά Α ° 28 τών (άλλων) ονομάτων (ut videtur) Ar.

ουχοίονται A c 29 μεταφορών scripsi .* μεταφοράν Α ° ίδον Α°
πνρι χαλκόν V ictorius: πυρίχάλκον A 0 3 1 κ€κράσθαι Riccar- 

dianus 46 (confirm. A r .) : κ^κρίσθαι A ° , 14 58 b I συμβάλίται
A ° : συμβάλλονται apogr. 6 έπιτιμοΰντίσ A °
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The perfection of Diction is for it to be at once clear 22 

and not mean. The clearest indeed is that made up of 

the ordinary words for things, but it is mean, as is shown 

by the poetry of Cleophon and Sthenelus. On the other 

hand the Diction becomes distinguished and non-prosaic 

by the use of unfamiliar terms, i. e. strange words, metaphors, 

lengthened forms, and everything that deviates from the 

ordinary modes of speech.— But a whole statement in such 

terms will be either a riddle or a barbarism, a riddle, if made 

up of metaphors, a barbarism, if made up of strange words.

The very nature indeed of a riddle is this, to describe a 

fact in an impossible combination of words (which cannot 

be done with the real names for things, but can be with 

their metaphorical substitutes); e. g. ' I saw a man glue brass 

on another with fire/ and the like. The corresponding f 

use of strange words results in a barbarism.— A  certain /  

admixture, accordingly, of unfamiliar terms is necessary. 

These, the strange word, the metaphor, the ornamental 

equivalent, etc., will save the language from seeming mean 

and prosaic, while the ordinary words in it will secure the 

requisite clearness. W hat helps most, however, to render 

the Diction at once clear and non-prosaic is the use o f the 

lengthened, curtailed, and altered forms of words. Their 

deviation from the ordinary words will, by making the lan

guage unlike that in general use, give it a non-prosaic 

appearance; and their having much in common with the 

words in general use will give it the quality of clearness.

It is not right, then, to condemn these modes of speech, 

and ridicule the poet for using them, as some have done; 

e. g. the elder Euclid, who said it was easy to make poetry 

if one were to be allowed to lengthen the words in the 

statement itself as much as one likes— a procedure he
f  2
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"f ίαμβοπο ιή σας £ν αυτή τή  A e f e t f  (ί,Ε π ιχάρην ζΐδον  Μ αραθώ- 

ιο  vdbe β α δ ίζο ν τ α ”  καί “ ουκ. αν y έράμζνος j*roz> έκζίνου  ελ- 

λέβορον  f . ”  τό μέν ονν φ α ίνζσ θ α ί πως χρώμ^νον τούτω τω  

τρόπω γζλο ΐο ν ' τό δε μέτριον κοινόν απάντων £στι των  με- 

ρ ω ν  και yap μ€ταφοραΐς και γλω ττα ις  και τοΐς ά λλο ις  

ειδεσι χρώμ^νος άπρζπώς και έπίτηδζς £πι τά γελοία  τό  

15 αυτό αν άπ^ργάσαιτο . τό he άρμοττόντω ς οσον  διαφερει £πι 

των έπων θςωρςίσθω έντιθεμένων των ονομάτων €ΐς τό  με'- 

τρον. καί £πϊ της γλώ ττη ς  δε και £πϊ τω ν μεταφορών και 

έπϊ των ά λλω ν ίδζων μ ζτα τ ιθ ά ς  αν τ ις  τα κυρία ονόματα  

κατίδοι οτι αληθή λέγο μ ςν ' οΐον τό αυτό ποιήσαντος ίαμ- 

20 β ά ο ν  Α ισ χ ύ λο υ  και Εύριπίδου , ev δε μόνον όνομα μζτατιθέν-  

τος, άντι κυρίου ςίωθότος γλω ττα ν, τό μέν φ αίνεται καλόν 

τό δ’ ευτελε'?. Α ισ χ ύ λ ο ς  μέν yap Ιν  τω Φ ιλοκτήτη  εποιτ/σε 

φαγέδαινα ή μου σάρκας έσθ ίςι ποδός, 

ο δε άντι του εσ0ιει τό θοινάται μ ζτίθ η κ ζν . και 

25 νυν δε μ  £ων ο λίγο ς  τε και ουτιδανός και άζΐκής,

εί τις  λέγ ο ι τά  κύρια μ ςτα τιθ ά ς

νυν δε μ  £ων μικρός τε και ασθενικός και άςιδής·

και

δίφρον [τε] άζΐκέλιον καταθζϊς όλίγη ν  τε τράπεζαν,

3°  δίφρον μοχθηρόν καταθς.ις μικράν  τε τρ ά π εζα ν
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Bursian : ήτ*ι χάριν Α ° ίδον Α ° μαραθωνα de Α ° ΙΟ

άν γ€ράμ*νοσ Α ° 12 μέτρων S p en ge l: μέτρον Α ° 14 eVt
τά] έπειτα A c fort. yeXoiortpci 1 5 άρμοττόντως T ucker :
άρμόττοντοσ A c : άρμόττον apogr. 18 eld ίων A ° 19 Ιάμβων

A c 20 μ^ταθέντος apogr. 23 φαγέδαινα a p o g r.: φαγάδ€να

A c : φαγέδαιναν Hermann 25 δε μεώ»Ά0 άαικής Riccardianus 
46, Morelius (confirmare videtur A r .) : άζιδήσ A c 27 δέ μεώι/ A °  

μικρός re ap o g r.: μικροσ δέ Α ° 29 τε prius om. a p o g r.: τε*

(nisi forte ται fuerat) A c : τ ’ αΐκέλιον reposuit Vahlen



caricatured by reading Έ πιχάρην ειδον Μαραθωνάδε βαδίζοντα, 

and ουκ αν y εράμενος τον εκείνον ελλέβορον as verses. A  too 

apparent use of these licences has certainly a ludicrous 

effect, but they are not alone in th at; the rule of moderation 

applies to all the constituents o f the poetic vocabulary; even 

with metaphors, strange words, and the rest, the effect will 

be the same, if one uses them improperly and with a view 

to provoking laughter. The proper use of them is a very 

different thing. To realize the difference one should take 

an epic verse and see how it reads when the normal words 

are introduced. The same should be done too with the 

strange word, the metaphor, and the re s t; for one has 

only to put the ordinary words in their place to see the 

truth of what we are saying. The same iambic, for instance, 

is found in Aeschylus and Euripides, and as it stands in 

the former it is a poor lin e ; whereas Euripides, by the 

change of a single word, the substitution of a strange for 

what is by usage the ordinary word, has made it seem a fine 

one. Aeschylus having said in his Philoctetes:

φαγέδαινα rj μου σάρκας έσθίει ποδός,

Euripides has merely altered the εσ0ιει here into θοινάται. 

Or suppose

νυν δε μ  εών ολίγος τε και ουτιδανό? και άεικης 

to be altered by the substitution of the ordinary words into 

νυν δε μ  εών μικρός τε και ασθενικό? και άειδης.

Or the line

δίφρον άεικέλιον καταθεις όλίγην τε τράπεζαν

into
δίφρον μοχθηρόν καταθεις μικράν τε τράπεζαν.
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και το “ ήιόνες β ο ό ω σ ιν ”  ήιόνες κράζουσιν. e n  δέ Ά ρ ιφ ρ ά δ η ς  

τους τραγωδούς έ κ ω μ ' δει, οτι ά ονδεις άν εϊποι εν τή δια- 

λέκτω  τούτοις χρώ νται, οίον τό δωμάτων άπο ά λλα  μή  

από δωμάτων, και τό σέθεν καί τό έγω δέ νιν καί τό 

1 4 5 9 a Ά χ ιλ λ έ ω ς  πέρι ά λλα  μή περί Ά χ ιλ λ έ ω ς , καί οσα  ά λλα  

τοιαύτα. δια γάρ τό μή είναι έν το ΐς κνρίοις π οιε ί τό μή  

ιδιωτικόν έν τή λ έ ζε ι άπαντα τα  τοιαντα · έ κείνος δέ τούτο 

ήγνόει. έσ τιν  δέ μέγα μέν τό έκάστω τώ ν είρημένων πρεπόν- 

5 τω? χρήσθαι, καί διπλοί? όνομασι καί γλώ ττα ις, πολύ  δέ 

μ έγισ το ν τό μεταφορικόν είναι, μόνον γαρ τούτο ούτε παρ' 

άλλον έσ τι λ α β ε ΐν  ενφνίας τε σημεΐόν έ σ τ ι· ro  yap eo 

μεταφέρειν τό τό όμοιον θεωρεϊν έστιν . τών δ' ονομάτων τά 

μέν διπλά  μ ά λισ τα  άρμόττει το ΐς διθνράμβοις, αί δέ γ λ ώ τ - 

ιο  ται τοΐς ήρωικοΐς, αί δέ μεταφοραί τοί? Ιαμβείοις. καί έν 

μέν το ΐς ήρωικοΐς άπαντα χρή σιμα  τα είρημένα , έν δέ τοΐς  

ια μβ είοις διά τό οτι μ ά λ ισ τα  λ έ ζ ιν  μ ιμ εΐσ θ α ι ταύτα άρ- 

μόττει τώ ν ονομάτων οσοις καν έν [οσοι?] λό γο ις τ ις  χρή- 

σα ιτο · έσ τι δέ τά τοιαύτα  το κύριον καί μεταφορά καί κόσμος. 

15 περί μέν ονν τραγωδίας καί τής έν τώ πράττε ιν μ ιμήσεω ς  

έστω  ήμΐν ικανά τά είρημένα.

Π ερί δέ τής διηγηματικής καί έν μέτρω μιμ η τική ς, ι 

οτι δeΐ τούς μύθους καθάπερ έν τα ΐς τραγω δίαις σννιστάναι 

δραματικούς καί περί μίαν π ρά ζιν ολην καί τελεία ν  έχου- 

20 σαν αρχήν καί μέσα καί τέλο ς , ίν  ώσπερ ζώον έν ολον  

ποιή τήν οίκείαν ηδονήν, δήλον, καί μή όμοιας ιστορίας  τά?

31 το ϊωνεσ βοώσιν ή ΐωνεσ A c άρ^ιφράδησ A c 3 2* όίπηι
αΡ

A c 1 4 5 9 a 4  τ®] Α ° 6 π ,άλλου Α °  io  et 12
ίαμβίοισ A c 13 καν Riccardianus 46, H arles : και Α °

όσοις om. apogr. n s  ap o g r.: τί A c 20 fort.
ολον (δ ν) 21 ποιεί Α ° ίστορίαις τας συνθησεις [sic]r
Riccardianus 46: Ιστορίαις τάς συνθέσεις D acier
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Or ψόνες βοόωσιν into ήίόνζς κράζονσιν. Add to this that 

Ariphrades used to ridicule the tragedians for introducing ex

pressions unknown in the language o f common life, δωμάτων 

αττο (for άττο δωμάτων), σίθζν, εγώ δε νιν, Άχιλλε'ως ττίρι (for περί 

Άχιλλεω?), and the like. The mere fact of their not being in 

ordinary speech gives the Diction a non-prosaic character; 

but Ariphrades was unaware of that. It is a great thing, 

indeed, to make a proper use of these poetical forms, as 

also of compounds and strange words. But the greatest 

thing by far is to be a master of metaphor. It is the one 

thing that cannot be learnt from others; and it is also 

a sign of genius, since a good metaphor implies an intuitive 

perception of the similarity in dissimilars.

O f the kinds of words we have enumerated it may be 

observed that compounds are most in place in the dithyramb, 

strange words in heroic, and metaphors in iambic poetry. 

Heroic poetry, indeed, may avail itself of them all. But in 

iambic verse, which models itself as far as possible on the 

spoken language, only those kinds of words are in place 

which are allowable also in an oration, i. e. the ordinary 

word, the metaphor, and the ornamental equivalent.

Let this, then, suffice as an account o f Tragedy, the art 

imitating by means of action on the stage.

As for the po£try-which merely narrates, or imitates by 23 \ 

means of versified language (without action), it is evident 

that it has several points in common with Tragedy.

I. The construction of its stories should clearly be like 

that in a drama; they should be based on a single action, 

one that is a complete whole in itself, with a beginning, 

middle, and end, so as to enable the work to produce its 

own proper pleasure with all the organic unity o f a living
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συνήθεις θεΐναι, έν ais ανάγκη ονχ) μ ια ς πράξεως π οιεΐσθαι 

δήλω σιν  ά λ λ ’ kvos χρόνον, οσα έν τούτω συνέβη περι ένα 

ή πλείους, ών έκαστον ώς έτυχεν έχει προς ά λλη λα . ώσπερ 

25 γάρ κατά τους αντονς χρόνους ή τ  έν Σ α λα μ ΐν ι έγένετο  

ναυμαχία  και ή έν Σ ικ ελ ία  Καρχηδονίων μά χη  ονδέν 

προς το αντο συντείνουσαι τέλος, οντω  και έν το ΐς έφεξής 

χρόνοις ένίοτε γ ίνετα ι θάτερον μετά θάτερον, έ ξ  ών έν 

ονδέν γ ίνετα ι τέλος, σχεδόν  δε οι π ο λλο ί τώ ν ποιητώ ν τούτο  

3°  δρώσι. διδ ώ σπερ ειπομεν Ί]δη καϊ ταντη θεσπέσιος άν 

φανείη ΗΟ μηρος παρά τους άλλους, τώ μηδέ τον πόλεμον  

καίπερ έχοντα αρχήν και τέλος έπ ιχειρή σα ι ποιεΐν ολον · 

λ ία ν  γάρ άν μέγας και ονκ ευσύνοπτος έμ ελλεν έσεσθαι, 

ή τώ μεγέθει μετριάζοντα καταπεπλεγμένον τή π οικ ιλία .

35 νυν δ’ έν μέρος απολαβώ ν έπεισοδίοις κέχρηται αυτών 

π ολλο ΐς, οΐον νεών καταλόγω καί ά λλο ις  έπεισοδίοις [δϊς] 

δ ια λα μβά νει τήν π οίη σιν . οι δ’ ά λλοι περί ένα ποιούσι 

1 4 5 9  b και περί ένα χρόνον  και μίαν πράξιν πολυμερή, οΐον δ τά  

Κ ύπρια ποιήσας καί τήν μικράν Τλιάδα. τοιγαροϋν έκ μέν  

Ί λ ι άδος και Ό δ υ σ σ εία ς μ ία  τραγωδία π οιείτα ι έκατέρας 

ή δύο μόναι, έκ δε Κυπρίων π ο λλα ι και τής μικράς 

5 Ί λ ιά δ ο ί π λέον οκτώ, οΐον οπλώ ν κρίσις, Φ ιλοκτήτης, 

Ν εοπ τόλεμος, Ενρύπυλος, π τω χεία , Αάκαιναι, Τ λ ίο υ  π έρσις  

και απόπλους, και Σ ίνω ν και Τρωάδες, ετι δε [ετι δε] 24 

τά εϊδη ταύτά δει έχειν  τήν έποποιίαν τή τραγωδία, ή 

γάρ απλήν ή π επ λεγμένην ή ηθικήν ή παθητικήν· και τά  

ίο μέρη έξω μελοποιία ς και οφεως τα ντά · και γάρ περιπετειών

22  θεΐναι scrip si: είναι A c 25 σάλαμίνη A c 26 νανμαχοσ 

A °  28 μετά θάτερον Parisinus 2038: μετά θατέρον Α ° 3 1 Τ<Ρ 
Riccardianus 16: τό Α ° 33  μ*Ία ΡΓ· Α ° 3  ̂ δίσ deletum in Α °; 
οϊς Riccardianus 16 1 4 5 9 b 2 κ νπρια Reiz : κυπρικά Α ° 4  μόνασ

pr. Α ° 7  πρωίάδεσ pr. Α ° ετι δέ bis A c 8 δεί] δή Α °
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creature. Nor should one suppose that there is anything 
vlike them in our usual histories. A  history has to deal not 
with one action, but with one period and all that happened 
in that to one or more persons, however disconnected the 
several events may have been. Just as two events may 
take place at the same time, e .g . the sea-fight off Salamis 
and the battle with the Carthaginians in Sicily, without 
converging to the same end, so too of two consecutive 
events one may sometimes come after the other with no 
one end as their common issue. Nevertheless most of our 
epic poets, one may say, ignore the distinction.

Herein, then, to repeat what we have said before, we have 
a further proof of Homer’s marvellous superiority to the 
rest. H e did not attempt to deal even with the Trojan war 
in its entirety, though it was a whole with a definite beginning 
and end— through a feeling apparently that it was too long 
a story to be taken in in one view, or if not that, too 
complicated from the variety of incident in it. A s it is, 
he has singled out one section of the w hole; many of the 
other incidents, however, he brings in as episodes, using 
the Catalogue of the Ships, for instance, and other episodes 
to relieve the uniformity of his narrative. As for the other 
epic poets, they treat o f one man, or one period; or else * 
of an action which, although one, has a multiplicity of 
parts in it. This last is what the authors of the Cypria 
and Little Iliad have done. And the result is that, whereas 
the Iliad or Odyssey supplies materials for only one, or at 
most two tragedies, the Cypria does that for several, and 
the Little Iliad for more than eigh t: for an Adjudgment of 
Arms, a Philoctetes, a Neoptolemus, a Eurypylus, a Ulysses as 
Beggar, a Laconian Women, a Fall of Ilium, and a Departure 
of the Fleet; as also a Sinon, and a Women of Troy.

II. Besides this, Epic poetry must divide into the same 24 
species as Tragedy; it must be either simple or complex, 
a story of character or one of suffering. Its parts, too,
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δει και αναγνωρίσεων  και παθημάτω ν · Ιτ ι τα? διανοίας καί 

την λ έ ξ ιν  έχειν  καλώς. οις ά πασιν ΗΟ μηρος κέχρητα ι και 

πρώτος και Ικανώς. και γαρ και τώυ ποιημάτω ν  !κά- 

τερον σννέστηκεν η μεν  Ί λ ια ?  απλονν και παθητικόν, η δε 

15 ’Ο δύσσεια πεπ λεγμένον  (άναγνώ ρισις γαρ διόλου) και ηθική· 

προς γαρ τούτοις λ έ ξε ι και διάνο ία πάντα νπ ερβέβληκεν.

Δ ια φ έρει δ£ κατά τε  τής σνστάσεω ς το μήκος ή 

εποποιία  καί τό μέτρον. τον μεν ονν μήκονς όρος ικανός ό 

είρημενος· δννασθαι γάρ δει σννοράσθαι την αρχήν καί τό  

20 τέλος. εϊη δ’ άν τοντο, εΐ των μεν αρχαίων έλάττονς  

αί συστά σεις εΐεν, προς δε τό πλήθος τραγωδιών των  

είς μία ν άκρόασιν τιθέμενω ν παρήκοιεν. έχε ι δ£ προς το 

έπεκτείνεσθαι τό μέγεθος π ολν τ ι ή εποποιία Ιδιον διά 

τό εν μεν rfj τραγωδία μή ένδέχεσθαι άμα πραττόμενα  

25 π ο λλά  μέρη μ ιμ εΐσ θ α ι α λλά  τό έπι τής σκηνής και των  

υποκριτών μέρος μ ό ν ο ν  εν δε τη εποποιία διά τό διήγησιν  

είναι έσ τι π ολλά  μέρη άμα ποιεΐν περαινόμενα, νφ9 ών 

οικείων όντων ανζεται ό τον ποιήματος όγκος. ώ στε τουτ 

έχει τό αγαθόν εις μεγαλοπρέπειαν  και τό μ ετα β ά λλειν  τον  

30 άκονοντα και έπεισοδιουν άνομοίοις επεισοδίοις· τό γάρ 

όμοιου τα χν πληρούν έκπίπ τειν π οιεί τάς τραγωδίας, τό δέ 

μέτρον τό ηρωικόν από τής πείρας ήρμοκεν. εί γάρ τ ις  έν 

ά λλω  τ ιν ι μέτρω διηγητικήν μ ίμ η σ ιν  ποιοΐτο ή έν π ο λλο ΐς , 

άπρεπες αν φαίνοιτο· τό γάρ ηρωικόν στασιμώ τατον και 

35 όΎκωδέστατον τω ν μέτρων έσ τιν— διό και γλώ ττα ς και με-

13  ίκανώς apogr. (confirm. Ar.) : Ικανόσ Α °  πονημάτων Α ° 15 

αναγνωρίσεις Christ ηθικόν COIT. rec. Α ° ΐ 6 γαρ Α ° : δε

apogr. πάντας apogr. 21 πρός δε apogr. (confirm. A r .) :

προσθε Α ° 29 fort, [τό] αγαθόν 32 ήρμωκεν Α ° 33
διηγηματικην apogr.
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with the exception of Song and Spectacle, must be the 

same, as it requires Peripeties, Discoveries, and scenes of 
suffering just like Tragedy. Lastly, the Thought and Diction 

in it must be good in their way. A ll these elements appear 

in Homer first; and he has made due use of them. His 

two poems are each examples of construction, the Iliad 

simple and a story of suffering, the Odyssey complex (there 

is Discovery throughout it) and a story o f character. And 

they are more than this, since in Diction and Thought too 

they surpass all other poems.
There is, however, a difference in the Epic as compared 

with Tragedy, (i) in its length, and (2) in its metre. (1) As 

to its length, the limit already suggested will suffice: it must 

be possible for the beginning and end of the work, to be 
taken in in one view— a condition which will be fulfilled 

ifTKeTpoem be shorter than the old epics, and about as 

long as the series of tragedies offered for one hearing. 

For the extension of its length epic poetry has a special 

advantage, o f which it makes large use. In a play one 
cannot represent an action with a number of parts going 

on simultaneously; one is limited to the part on the stage 

and connected with the actors. W hereas in epic poetry 

the narrative form makes it possible for one to describe 

a number o f simultaneous incidents; and these, if germane 

to the subject, increase the body of the poem. This then 
is a gain to the Epic, tending to give it grandeur, and also 

variety of interest and room for episodes of diverse kinds. 

Uniformity of incident by the satiety it soon creates is apt 

to ruin tragedies on the stage. (2) A s for its metre, the 

heroic has been assigned it from experience; were any one 

to attempt a narrative poem in some one, or in several, of 
the other metres, the incongruity of the thing would be 

apparent. The heroic in fact is the gravest and weightiest



τ αφοράς δέχεται μ ά λ ισ τα · π εριττή γάρ και *  *  ή διηγημα- 

τική μ ίμ η σ ις τών ά λλω ν. το δε Ιαμβεΐον καί τετράμετρου  

14 6 0  a κινητικά και το μεν ορχηστικόν τό δε πρακτικόν. ετι δε άτο- 

πώτερον εΐ μ ιγνύοι τ ις  αυτά, ώσπερ 'Καιρήμων. διό ουδεις 

μακράν σ νσ τα σ ιν  εν ά λλω  πεποίηκεν ή τώ ήρωω, άλλ* ώ σ 

περ εϊπομεν αυτή ή φ νσ ις διδάσκει τό άρμόττον αυτή 

5 αΐρεΐσθαι. 'Ό μ ηρ ος δε ά λλα  τε π ο λλά  άξιος έπαινεΐσθαι και 

δή καί ότι μόνος τώ ν ποιητών ουκ αγνοεί δ δει π οιεΐν αυτόν, 

αυτόν γάρ δει τον ποιητήν ελά χ ισ τα  λ έ γ ε ιν  ου γάρ έ σ τι 

κατά ταντα μ ιμητής. οι μεν ούν ά λλο ι αυτοί μεν δι όλου 

αγω νίζονται, μ ιμούνται δε ο λίγα  και όλιγάκις· ό δε ο λίγα  

ίο  φροιμιασάμενος εύθυς εισά γει άνδρα ή γυναίκα ή άλλο τ ι  

ήθος, και ουδέν3 άήθη άλλ* έχοντα ήθη. δει μεν ουν έν ταΐς  

τραγω δίαις ποιεΐν τό θαυμαστόν, μ ά λλο ν  δ* ενδέχεται έν 

τή έποποιία τό άλογον, δι ό σ υμβ α ίνει μ ά λ ισ τα  τό θαυ

μαστόν, διά τό μή όράν εις τον πράττοντα · έπεϊ τά περϊ 

ΐ5 τήν 'Έ κτορος δίω ξιν έπι σκηνής όντα γελο ία  αν φανείη, οι 

μεν έστώ τες και ου διώκοντες, 6 δε άνανεύων, έν  δε t o is  

έπεσιν λανθάνει, τό δε θαυμαστόν ήδύ* σημείου  δε, πάντες  

γάρ προστιθέντες ά π α γγέλλο υ σιν  ώς χαριζόμενοι. δεδίδαχεν 

δε μ ά λισ τα  'Ό μ ηρ ος και τους ά λλους ψευδή λ έ γ ε ιν  ώ$ δει. 

20 έσ τι δε τοντο παραλογισμός. οίονται γάρ άνθρωποι, όταν

36 excidisse videtur τανταις vel ταυτ^ (cf. Tw ining ad loc.) 37
μίμησις  apogr. : κίνησισ  A c Ιαμβίον A c 1460® I κινητικά

και corr. Riccardianus 46, V a h le n : κινητικοί A c 2 μ ιγννοι

Parisinus 2038: μιγννοι apographa p leraque: μηγνύη (fuit μή γ ν ν η ; 
-η fin. in litura) A c : μή γνοίη Ar. 3 τ<ρ] τ° A c 4 α Γ̂.7]
αυτή Α ° 5 α ϊρ ύ σ θ α ι Bonitz (confirm. A r .) : διαιρά σθα ι A c

11. ουδέν άήθη V icto riu s: ούδένα άήθη Riccardianus φ  ι ονδένα 

ήθη Α ° 13 άλογον  Victorius : άνάλογον A c (et A r.) δι Ο

Parisinus 2038: διό Α °  14 <rVe\ apogr. : έπειτα  Α ° (et Ar.)
20 fort, άνθρωποι
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of metres— which is what makes it more tolerant than the 

rest of strange words and metaphors, that also being a point 
in which the narrative form of poetry goes beyond all others. 

The iambic and trochaic, on the other hand, are metres of 

movement, the one representing that of life and action, the 

other that of the dance. Still more unnatural would it 

appear, if  one were to write an epic in a medley of metres, 

as Chaeremon did. Hence it is that no one has ever written 

a long story in any but heroic verse; nature herself, as we 

have said, teaches us to select the metre appropriate to such 

a story.
Homer, admirable as he is in every other respect, is 

especially so in this, that he alone among epic poets is not 

unaware of the part to be played by the poet himself in 

the poem. The poet should say very little in propria personat 
as he is no imitator when doing that. W hereas the other 

poets are perpetually coming forward in person, and say but 

little, and that only here and there, as imitators, Homer after 

a brief preface brings in forthwith a man, a woman, or some 
other Character— no one of them characterless, but each 

with distinctive characteristics.

The marvellous is certainly required in Tragedy. The 

Epic, however, affords more opening for the improbable, 

the chief factor in the marvellous, because in it the agents 

are not visibly before one. The scene o f the pursuit of 
Hector would be ridiculous on the stage— the Greeks halting 

instead of pursuing him, and Achilles shaking his head to 

stop them; but in the poem the absurdity is overlooked. 
The marvellous, however, is a cause of pleasure, as is shown 

by the fact that we all tell a story with additions, in the 

belief that we are doing our hearers a pleasure.
Homer more than any other^has taught the rest, o f q is jh e , 

art of framingJies~m~J:h-eright, .way, I mean the use of

^2φ  I459  b 36— !4 6 o a 20 77



rovbl δντος Tobl fi η γινομένου γίνη τα ι, et το νστςρον έστιν , 

καί το πρότςρον eivai η γίν€σθαι· τοντο be έσ τι yfrevbos. διό 

bei, αν το ητρωτόν \frevbos, ά λλο  δ£ τούτον οντος ανάγκη eivai 

η γ€νέσθαι fj, 7TpoaOeXvar διά γάρ το τοντο elbevai αληθές 

2 5 ον παραλογίζ€ται ημων η ψ νχη καί το πρώτον ως δν. ττα- 

pdbeιγμα be τοντο έκ των Ν ίπτρω ν. προαιρ€ΐσθαί re  bei 

αδύνατα €ΐκότα μ ά λλο ν η δυνατά απίθανα· τονς  re  Aoyous' 

μη σννίστα σ θα ι έκ μ€ρων αλόγω ν, ά λλα  μ ά λισ τα  μέν μη- 

bέν έχξίν  άλογον, el bέ μη, έξω του μνθ€υματος, ω σ π ep 

30 Ο Ιδίπονς το μη elbe ναι πως 6 Α άιος άπέθαν€ν, ά λλά  μη kv 

τω bpάμaτίf ω σιrep ev Ή λέκ τρ α  ol τά ΥΙνθ ια ά π α γγέλλο ν-  

res  η ev ΜυσοΓ? ό άφωνος έκ Teye'as e h  την Μ νσία ν ηκων. 

ωστ€ το λeγeιv  οτι άνρρητο αν δ μνθος γ € λο ΐο ν  e£ άρχης 

γάρ ον bei σννίστασ θαι τοιούτονς, αν bέ θη καί φ αίνηται 

35 €νλογωτέρως ένδέχ€σθαι, καί ά το π ο ν  Ζπ€ΐ καί τά ev Ό δ υ σ - 

aeia άλογα τά πepί την έκθ€σιν ως ονκ άν ην άν€κτά δηλον  

1 4 6 0 b άζ; γένοιτο, el αντά φανλος ποιητης ποιησ€te* νυν δέ rots 

άλλους αγαθούς δ ποιητης άφavίζeL ηδννων το άτοπον. τ ί) δέ

λe/fe ι δet bιaπoveΐv ev τοΐς άργοΐς pepeaiv και μητ€ ηθικοΐς 

μητ€ διανοητικούς· άποκρνπτ€ΐ γάρ π ά λιν  η λ ία ν  λαμπρά  

5 λ έ ξ ις  τά  re  ηθη και τάς διανοίας.

Tlepl δέ προβλημάτω ν και λνσ€ων, έκ πόσω ν  re  καί 25 

ποιων  [άζ>] eib&v έσ τιν , ώδ’ άν θ€ωρονσιν γένοιτ άν φαν€ρόν.

21 του διόντοσ pr. A c robt y η apo gr.: τό δι’ ην pr. A c (corr.
τό δι η, vel fji) d] η in textu A c 23 δ«ί Riccardianus 46,
Bonitz : δή A c άλλο codices R obortelli: άλλου A c (άλλ* ου-
corr.) 24 y Jortin : η A c 25 tv m. rec. in litura A c

26 τούτον codex Robortelli νίπτρω A ° 27 άπείθανα A °  30 
fort. <ό> Οϊδίπους Aatos Riccardianus 16 : ϊόλαοσ A 0 33 οστ« 
pr. Α ° ανήρατο Α ° γίλοιον Α ° 1460 b I ποιησ€ΐ€
Riccardianus 46, H ein siu s: ποίησή A 0 5 τ<* re] τά  δβ Α °

7 αν ante «ίδών om. apogr.
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paralogism. W henever, if A  is or happens, a consequent, B, 

is or happens, men’s notion is that, if the B is, the A  also is 
— but that is a false conclusion. Accordingly, if  A  is untrue, 

but there is something else, B, that on the assumption of its 

truth follows as its consequent, the right thing then is to add 

on the B. Just because we know the truth o f the conse

quent, we are in our own minds led on to the erroneous 

inference of the truth of the antecedent. Here is an instance, 

from the Bath-story in the Odyssey.

A  likely impossibility is always preferable to an uncon- 

vincing possibility.^ The story should never be made up of 

improbable incidents; there should be nothing of the sort 

in it. If, however, such incidents are unavoidable, they 

should be outside the piece, like the hero’s ignorance in 
Oedipus of the circumstances of Laius’ death; not within it, 

like the report of the Pythian games in Electrat or the man’s 

having come to Mysia from Tegea without uttering a word 

on the way, in The Mysians. So that it is ridiculous to say 

that one’s Plot would have been spoilt without them, since 

it is fundamentally wrong to make up such Plots. I f  the 
poet has taken such a Plot, however, and one sees that he 

might have put it in a more probable form, he is guilty of 
absurdity as well as a fault of art. Even in the Odyssey 

the improbabilities in the setting-ashore of Ulysses would be 
clearly intolerable in the hands of an inferior poet. As it 

is, the poet conceals them, his other excellences veiling 

their absurdity. Elaborate Diction, however, is required 

only in places where there is no action, and no Character 

or Thought to be revealed. W here there is Character or 

Thought, on the other hand, an over-ornate Diction tends to 

obscure them.
As regards Problems and their Solutions, one may see 25 

the number and nature of the assumptions on which they
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e7rei γάρ έσ τι μ ιμ η τή ς ό ποιητής ωσττζρανύ ζωγράφος η τ ις  

ά λλο ς ξίκονοττοιός, ανάγκη μ ιμ έισ θ α ι τριώ ν δντων τον άριθ- 

ιο  μον ev τ ι aei, η γάρ οια ην η έστιν , η οΐά φ ασιν και boKei, 

οΐα eivai δ et. ταυτα  δ’ ζ ζ α γ γ ίλ λ ζ τ α ι λ ί ζ ζ ι  η καί 

γλώ ττα ις καί peT αφόραΐς· και π ολλά  πάθη της λςξςώ ς έσ τι, 

bibopeν γάρ ταυτα τοΐς ποιηταΐς . προς be τούτοις ουχ η αυτή 

όρθότης έσ τϊν  της π ολίτικη ς  και της ποιητικής ovbe ά λλη ς  

15 τέχνη ς  και ποιητικής. αυτής be της ποιητικής άιττή αμαρτία, 

ή μέν γάρ καθ’ αυτήν, ή δβ κατά συμβ€βηκός, ei μέν γάρ  

π ρ θ € ^ τ ο  μιμ ή σα σθα ι *  *  abvvapiav, αυτής ή α μ α ρ τ ί α ei 

δβ τω πpoeλέσθaι μή όρθώς, α λλά  τον ίππον άμφω τά  

δ e f ιά προβ€βληκότα, ή το καθ' έκάστην τέχνη ν αμάρτημα  

so (οΐον το κατ Ιατρικήν ή ά λλη ν τέχνην) ή άάννατα πeπoίητaι 

δποΐ* αν ούν, ου καθ’ έαυτήν. ώατβ δ€Ϊ τά έπιτιμήμα τα  έν το ΐς  

π ροβλήμασιν έκ τούτων έπισκοποϋντα kveiv. πρώτον μέν τά  

προς αυτήν τήν τ έ χ ν η ν  (el) άάύνατα π€ποίηται, ήμάρτηται· 

ά λ λ ’ όρθώς έχ€ΐ, el τυγχάν€ΐ του τέλους του αυτής, (το γάρ  

35 τέλος €ΐρηται) el όντως έκπληκτικώτ€ρον ή αύτο ή ά λλο  π ο κ ΐ  

μέρος. πapάbeιγμa ή του * Ε κτορος ά ιω ζις. el μέντοι το  

τέλος ή μ ά λλο ν (ή μή) ήττον έvebέχeτo νπάρχ€ιν και κατά 

τήν π€ρ\ τούτων τέχνη ν, [ήμαρτήσθαι] ονκ όρθώς· δ€Ϊ γάρ el 

ένόέχ€ται ολω ς μηόαμτ) ήμαρτήσθαι. e ri ποτέρων έ σ τι το  

30 αμάρτημα, τώ ν κατά τήν τέχνη ν ή κατ ά λλο  συμβ€βη-

8 ή] et pr. A c 9 τ°ν αριθμόν a p o g r.: τών αριθμών Α °  I I  ή add. 
apogr. 16 el] η pr. A c 17 exciderunt fort. ήμαρτ€ be bi' el 
Riccardianus 16, corr. Parisinus 2038: ή A c 18 τώ  corr.
Parisinus 2038 : τό A c 20 ή αδύνατα π€ποίηται induxit Duentzer 

21 δποι αν ούν scrip si: όποιαν όυν Α ° : όποιανονν v u lg .: όποιαούν
el

W instanley fort, έπιτιμήματα ( τ ά )  22 τά] τά  (el superscr.
m. rec.) A c 23 el add. Parisinus 2038, Vahlen 24 αυτής
a p o g r.: αύτήσ A c 27 ή μή add. U eberw eg : ή add. corr. A 0,
apogr. 28 ήμαρτήσθαι (μαρτήσθαι pr. A c) seclusi
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proceed by viewing the matter in the following way. (1) The 
poet being an imitator just like the painter or other maker 
of likenesses, he must necessarily in all^instances represent 
things in one or other of three aspects,"either as they were 
or are, *%? as they are said or thought to be or to have 
been, o?  as they ought to be. (2) A ll this he does in 
language, with an admixture, it may be, of strange words 
and metaphors, as also of the various modified forms of 
words, since the use of these is conceded in poetry. (3) It 
is to be remembered, too, that there is not the same kind 
of correctness in poetry as in politics, or indeed any other 
art. There is, however, within the limits of poetry itself 
a possibility of two kinds of error, the one directly, the 
other only accidentally connected with the art. If  the poet 
meant to describe the thing correctly, and failed through 
lack of power of expression, his art itself is at fault. But 
if it was through his having meant to describe it in some 
incorrect way (e. g. to make the horse in movement have 
both right legs thrown forward) that the technical error 
(one in a matter of, say, medicine or some other special 
science), or impossibilities of whatever kind they may be, 
have got into his description, his error in that case is not 
in the essentials of the poetic art. These, therefore, must 
be the premisses of the Solutions in answer to the criticisms 
involved in the Problems.

I. As to the criticisms relating to the poet's art itself.\ 
Any impossibilities there may be in his descriptions of things 
are faults. But from another point of view they are justifiable, 
if they serve the end of poetry itself— if (to assume what we 
Have said of that end) they make the effect of some portion 
of the work more astounding. The Pursuit of Hector is 
an instance in point, If, however, the poetic end might 
have been as well or better attained without sacrifice of 
technical correctness in such matters, the impossibility is 
not to be justified, since the description should be, if it c&n, 
entirely free from error. One may ask, too, whether the 
error is in a matter directly or only accidentally connected

25. 1460b 8-30 81
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Koy ; ελα ττον γάρ εί μή ήδει οτι έλαφ ος θήλεια κέρατα 

ουκ έχει ή εί άμιμήτω ς έγραψεν. προς δε τούτοις έάν 

έπ ιτιμ ά τα ι οτι ονκ αληθή, ά λ λ ’ ίσ ω ς  δει, οΐον και Σοφ οκλής  

έφη αύτος μέν οϊονς δει ποιειν , Ενριπίδην δέ οΐοι ε ίσ ίν, ταύτη  

35 λντέον. ει δε μηδετέρως, οτι οντω φ ασίν, οΤον τά περί, 0 ε ώ ν  

ίσω? yap  ούτε β έλ τ ιο ν  [οί/τε] λέγ ε ιν  οντ αληθή, ά λ λ ’ έτυχεν  

1 4 6 1 a ώσπερ Εενοφάνει* ά λ λ ’ ονν φ ασι. τά δε forcoy ον β έλ τιο ν  

μέν, ά λ λ ’ .ovrooy εΐχεν, οΤον τά περί των οπλώ ν, “  £γχεα 

δε σ φ ιν  ορ0’ επί σανρωτήρος· ”  οντω γάρ τότ ένόμιζον, 

ώσπερ και ννν Ί λ λ ν ρ ιο ί. περί δε του καλώς ή μή καλώς 

5 ?*/ εϊρηταί τ ιν ι ή πέπρακται, ον μόνον σκεπτέον εις αντδ το 

πεπραγμένου ή ειρημένον β λέπ ο ντα  ει σπονδαΐον ή φαν- 

λον, α λλά  και ει? τον πράττοντα ή λέγοντα  προς ον ή 

οτε i) ° T(? V °ν  ένεκεν, οιον τ) μείζονος  άγαμου, ινα γε- 

νητα ι, (ή) μείζονος κακόν, ινα άπογένητα ι. τά δε προ? τ?)ν 

ίο Κ έ ζ ιν  όρώντα δει διαλνειν, οΐον γ λώ ττη  ”  ονρήας μέν πρώ 

τον · ”  lacoy γάρ ον Tovy ή μ ι όνους λέ γ ε ι  α λλά  Tovy φύλα

κας· και τον Δ όλω να , “  oy ρ’ ?/ το ι εΓδoy μεν έην κακός,”  

ου τδ σώμα ασύμμετρου α λλά  τδ πρόσωπον αισχρόν, το γάρ 

ευειδές οι Κρήτες (τδ) ευπρόσωπον καλοΰσ ι· και τδ “  ζωρό- 

ΐ5 τερον δε κεραιε ”  ον τδ άκρατον ως ο ίνόφ λυζιν  α λλά  τδ 

θάττον. τά δέ κατά μεταφοράν εϊρηται, οΐον “  ά λλο ι μέν

31 ειδει pr. A c 32 *)] *7 ΡΓ· εί ά μ μ φ τω ί] άμιμητωσ
(corr. κάμιμητωσ) Α ° 33 *σωϊ] οιου? m. rec. in marg. A c

34 Ενριπίδην H ein siu s: ^νριπίδησ A °  36 ούτε alterum om. 
Parisinus 2038: οντω Riccardianus 16 1 4 6 1a 1 ξ€νοφάν€ΐ

vel ζ*νοφάνης apogr. : %€νοφάνη A c ούν T y rw h itt: οΰ Α °
φασί. τα δε S p en g e l: φασι τάδε. A c 2 Ζνχεα Α °  3 τοτ€

νομίζον pr. A c 6 εί] ή Α °  8 ον ει/εκεν] ονν Zuev A c 17] εί 

apogr. 9  ̂ add. corr. A c, apogr. 12 ος p ή τοι Vahlen : 

ώσ ρητοί (corr. rec. p )  A c Ζην] εί ήν Α °  14 το addidi
15 κεραι εου pr. A c 16 τά  S p en g e l: το A c

82 25. 1460 b 31— 1461 a 16



with the poetic art; since it is a lesser error in an artist 
not to know, for instance, that the hind has no horns, than 
to produce an unrecognizable picture of one.

II. I f  the poet’s description be criticized as not true to 
fact, one may urge perhaps that the object ought to be as 
described— an answer like that o f Sophocles, who said that 
he drew men as they ought to be, and Euripides as they 
were. I f  the description, however, be neither true nor of the 
thing as it ought to be, the answer must be then, that it is 
in accordance with opinion. The tales about Gods, for 
instance, may be as wrong as Xenophanes thinks, neither 
true nor the better thing to say; but they are certainly in 
accordance with opinion. O f other statements in poetry 
one may perhaps say, not that they are better than the 
truth, but that the fact was so at the tim e; e. g. the descrip
tion of the arm s: ‘ their spears stood upright, butt-end upon 
the ground ’ ; for that was the usual way of fixing them then, 
as it is still with the Illyrians. A s for the question whether 
something said or done in a poem is morally right or not, 
in dealing with that one should consider not only the intrinsic 
quality of the actual word or deed, but also the person who 
says or does it, the person to whom he says or does it, 
the time, the means, and the motive of the agent— whether 
he does it to attain a greater good, or to avoid a greater 
evil.

III. Other criticisms one must meet by considering the 
language of the poet: (1) by the assumption of a strange 
word in a passage like ονρήας μλν πρώτον, where by ovprjas 
Homer may perhaps mean not mules but sentinels. And 
in saying o f Dolon, os p rj rot €t8os ρλν Ζην κακόs, his meaning 
may perhaps be, not that Dolon’s body was deformed, but 
that his face was ugly, as cvctŜ s is the Cretan word for 
handsome-faced. So, too, ζωρότ€ρον 8e Kcpatc may mean not 
‘ mix the wine stronger,’ as though for topers, but ‘ mix it 
quicker.’ (2) Other expressions in Homer may be explained 
as metaphorical; e. g. in άλλοι μΖν pa 0eot re καί avepes tvSov

G 2
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pa θεοί τε  και άνερες ένδον *  *  π α νν νχ ιο ι·”  άμα δε φ η σιν  

“  η t o l  or  ες πεδίον τό Τρωικοί/ άθρήσειεν, ανλω ν σνρίγγω ν  

f r e  ojutaSoi/f·”  το γαρ πάντες άντι {τον) π ο λ λ ο ί κατά μετα-  

30 φοράν εΐρηται, το γάρ παν π ολν  τ ι. και τό “  οϊη δ’ άμμο- 

pos  ”  κατά μεταφοράν, το γάρ γνωριμώ τατον μόνον . κατά 

Se προσωδίαν, ώσπερ  'Ιπ π ία ν ελνεν ό Θ ά σ ιος, τό 4t δίδομεν 

h i  01 ”  και “  τό μεν ον καταπνθεται όμβρω .”  τά  Se διαιρέ

σει, οΐον  ’ Ε μπεδοκλής “  άΐψ α δε θνι’}τ εφνοντο, τά πριν μ ά - 

25 θον αθάνατα ζωρά τε πρϊν κεκρητο”  τα  Se α μ φ ιβ ο λία , 

“  παρωχηκεν Se π λεω  ν ν ξ ”  το γάρ π λείω  α μφ ίβολόν εσ τιν .

τά δε κατά τό έθος της λεζεω ς. τον κεκραμενον οΐνόν

φ α σιν είναι, όθεν πεποίηται (t κνημις νεοτενκτον κασσιτε-  

ρ ο ιο ”  και χα λκεας τονς τον σίδηρον εργαζομενονς, όθεν εί- 

30 ρηται δ Ταννμήδης  Δ ι ι  οίνοχοενειν, ον π ινόντω ν οίνον . εΐη 

S’ αν τοντό γε  κατά μεταφοράν. Sei Se και όταν όνομά  

τ ι νπεναντίω μά τ ι δοκη σημαίνειν, επισκοπεΐν π οσαχω ς αν 

σημαίνοι τοντο εν τω είρημενω, οΐον τω “ τη  /5’ εσχετο χ ά λ-  

κεον Ζγχος ”  τό ταντη κωλνθηναι π οσαχω ς  ενδεχεται— ώδι η 

3f  (ώδι) ώ ί μ ά λ ισ τ 9 αν τ ις  νπ ολά β οι κατά την καταντικρν η 

1 4 6 1 b ως Γλανκω ν λεγ ε ι, οτι ενια άλόγω ς προνπολαμβάνονσιν και 

αντοί καταψ ηφισάμενοι σ ν λλο γίζο ντα ι, και ως είρηκότος ό

1 7 post ενδορ intercidisse suspicor άπαρτες παρύχιοι pr. A c

19 re όμαδόρ] θ' δμαδορ Sylburgius; haud scio an integer versus 
(II. IO. 13), ανλώρ συρίγγωρ τ εροπηρ ομαδόρ τ' άρθρώπωρ, sit resti-
tuendus τον add. apogr. 20 όιη pr. A c (οΐη m. rec.) 24
θρητ' Morelius : θρητά A c 25 άθάρατ { that)  Riccardianus 46

ζωρά V icto riu s : ζώά A °  κεκρητο (t superscr. m. rec.) A °

αμφιβολία pr. A °  27 t o p  κεκραμερορ apogr. : τωρ κεκραμερωρ

A 0 30 οΐροχοεύει A °  πει ρόρτωρ pr. A °  3 1 ορό ματ 1

νπεραρτιώματι (fuit -ιω -) δοκεϊ A c 3 3  σημαίροι Vahlen (ed. i )  :

σημαιροιε Α °  : σημψειερ apogr. οΐορ τώ scripsi : οΐορ τό Α °

35  ώδι add. Riccardianus 46, Vahlen 1461b I o n ]  τί  A °

(marg. m. rec. o n )  2 είρηκότος Riccardianus 46 : είρηκότεσ A c
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(<χ7ταντ€9) π α ν ν υ χ ι ο ι , as compared with what he tells us at the 

same time, rj τ ο ι  o r  e s  π ε δ ί ο ν  τό  Τρωικοί/ ά θ ρ η σ ε ιε v t αυλώι/ 

σ υ ρ ι γ γ ώ ν  tre δ μ α δ ό ν Ύ ,  the word α π α ν τ ε ς ,  'a li/  is metaphorically 

put for 'm any/since 'a i r  is a species o f 'm any/ So also 

his ο ίη  δ* ά μ μ ο ρ ο ς  is metaphorical, the best known standing 

'alone/ (3) A  change, as Hippias suggested, in the mode 

of reading a word will solve the difficulty in δ ίδ ο μ ε ν  S i  ol, 

and τ ό  μ ε ν  ο ν  κ α τ α π ν θ ε τ α ι  ο μ β ρ ω .  (4) Other difficulties may 

be solved by another punctuation; e. g. in Empedocles, α ΐψ α  

δ ε θ ν η τ  ε φ ν ο ν τ ο ,  τ α  τ τ ρ ίν  μ ά θ ο ν  α θ ά να τα  ζ ω ρ ά  τ ε  π ρ ι ν  κ ε κ ρ η τ ο .  

Or (5) by the assumption of an equivocal term, as in τταρω- 

χ η κ ε ν  δ ε  τ τ λ ε ω  ν ν £ ,  where π λ έ ω  is equivocal. Or (6) by an 

appeal to the custom of language. Wine-and-water we 

call 'w in e ’ ; and it is on the same principle that Homer 

speaks o f a κ ν η μ ι ς  ν ε ό τ ε υ κ τ ο υ  κ α σ σ ι τ ε ρ ο ι ο ,  a ' greave of new- 

wrought tin.9 A  worker in iron we call a ' brazierJ; 

and it is on the same principle that Ganymede is de

scribed as the ‘ wine-server* of Zeus, though the Gods do 

not drink wine. This latter, however, may be an instance of 

metaphor. But whenever also a word seems to imply some 

contradiction, it is necessary to reflect how many ways there 

may be of understanding it in the passage in question ; e. g. 

in Homer’s 77} p* ε σ χ ε τ ο  χ ά λ κ ε ο ν  Ζ γ χ ο ς  one should consider 

the possible senses of 'w as stopped there*— whether by 

taking it in this sense or in that one will best avoid the fault 

of which Glaucon speaks: 'T h e y  start with some improbable 

presumption; and having so decreed it themselves, proceed
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τ ι δοκεΐ έπ ιτιμ ώ σ ιν , άν νπεναντίον fj τη  αντων ο'ιησει. τον- 

το δέ πέπονθε τά περϊ Ίκ αρω ν , οιονται γάρ αντόν Αάκωνα  

5 είναι· άτοπον ονν το μη έντνχεΐν  τον Τ η λέμ α χ ο ν  αντω εις  

Αακεδαίμονα έλθόντα. το δ’ ϊσ ω ς έχει ώσπερ οϊ Κ εφ α λλη -  

νές φασι· παρ' αντων γάρ γη μα ι λέγο νσ ι τόν Ό δ νσ σ έα  

και είναι Ίκάδιον ά λ λ ' ονκ 'Ικ ά ρ ω ν  δι αμάρτημα δε το 

π ρόβλημα είκός έσ τιν . όλω ς  δ£ τό αδύνατον μέν προς την  

ίο π οίησιν η προς το β έλ τ ιο ν  η προς την δόξαν δει άνάγειν. 

πρός τε  γάρ την π οίησιν αίρετώτερον πιθανόν αδύνατον η 

άπίθανον και δ ννα τό ν  *  *  τοιούτονς είναι οϊους Ζ,ενξις 

έγραφεν, α λλά  β έ λ τ ιο ν  τό γάρ παράδειγμα δει νπερέ- 

χ ειν . πρός ά φ ασιν τά λο γα · οντω τε και οτι ποτέ ονκ άλο- 

ΐ5 γόν έ σ τ ιν  είκός γάρ και παρά τό είκός γίνεσθαι. τά δ' νπε- 

ναντίως είρημένα οντω σκοπεΐν ώσπερ οι έν το ΐς λόγοις  

έλεγ χο ι εί τό αντό και πρός τό αντό καί ωσαύτως, ώ στε  

και αντόν η πρός ά αντός λ έγ ε ι η ό άν φρόνιμος νποθηται. 

όρθη δ' έπ ιτ ίμ η σ ις καί ά λογία  καί μοχθηρια , όταν μη άνάγ- 

20 κης ονσης μηθέν χρήσηται τω άλόγω , ώσπερ Ε νριπίδης τω  

Α ίγ ε ΐ, η τη  πονηριά, ώσπερ έν Ό ρ έσ τη  (τη) τον MereXdov. 

τα μέν ονν έπιτιμήμα τα  έκ πέντε είδών φ έρονσιν· η γάρ ώς 

αδύνατα η ώς άλογα η ώς β λα β ερ ά  η ώς νπεναντία η ώς
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to draw inferences, and censure the poet as though he 
had actually said whatever they happen to believe, if his 

statement conflicts with their own notion of things.’ This 

is how Homer’s silence about Icarius has been treated. 
Starting with the notion of his having been a Lacedaemonian, 

the critics think it strange for Telemachus not to have met 

him when he went to Lacedaemon. W hereas the fact may 

have been as the Cephallenians say, that the wife of Ulysses 

was of a Cephallenian family, and that her father’s name 

was Icadius, not Icarius. So that it is probably a mistake
of the critics that has given rise to the Problem.

Speaking generally, one has to justify (i) the Impossible 

by reference to the requirements of poetry, or to the better, 

or to opinion. For the purposes of poetry a convincing 

impossibility is preferable to an unconvincing possibility; 

and if men such as Zeuxis depicted be impossible, the 

answer is that it is better they should be like that, as the 

artist ought to improve on his model. (2) The Improbable 
one has to justify either by showing it to be in accordance 

with opinion, or by urging that at times it is not im

probable ; for there is a probability of things happening 

also against probability. (3) The contradictions found in 

the poet’s language one should first test as one does 
an opponent’s confutation in a dialectical argument, so as 
to see whether he means the same thing, in the same rela

tion, and in the same sense, before admitting that he has 

contradicted either something he has said himself or what 

a man of sound sense assumes as true. But there is no 

possible apology for improbability of Plot or depravity of 

character, when they are not necessary and no use is made 

of them, like the improbability in the appearance of Aegeus

in Medea and the baseness of Menelaus in Orestes.

The objections, then, o f critics start with*, faults of five



7ταρα την ορθότητα την κατά τέχνη ν. αι δε λύ σ εις  εκ των  

2ξ είρημενων αριθμών σκεπτεαι, ε ι σ ί ι ;  δ ε  δ ώ δ ε κ α .

Π ο τ ε ρ ο ^  δ ε  β ελ τίω ν  η εποποιικη μ ίμ η σ ις  η η τραγική, a6 

δ ι α π ορήσειεν αν t i s .  ε ι  γαρ η ηττον φορτική β ελ τ ίω ν , τοιαύ- 

τη  δ ’  η προς β ελ τίο υ ς θεατός εσ τιν  αεί, λ ία ν  δηλον οτι η 

(πρός) άπαντα μιμούμενη φ ορτική · o>s γαρ ουκ αισθανόμενων  

30 αν μη αυτός προσθτ}, π ολλή  ν κίνησιν κινούνται, olov οι φαύλοι 

ανληται κυλιόμενοι αν δίσκον δερ μ ιμ εΐσ θ α ι, και ελκοντες f 

τον κορυφαΐον αν Σ κύλλα ν α ύλώ σιν. η μεν ούν τραγωδία  

τοιαύτη εσ τίν , ώς και οι πρότερον τούς ύστερους αυτών ωοντο 

ύποκριτάς· ώς λ ία ν  γάρ ύπερβ ά λλοντα  πίθηκον δ Μ υννίσκος 

35 τον Κ α λλιπ π ίδ η ν  εκάλει, τοιαύτη δε δόζα και περι Π ιν -  

1462 a  δάρου ήν· ώς δ ’  ούτοι [ δ ’ ]  εχο νσ ι προς αυτούς, η όλη τέχνη  

προς την εποποιίαν όχει. την μεν ούν προς θεατάς επιεικείς  

φ ασιν εΐναι (οι) ούδεν δέονται τώ ν σχημά τω ν, την δε τρ α γ ι

κήν προς φαύλους· εί ούν φορτική, χείρω ν δηλον ό τι αν ειη.

5 πρώτον μεν ου της ποιητικής η κατηγορία  ά λλα  της υποκριτι

κής, επει εσ τι περιεργάζεσθαι τοΐς σημείοις καί ραφωδουντα, 

οπερ [ ε σ τ ί ]  Σ ω σίστρα τος, και διαδοντα, οπερ εποίει Μ να σ ί-  

θεος ό Ό π ούντιος. εΐτα ούδε κίνησις άπασα άποδοκιμαστεα, 

εΐπερ μηδ* όρχησις, ά λ λ ’ ή φαύλων, οπερ κ α ί  Καλλιππίδτ) 

ί ο  επετιμάτο και νυν ά λλο ις  ώς ουκ ελενθερας γυναίκας μ ιμ ού 

μενω ν . ετι η τραγωδία  κ α ί  άνευ κινησεως π ο ιε ί το αύτης, 

ώ σπερ η εποποιία · διά γάρ τον άναγινώ σκειν φανερά οποία

25 σκίττταιαι Α °  20 βόλτίον Α °  28 δ1 η apogr. : δη Α °

άα, λίαν Vahlen : δαλίαν Α °  29 πρδε addidi 3 °  κινούνται 

ap o g r.: κινούντα Α °  1462 a ι  δ’ alterum om. apogr. αυτούς 

H erm an n : αύτούσ Α °  3 °* add. Victorius σχημάτων την

apo gr.: σχημά | τα αυτήν (τα αύ m. rec. in loco macula deformato)
A c 4 et] η A °  5 μέν (ούν) Parisinus 2038 7 earl

induxit Duentzer διάδοντα ap o g r.: διαδόντα A ° 8 ό  πούντιοσ
A ° 10 eViτιμάτο pr. A ° II αύτησ A c
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kinds: the allegation is always that something is either (i) ^  
impossible, (2) improbable, (3) corrupting, (4) contradictory, 
or (5) against technical correctness. The answers to these 
objections must be sought under one or other of the above- 
mentioned heads, which are twelve in number.

The question may be raised whether the epic or the tragic 26
is the higher form of imitation. It may be argued that, if 
the less vulgar is the higher, and the less vulgar is always 
that which addresses the better public, an art addressing 
any and every one is of a very vulgar order. It is a belief 
that their public cannot see the meaning, unless they add 
something themselves, that causes the perpetual movements 
of the performers— bad flute-players, for instance, rolling 
about, if quoit-throwing is to be represented, and pulling at 
the conductor, if  Scylla is the subject o f the piece. Tragedy, 
then, is said to be an art of this order— to be in fact just 
what the later actors were in the eyes of their predecessors; 
for Mynniscus used to call Callippides 'the ape,* because 
he thought he so overacted his parts; and a similar view 
was taken of Pindarus also. A ll Tragedy, however, is said 
to stand to the Epic as the newer to the older school of 
actors. The one, accordingly, is said to address a cultivated 
audience, which does not need the accompaniment of gesture; 
the other, an uncultivated one. If, therefore, Tragedy is 
a vulgar art, it must clearly be lower than the Epic.

The answer to this is twofold. In the first place, om 
may urge (1) that the censure does not touch the art of th'_ 
dramatic poet, but only that of his interpreter; for it is 
quite possible to overdo the gesturing even in an epic 
recital, as did Sosistratus, and in a singing contest, as did 
Mnasitheus of Opus. (2) That one should not condemn 
all movement, unless one means to condemn even the dance, 
but only that of ignoble people— which is the point of 
the criticism passed on Callippides and in the present day 
on others, that their women are not like gentlewomen. (3) 
That Tragedy may produce its effect even without movement 
or action in just the same way as Epic poetry; for from



τ ίς  ε σ τ ιν * εί ούν εσ τι τά y  ά λλα  κρείττων, τουτό γε  ουκ α να γ

καίου αυτή ύπάρχειν, έπειτα δ ιότι π άντ έ χ ε ι οσαπερ ή έπο- 

ΐ5 ποιία  (και γάρ τω μέτρω έ ζεσ τ ι χρήσθαι), καί έτι ου μικρόν 

μέρος την μουσικήν και τάς όψ εις, δι ής αι ήδοναι συνίστα ν-  

τα ι εναργέστατα* ειτα και τό εναργές έχε ι και εν τή άναγνώ- 

σει και επ ί των έργων* έτι τό εν ελάττονι μήκει τό τέλος  

1462  ̂ τής μιμήσεω ς είναι (τό γάρ άθροώτερον ήδιον ή π ολλώ  κεκρα- 

μένον τω χρόνω, λέγω  δ* οΐον ε ϊ τ ις  τον  Ο ίδίπουν θείη 

τον Σοφοκλέους εν έπεσιν όσοις ή Ίλιάς)* έτι ήττον μ ία  ή 

μ ίμ η σ ις  ή των έποποιών (σημείου  δε, εκ γάρ όποιασούν 

5 μιμήσεω ς π λείους τραγωδίαι γίνοντα ι), ώ στε εάν μέν ένα 

μύθον π οιώ σιν, ή βραχέω ς δεικνύμενον μείουρον φ αίνεσθαι, ή 

άκολουθουντα τω του μέτρου μήκει υδαρή* λέγω  δέ οΐον 

εάν εκ πλειόνω ν πράξεων fj συγκειμένη, ώσπερ ή Ί λ ιά ί  

έχει π ολλά  τοιαυτα μέρη και ή Ό δ νσ σ εια , καί καθ* εαυτά 

ίο  έχει μέγεθος (καίτοι ταϋτα τά ποιήματα συνέστηκεν  ώ$ εν 

δέχεται άριστα και οτι μ ά λισ τα  μ ια ς πράξεω ς μ ίμ η σις)  

— εί ούν τούτοις τε  διαφέρει π ά σ ιν  και έτι τω τής τέχνη ς  

έργω  (δει γάρ ου τήν τυχούσαν ηδονήν ποιειν αύτάς α λλά  

τήν είρημένην), φανερόν οτι κρείττων αν ειη μά λλο ν του 

ΐ5 τέλους τυγχάνουσα τής εποποιίας .

περί μέν ούν τραγωδίας και εποποιίας, και αυτών 

και τώ ν ειδών και τών μερών, και πόσα και τ ί  διαφέρει, 

καί του εύ ή μή τίνες αιτία ι, και περί επιτιμή σεω ν και 

λύσεω ν, εϊρήσθω τοσαυτα, *  *  *
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αναγνωρίσει A c 18 ίτι τό coni. Jortin, W instanley : έτι τώ ι Α °
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the mere reading of a play its quality may be seen. So 
that, if it be superior in all other respects, this element of 
inferiority is no necessary part of it.

In the second place, one must remember (1) that Tragedy 
has everything that the Epic has (even the epic metre being 
admissible), together with a not inconsiderable addition in 
the shape of the Music (a very real factor in the pleasure 
of the drama) and the Spectacle. (2) That its reality of 
presentation is felt in the play as read, as well as in the 
play as acted. (3) That the tragic imitation requires less 
space for the attainment o f  its e n d ; which is a great 
advantage, since the more concentrated effect is more 
pleasurable than one with a large admixture of time to 
dilute it— consider the Oedipus of Sophocles, for instance, 
and the effect of expanding it into the number of lines of 
the Iliad, (4) That there is less unity in the imitation of 
the epic poets, as is proved by the fact that any one work 
of theirs supplies matter for several tragedies; the result 
being that, if  they take what is really a single story, it seems 
curt when briefly told, and thin and waterish when on the 
scale of length usual with their verse. In saying that there is 
less unity in an epic, I mean an epic made up of a plurality 
o f actions, in the same way as the Iliad and Odyssey have^ 
many such parts, each one of them in itself of some magni
tude; yet the structure of the two Homeric poems is as 
perfect as can be, and the action in them is as nearly as 
possible one action. If, then, Tragedy is superior in these 
respects, and also besides these, in its poetic effect (since 
the two forms o f poetry should give us, not any or every 
pleasure, but the very special kind we have mentioned), it 
is clear that, as attaining the poetic effect better than the 
Epic, it will be the higher form of art.

So much for Tragedy and Epic poetry— for these two arts N 
in general and their species; the number and nature of their 
constituent parts; the causes of success and failure in them ; 
the Objections of the critics, and the Solutions in answer 
to them.

26, 1462 a 13— 1462 b 19 91
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i.

Aristoteles Rhet. 3. 2, I404b 3 7 : τώ ν  δ’ ονομάτων τώ  

μέν σοφ ιστή δμω ννμίαι χρ ή σ ιμ οι (παρά ταύτας γάρ κακουργςΐ), 

τώ ποιητή δέ σννω ννμίαι. λέγω  δέ κύριά re  και σ υ ν ώ ν υ μ α  

οΐον το πορζύζσθαι καί το β α δ ίζ ε ιν  ταυτα γάρ άμφότςρα και 

κύρια και συνώνυμα ά λλή λο ις. τ ί  μέν ονν τούτων έκαστον  

έ σ τι και πόσα *ϊδη μεταφοράς και ότι τούτο π λέίσ το ν δύναται 

και έν ποιήσει και έν λό γο ις , αι μςταφοραί, ξΐρηται καθάπςρ 

έλέγομ€ν έν το ΐς πβρι ποιητικής .

Simplicius in Categ. 36. 13 Kalbfleisch : και γάρ και 

ό * Α ρισ τοτέλης έν τώ  irepi ποιητικής σ υ ν ώ ν υ μ α  έΐπ€ν eivai 

ών π λξίω  μέν τά  ονόματα λό γο ς δέ ό αυτός, οΓα δή έσ τι τά  

πολυώνυμα, τό  re  λώ π ιον και ιμάτιον  και το φάρος.

II.

Aristoteles Poet. 6, J449b 21 : *ep l κ ω μ ω δ ία ς

ύστερον έροϋμςν.

III.

Aristoteles Rhet. 1 .  i i , I37 lb 33 : ομοίως  δ£ και έ π ά  

ή παιδιά τών ήδέων και πάσα ά νζσ ις και δ γέλω ς τώ ν ήδέων,
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ανάγκη καί τα  γ ε λ ο ί α  ήδεα είναι, και ανθρώπους καί λόγους  

και ίρ γ α ·  hiώ ρισται δε περι γ ε λ ο ί ω ν  χω ρίς εν τοΐς περι 

ποιητικής.

Idem Rhet. 3· i4 J9b 2 :  δε τών γελοίω ν,

επειδή τινα  δοκεΐ χρ ή σ ιν  εχειν  εν το ΐς άγώ σι, καί δεΐν 4φη

Γοργίας την μεν σπουδήν διαφθείρειν τών εναντίω ν γ 4λ ω τι 

τον δε γελω τα  σπουδή όρθώς λεγω ν, εϊρηται πόσα εϊδη 

γ ε λ ο ί ω ν  εσ τιν  εν το ΐς περι ποιητικής, ών τό μεν άρμόττει

ελευθερω τό  δ’ οϋ· όπως ουν τό αρμόττον αυτω λη φ ετα ι.

εσ τι δ* η ειρωνεία της β ω μ ο λοχία ς ελευθεριώ τερον  ό μεν  

γαρ αύτοϋ ενεκα π οιε ΐ τό γελοΐον, ό δε β ω μολόχος ετερου.

Conf. Cicero de Oratore 2. 58 : Locus autem et regio quasi 
rid icu li . . . turpitudine et deformitate quadam contineturj haec 
enim ridentur v el sola v el maxime, quae notant et designant 
turpitudi7iem aliquam  non turpiter . . . nec insignis improbitas 
et scelere mncta nec rursus miseria insignis agitata rid etu r: 

facinerosos maiore quadam v i  quam rid icu li vulnerari volunt j  
miseros in lu d i nolunt, n isi se fo rte ia ctan tj parcendtim aute7n 
maxime est caritati hominum , ne temere in eos dicas qui diliguntur. 
haec ig itu r adhibenda est prim um  in  iocando moderatio;  itaque 
ea fa cillim e luduntur quae neque odio magno neque misericordia 
maxima dig?ia s u n t j quam ob rem materies omnis ridiculorum  
est in  iis  v itiis  quae sunt in vita  hominum neque carorum neque 
calamitosorum ?ieque eorwn qui ob fa cin u s ad supplicium  rapiendi 
videntur j  eaque belle agitata ridentur.

IV.

Antiatticista in Anecdotis Bekkeri 101. 3 2 : κυντό- 

τατον *. *Α ρ ισ τοτέλη ς περι ποιητικής τό  δε π ά ν τ ω ν  κ υ ν τ ό -  

τα Τ ο ν .

V.

Aristoteles Pol. 8. 7, I34lb 32 : δε την διαίρεσιν

άποδεχόμεθα τών μελώ ν ώς διαιρουσί τινες τώ ν εν φ ιλοσοφ ία, 

τα μεν ηθικά τα  δε πρακτικό τα  δ’^ενθουσιαστικό τιθεντες, και



τών αρμονίων την φύσιν 7τρος έκαστα τούτων οικείου άλλην 

προς άλλο μέρος τιθέασι, φαμέν δ’ ου μιας ένεκα ώφελείας τη 

μουσική χρησθαι δειν άλλά και πλειόνων γαριν (και γαρ 

παιδείας ένεκεν και καθάρσεως— τι δέ λέγομεν την κάθαρσιν, 

νυν μέν απλώς, πάλιν δ’ έν τοΐς 7τερι ποιητικής έρονμεν σαφέ- 

(ττ€ρον— τρίτον δ£ προς διαγωγήν, προς άνεσίν re και προς 

την της συντονίας άνάπαυσιν), φανερόν οτι χρηστέον μέν 

πάσαις τα ΐς αρμονία ις, ού τον αυτόν δ£ τρόπον πάσαις 

χρηστέον, άλλά προς μέν την παι δείαν τα ΐς ήθικωτάταις, προς 

bέ άκρόασιν ετέρων χειρουργούντων και ταΐς πρακτικαΐς και 

ταΐς ένθονσιαστικαΐς. ο γαρ περι ένίας συμβαίνει πάθος 

ψυχάς ίσχυρώς τούτο έν πάσαις υπάρχει, τω δ£ ηττον διαφέρει 

και τω μάλλον, οΐον έλεος καί φόβος, έτι δ’ ένθουσιασμός· 

και γαρ υπό ταύτης της κινήσεως κατοκώχιμοί τινές είσιν, έκ 

δ£ των ιερών μελών όρωμεν τούτους, όταν χρησωνται τοΐς 

έξοργιάζονσι την ψυχήν μέλεσι, καθιστάμενους ώσπερ Ιατρείας 

τυχόντας και καθάρσεως. ταύτο δη τοντο άναγκαΐον πάσχειν 

και τούς έλεήμονας και τούς φοβητικούς και τούς ολως παθη

τικούς, τούς δ* άλλους καθ' όσον έπιβάλλει τών τοιούτων 

εκάστω, καί πάσι γίγνεσθαι τινα κάθαρσιν και κονφίζεσθαι 

μεθ’ ηδονης. ομοίως δέ και τά μέλη τά καθαρτικά παρέχει 

χαράν άβλαβη τοΐς άνθρώποις.

Conf. Aristoteles Pol. 8. 6, Ι341 * 21  · έτι δ’ ουκ εστιν 6 αυλός 

ηθικόν άλλά μάλλον οργιαστικόν, ώστε προς τους τοιοντους αντω καιρούς 

χρηστέον έν οΐς η θεωρία κάθαρσιν μάλλον δύναται η μάθησιν.

Proclus in Plat. Remp. I p. 42 Kroll: είπεΐν χρη . . .  δεύτερον, τί 

δήποτε μάλιστα την τραγωδίαν και την κωμικήν ον παραδέχεται [scii. 
Plato] και ταντα σνντελούσας προς άφοσίωσιν τών παθών, ά μήτε 

παντάπασιν άποκλίνειν δυνατόν μήτε έμπιμπλάναι πάλιν ασφαλές, δβό- 

μενα δέ τίνος έν καιρώ κινησεως, ην έν ταίς τούτων άκροάσεσιν έκπλψ 

ρονμένην ανενόχλητους ημάς άπ* αυτών έν τω λοιπω χρόνω ποιείν . . . 

ρ. 49 · τ ® όέ δεύτερον [scii, πρόβλημα]— τοντο δ ’ ην τό την τραγωδίαν 

έκβάλλεσθαι και κωμωδίαν άτόπως, εϊπερ διά τούτων δυνατόν έμμέτρως 

άποπιμπλάναι τά πάθη και άποπλησαντας ενεργά προς την παιδείαν έχειν
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ro πεπονηκος αυτών θεραπεύσαντας— τούτο δ' ούν πολλήν καί τω Ά ρισ το- 

τελει παρασχον αίτιάσεως αφορμήν και τοΐς υπέρ των ποιήσεων τούτων 

άγωνισταΐς των προς Π λατωνα λόγω ν ούτωσί πως ημ(ΐς επόμενοι τοΐς 

εμιτροσθεν διαλύσομεν . . .  ρ. 5 0 1 δ « ν  μεν ουν τον πολιτικόν διαμηχανάσθαί 

τινας των παθών τούτων άπεράσεις και ημείς φήσομεν, α λ λ ’ ονχ ώστε τάς 

περί αυτά προσπάθειας συντείνειν, τουναντίον μεν ούν ώστε χάλινούν και 

τάς κινήσεις αυτών εμμελώς άναστελλειν* εκείνας δε άρα τάς ποιήσεις προς 

τη ποικιλία καί το άμετρον εχούσας εν ταΐς τών παθών τούτων προκλήσεσι 

πολλου δεΐν είς άφοσίωσιν είναι χρησίμους, αι γάρ αφοσιώσεις ούκ εν 

ύπερβολαΐς είσιν αλλ* εν συνεστα\μεναις ενεργείαις, σμικράν ομοιότητα 

προς εκείνα εχούσαις ών είσιν αφοσιώσεις.

Iamblichus de Myst. I. I I  : αι δυνάμεις τών ανθρωπίνων παθημάτων 

τών εν ήμΐν πάντη μεν είργόμεναι καθίστανται σφοδρότεροι, είς ενεργειαν 

δε βραχεΐαν [ita Bernays ; βραχείς vulg.] και άχρι του σύμμετρον 

προαγόμεναι χαίρουσι μετρίως και άποπληρούνταιί καί εντεύθεν άποκα- 

θα ιρόμεναι πειθοΐ και ού προς βίαν αναπαύονται, διά δή τούτο εν τε 

κωμωδία και τραγωδία άλλότρια πάθη θεωρούντες ΐσταμεν τά οικεία πάθη 

και μετριώτερα άπεργαζόμεθα και ά π ο κ α θ α ίρ ο μ εν .

V I.

Philoponus in Aristot. de Anima p. 269, 28 ed. 

H ayduck: δια τοϋτό φησιν οτι το ον 4ν€κα, τοντ4στι το 

τ€λοί, διττόν 4στι, το μ\ν ον 4ν€κα, το δς ω, όττ€/> καί 4ν τη 

Τίοιητικη καί 4ν τη Τίξρί ye êVecos cforev.





COMMENTARY
τώμ ειδών' αυτή?. 'The άδη meant are epic poetry, Tragedy, and 1447 a 

Comedy, as is clear from 6,1449 b 21, where the main subjects for 
consideration in the Poetics are enumerated. Lyric poetry, apart 
from an occasional reference to the Dithyramb and Nome, or the 
chorica in Tragedy, is ignored in the existing Poetics ; and there 
is little or no reason to suppose it to have been discussed in 
the lost portion of the book. The probability is that, from the 
importance of its musical element, it belonged in Aristotle's 
classification of the arts to the theory of μελοποιία  rather than to 
that of poetry proper. The work of the two lyric poets Phrynis 
and Timotheus is put under the head of μελοποιί'a in Metaph. a 1,
993 b *5 i and in l^e Problems, where Phrynichus is said to have 
been a μελοποιός rather than a tragedian (Probl. 18. 31, 920 a 11 
Δ ιά  τ ι  οι περι Φρύνιχον ησαν μ ά λλον μ ελοπ οιοί; η δια το π ο λλα π λά 

σια είναι τότε  τ ά  μέλη  iv ταΐς τραγωδίαις των μ έτρ ω ν;), the same view 
is implied of the lyric parts of Tragedy. It is to be remembered 
too that Aristophanes in Ran. 1250 makes Euripides begin his 
criticism of the chorica in Aeschylus by calling him a κακδς 

μελοπο ιός.

Pfcr the antithesis in the text cem|fc 26, 1462 b 16 και αντων και 

των ειδώ ν.— Top. I .  15, 1 06 b 3 7  ομοίως δε και έπι των ά λ λ ω ν  [scii, 
ο νομ άτω ν], δταν αυτό πλεοναχως λέγηται, και η πτωσις η απ' αντον 

πλέοναχως ρηθησεται, και εί η πτωσις, και αντό.— Eth. Ε. 7· Γ5>
1248 b 2 2 δικαιοσύνη και αντη και αι πράξεις.

ή ν' τινα  δώ 'αμιν' Ικαστόν' ε χ ε ι  =  ο τ ι  δνναται έκαστον: comp. Pol.
5 . 2 , 1 3 0 2  b 5  τοντων δέ νβρις μέν και κέρδος τ ιν α  εχονσι δνναμιν και 

πως αίτια, σχεδόν έστι φανερόν . . . δηλον δέ κα ί η τιμη και τ ί  δνναται 

και πως α ίτ ια  στάσεως. Each species of poetry has its special 
capacities, which enable it to do what the rest either cannot do at 
all or cannot do so well and effectively. Other Aristotelian in
stances of δνναμις with a sense approximating to our 4 function ' or 
‘ effect ’ will be found in Bon. Ind. 206 b 29.

συναστασθαι is a passive in 26, 1462 a 16, and probably also in a g 
24,1460 a 28. That it is a passive in the present passage is shown
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*447 a 9 by the parallels, τους συνεστώτας ευ μ ν θ ο ν ς  in 7, I45° b 32> an  ̂
ο ν τ ω  συνεστάναι τ ο ν  μ ν θ ο ν  in 14, 1453 b 4· 

a 10 καλώς εξειν : 13,1453 a 12 τον καλώς εχοντα μ ν θ ο ν .— 2 4 ,  1 4 5 9  b  1 2  

τας δ ια ν ο ία ς  κ α ι  τ η ν  λ έ ζ ι ν  εχειν καλώς. As anything good of its 
kind may be said to be κ α λ ό ν , so anything that is in the condition 
in which it ought to be is said to καλώς εχειν (comp. Bon. Ind. 
360 b 38).

ετι δε 4 κ π ό σ ω ν  καί π ο ιω ν  Ιστι μ ο ρ ί ω ν , scii, η  π ο ί η σ ι ς .  Many of 
the translators, however, suppose the subject to be έ κ α σ τ ο ν  είδος 
(‘ ex quot et cujusmodi partibus constent singulae species/ Goulston). 
The question is considered in chap. 6 in reference to Tragedy, 
and in 24, 1450 b 10 in reference to epic poetry. 

a II 7rcpi τών ά λ λ ω ν  δσα της αύτης 4σ τ ι  μεθόδου: Soph. el. 33» 183 - 12 
δεδηλωται δε και 7repi τ ω ν  ά λ λ ω ν  ο σ α  τ η ς  α ν τ η ς  μ ε θ ό δ ο ν  τ ω ν  λ ό γ ω ν  

εστιν. The meaning of μ έ θ ο δ ο ς , a favourite word with Aristotle, 
has been discussed by Waitz, Org. 2 p. 297 (comp. Bon. Ind. 
4 4 9  b 4 3 )·

a 12  Χόγωμεν άρξάμενοι κτε. The language here is very like that in 
Soph. el. I ,  1 6 4  a 20 7repi δε τών σοφιστικών ε λ ε γ χ ω ν  . . . λε γ ω μ ε ν  

άρζάμενοι κατά φνσιν άπο τών πρώτων (comp. De sensu I , 4 3 6  a 6 ; 

De part. an. 1 . 5 , 6 4 6  a 3 ; 2. 1 0 , 6 5 5  b 28 ; Eth. E. 1 .  7 , 1 2 1 7  a 1 8 ; 
Rhet. i. 1 3 ,  1 3 7 3 b i ). In order to determine the definition 
of poetry, or rather of Tragedy as the highest form of the art, 
Aristotle starts with the assumption that Tragedy, together with 
certain other allied arts, comes under the general head of μίμησις, 

1 imitation/ and then proceeds by successive divisions of this genus 
to note one by one the various points which differentiate it from 
the rest. (1) Tragedy has language, metre, and music as its 
means of imitation; the music in it, however, comes in only from 
time to time, in the choral parts— which distinguishes it from the 
Nome and the Dithyramb. ( 2 )  It represents noble personages—  
which distinguishes it from Comedy. ( 3 )  It has a dramatic form—  
which distinguishes it from the Epic. These with other differentiae 
less clearly accounted for are combined in the definition of Tragedy 
at the opening of chap. 6. The logical order here exemplified is 
what Aristotle regards as the natural order of procedure: Phys.
I .  7 , 1 8 9  b 3 1  ε σ τ ι yap κατά φνσιν τά κοινά πρώτον ε ίπ ό ν τα ς οντω τά 

7τερι έκαστον ίδια ^εωρειν. 

a  13  Ε π ο π ο ιία  κτε. This enumeration of imitative arts comprises the 
four great species of poetry distinguished by Plato in Rep. 394 c, 
together with two purely musical arts, ανλητική  and κιθαριστικν



i. 1447 a 9-J5 99
These last may be supposed to be added partly on account of the 1 4 4 7  a  13  

manifest analogy between them and poetry, both being imitative 
arts appealing to the ear, and partly also on account of the histori
cal connexion of poetry with music (comp. Cicero De Orat. 3,174 
musici, qui erant quondam idem poetae). Even Plato occasionally 
merges the one in the other. In the Republic μουσική includes 
poetry, and in Symp. 205 c poetry includes τό 7τερι την μουσικήν.

ή  τ ή ?  τ ρ α γ ω δ ία ?  π ο ι η σ ι ? : b 26  ή των διθυραμβικών ποίησις.—

Plato Gorg. 5 0 1  Ε ή των διθυράμβων ποίησις. — 5 02 Β V τή? τρ α γ ω 

δία ? ποίησις.

δ ιθ υ ρ α μ β ο π ο ιη τ ικ ή . Plato cites the Dithyramb as an instance of a  14 
the non-imitative type of poetry: Rep. 394 c της π ο ι ή σ ω  . . .  ή 

μεν διά μιμήσεως όλη εστίν, ώσπερ συ λεγεις, τραγωδία τε και κωμωδία, 

ή δε δι απαγγελίας αυτου του ποιητου— ευροις δ* αν αυτήν μά λισ τα  

που εν διθυράμβοις. By Aristotle's time, however, the Dithyramb 
(as also the Nome) had lost its original form, and become 
i imitative’ or semi-dramatic, a sort of musical counterpart of the 
Drama, dealing with the same kinds of subject as Tragedy, and 
with solos by professional singers corresponding to the speeches of 
the tragic actors. This change in the character of the Dithyramb 
is noted in Probl. 19. 15, 918^18 01 διθύραμβοι, επειδή μιμητικοί 

εγενοντο, ουκετι εχουσιν αντιστρόφους, πρότερον δε εΐχον αίτιον δε ότι 

τό  παλαιόν οι ελεύθεροι εχόρενον αυτοί· πολλούς ονν άγωνιστικως 

αδειν χαλεπόν ήν, ώστε εναρμόνια μ ελη  ενηδον· μεταβάλλειν γάρ 

πολλάς μεταβολάς  τ ω  ενι ραον ή τοΐς πολλοΐς, και τω  αγωνιστή  

ή τοΐς τό ήθος φυλάττουσιν  (comp. Bergk, Gr. Litt. 2 p. 529, and 
Wilamowitz, Euripides Herakles1 1 p. 79). In this mention of the 
Dithyramb, therefore, Aristotle does not cite it as a type of lyric 
poetry in general (as is often supposed), but as representing an 
imitative or dramatic form of lyric— a lyrical μίμησις  or picture of 
life and manners. A certain approximation to fhis later form of 
Dithyramb is to be seen in Bacchylides (Comparetti, Melanges 
Weil p. 30).

τη? αυ\ητική$ ή ττλείστη : De Caelo 3. I, 298^2 τήν πλείστην  a 15 
της περι φυσεως ιστορίας (comp. Kuhner, Gr. Gr.3 2. I p. 279).
The αυλό? was the accompaniment of the Dithyramb and the κιθάρα 

of the Nome. That, however, is not the reason for this reference 
to them, as it is clear from a 23 that Aristotle is thinking rather of 
music without words, i.e. of that which was termed in antiquity ψιλή  

αυλησις and ψιλή κιθάρισις. Plato in the Laws (669 e ) sets his face 
against this purely instrumental music, which had evidently attained

h  2
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1447 a *5 t0 a high degree of perfection in his time, on the ground that it 
ends in a mere display of technical execution (θαυματουργία) and 
a ‘ brutish noise ’ (φωνής θηριώδους σφόδρα φίλον). Aristotle’s 
language in Pol. 8. 6, 1341 a II τα θαυμάσια και περιττά τών έργων 

ά νυν ελήλνθεν εις τον ς αγώνας, seems to imply that there was in his 
view some truth in Plato’s criticism. In the present passage 
accordingly, instead of saying ή aνλητική, or ή ανλητική πάσα, he 
adopts the qualified form of expression, της aνλητικής ή πλείσ τη , 

in order to show that he is not unaware of there being exceptions 
to the rule.

a  1 6  μιμήσεις. The general meaning of μιμείσθαί is either * to do 
what another has d o n e o r  ‘ to make something like something 
else', i. e. to represent by means of a copy or counterfeit of some 
sort. The primitive sense of the word must have been ‘ to play 
the μίμος/ to reproduce the language, tones, gestures, etc., of 
another— a sense which survives in the vrse of the term for the 
imitation of persons by actors on the stage. In actual use 
the word is wide enough to include the counterfeiting of move
ment and attitude by the dancer, that of voice and sound by the 
singer and musician, that of the forms and colours of things by 
the sculptor and painter, and even the representation of things in 
words, as in speech and literature. A noteworthy variation, how
ever, is to be observed in the application of the word to a work of 
literature. Owing to the traditional associations connected with it 
Plato in the Republic opposes μίμησις  to narrative, restricting 
it to the dramatic mode of statement, in which the speaker effaces 
himself, as it were, and identifies himself with his personages: 
Rep. 393 B ovKovv διήγησις μεν εστι κ α ι όταν τας ρήσεις έκαστοτε λεγη 
[scii. "Ομηρος] και όταν τα μεταξύ τών ρήσεων ; ΙΙώς γαρ ον ; *Αλλ* 
όταν γε τινα λεγη ρήσιν ώς τις άλλος ών, άρ ον τότε όμοιονν αυτόν 

φήσομεν οτι μάΧιστα την αν τον λεξιν εκάστω ον αν προείπη ώς 
ερονντα; Φήσομεν· τι γάρ ; Ο  νκονν τό γε όμοιονν εαυτόν άλλω  ή κατα 

φωνήν ή κα τα  σχήμα μιμείσθαί εστιν εκείνον ω αν τις όμοιοι; Τ ι  μ ή ν ; 

Έ ν  δη τω  τοιοντω, ώς εοικεν, οντός' τε και οι ά λλοι ποιηταλ διά 

μιμήσεως την διήγησιν ποιούνται. Π ά ν υ  μεν ονν. Ε  ί δε γε μηδαμών 

εαυτόν άποκρνπτοιτο ό ποιητής, πάσα  άν αντω άνευ μιμήσεως ή ποίησίς 
τε και διήγησις γεγοννία ειη.— 3 9 4  Β r f s  ποιήσεώς τε και μυθολογίας 

ή μεν δ ιά  μιμήσεως όλη  ε σ τ ιν , ώσπερ συ λεγεις, τραγωδία τε και 
κωμωδία, ή δε δι* α π α γ γ ε λ ία ?  αντον τον ποιητου— ενροις δ* άν αντην 
μ ά λισ τά  πον εν διθνράμβοις— ή δ* αυ δι άμφοτερων εν τε τη τών 
επών ποιήσει, πολλαχον  δε κ α ι άλλοθι. In his use of μιμείσθαί in
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the Poetics Aristotle has fallen into a grave inconsistency, as he 1447a 16 1
distinctly makes it in one place (3, 1448® 21) include narrative, 
and in another (24, 1460 a 9) exclude it.

τ δ  σύνολον qualifies π α σ α ι, what is said of the class as a whole 
being opposed to the specific differences which reveal themselves 
in it on closer examination; comp. Plato Soph. 2 2 0  b H E . Τ ο ύ  δε 

ένυδρου [scil. γ έ ν ο υ ς  ή  Θ ή ρ α ]  σ χ ε δ ό ν  τό  σ υ ν ο λο ν  α λ ι ε υ τ ι κ ή  ; ΘΕΑΙ. Ν α ι.

H E . Τ ι  δ ε ; τ α ύ τ η ν  α ν  τ η ν  Θ ή ρ α ν  α ρ  ο υ κ  α ν  κ α τ α  μ έ γ ι σ τ α  μ έ ρ η  δυο 

διελοίμην ;
τω  ycV ei έτερ ο ι? . Forchhammer’s correction τω  έν έτεροι? is a 17  

supposed to be confirmed by the use of the preposition to denote 
the means or vehicle of imitation in a 22 and b 29, and also else
where (3, 1448 a 20 etc.). The sense, however, is just as well 
expressed by the simple dative, as it is for instance in the imme
diate context in a 18 and a 26 ; and as the means under considera
tion, λ ό γ ο ς ,  α ρ μ ο ν ί α ,  and ρ υ θ μ ό ς ,  differ in kind, they are rightly 
described as γ έ ν ε ι ετερα. There is no need to restore ( τ ω )  γ έ ν ε ι;
Aristotle not unfrequently omits the article in this and cognate 
formulas, e.g. in Top. 1. 7, 103a 13 γε'νει τα ύ τά , in H. A. 2. 1,
497 b 9 and Metaph. I  10, 1059 a 14 γε'νει ετερα. I n  An. post.
2. 1 5 ,  98  a 2 6 - 2 8  we find him saying τ ώ  γε'νει and γ ένει, and in 
Eth. N. 10. 5, 1 175 a 25 τ ω  ειδει and ειδει without perceptible 
difference of meaning. The distinction in fact between γε'νει ετερα 

and τω  γε'νει ετερα is not greater than that between ‘ different in 
kind * and ‘ different in their kind ’ in English. A confirmation of 
Forchhammer’s reading has been seen in the fact that in 
8, i 4 5 i a i7 A c has τ ω  γε'νει instead of the true reading τ ώ  ένι.

The two cases, however, are not quite parallel. ΤΩΓΕΝΕΙ=
ΤΩΙΕΝΙ assumes only a very familiar kind of corruption, whereas 
ΤΩΓΕΝΕΙ=ΤΩΙΕΝ leaves an important part of the word (the 
termination) unexplained. It is also to be observed that the com
parison in the next line, ώ σ π ερ  γ α ρ  κ α ι χ ρ ώ μ α σ ι  κ τ έ .,  seems to 
presuppose γ ε ν ε ι έ τ έ ρ ο ις ,  as χ ρ ώ μ α τ α  κ α ι  σ χ ή μ α τ α  and φ ω ν ή ',  which 
appeal to different senses, are marked instances of things γ έ ν ε ι 

ετερα (comp. An. post. 2. 13, 9 7b 34). There is no doubt a 
certain inelegance in τω  γ έν ε ι έτεροι? μ ι μ ε ΐ σ θ α ι ,  but it is not greater 
than that in Phys. I .  7» 191 a 1 δια. τό  έ τ ε ρ ο ν  ύ π α ρ χ ε ιν  τ ό  ε ίν α ι  

αντοΐς, or that in Plato Rep. 5 3 4  B δ ια λεκ τικ ό ν  κ ά λ ε ΐ ς  τ ο ν  λ ό γ ο ν  

έ κ α σ τ ο ν  λ α μ β ά ν ο ν τ α  τ η ς  ο υ σ ί α ς ,

ή  τω  Ιτερ α  ή τώ  έτέρως. The distinction is already in Plato,
Rep. 398 b α  τ ε  γ α ρ  λ ε κ τ έ ο ν  κ α ι  ώ ς  λ ε κ τ έ ο ν  ε ϊρ η τ α ι .
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1447 a i8 και μη τον αυτδμ τρόπον. Other instances of parallelismus anti- 
theticus will be found in 3, 1448 a 22, 6, 1449 b 26, 15, 1454 a 30, 
24, 14601116.

(Scrrrcp γάρ k t c .  Aristotle prepares us for the difference of means 
in these arts by pointing to the difference of means in a larger 
group of imitative arts. The distinction between the arts that 
address the eye and those that address the ear is frequently noted 
by Plato in similar terms, e.g. in Rep. 373 b  01 t c  μ ι μ η τ α ί ,  πολλοί 
μ ε ν  o i  π ε ρ ι  τα σ χ ή μ α τ ά  re και χ ρ ώ μ α τ α ,  πολλοί Sc o i  π ε ρ ί  μ ο υ σ ι κ ή ν ,  

π ο ι η τ α ί  re και τ ο ύ τ ω ν  υ π η ρ ε τ α ι ,  ρ α ψ ω δ ο ί υ π ο κ ρ ι τ α ι  χ ο ρ ε ν τ α ί  κ τ ε .  (comp. 
Rep. 603 b; Crat. 423 d; Gorg. 474 e). It is assumed also in 
a number of Aristotelian passages (e.g. in An. post. 2. 13, 97 b 35 ; 
Eth. N. 3. 13, i n 8 a 3; Pol. 8. 5, i340a 34). Aristotle has a 
special reason for saying ε τ ε ρ ο ι  Sc Sia τ η ς  φ ω ν ή ς ,  because the great 
imitative capacity of the voice is what renders language and poetry 
possible, together with many of the arts subsidiary to the latter: 
Rhet. 3. I ,  1404a 21 υ π ή ρ ξ ε  Sc και ή  φ ω ν ή  π ά ν τ ω ν  μ ι μ η τ ι κ ώ τ α τ ο ν  

τ ώ ν  μ ο ρ ί ω ν  ή μ ΐ ν  Sio και a i  τ ε χ ν α ι  σ υ ν  έ σ τ η σ α ν ,  ή  τ ε  ρ α ψ ω δ ία  κ α ι  ή  υ π ο 

κ ρ ι τ ι κ ή  κ α ι  άλλαι γ ε .

a ig  πολλά is not otiose. The art of the painter or sculptor has 
certain limits; it can represent many things; but there are some 
(e.g. character and feeling) that it can only imperfectly or in
directly express (Pol. 8. 5, 1340ft 32; comp. Xenophon Mem. 
3. 10, 1). The theory in Lessing’s Laocoon is based on an idea 
already in Aristotle. * '

μιμουκταί τιμές άπεικάζομτες: Xenophon Mem. 3. 10, 1 σ ώ μ α τ α  

δ ιά  τ ώ ν  χ ρ ω μ ά τ ω ν  ά π ε ι κ ά ζ ο ν τ ε ς  ε κ μ ι μ ε ΐ σ θ ε .

οί μεμ διά τ χ̂μης οι δέ διά συμηθείας is thrown in parenthetically, 
like the very similar remark in 8, 1451 a 24, ή τ ο ι  δ ιά  τ έ χ ν η ν  ή  δ ιά  

φ υ σ ι ν .  As opposed to τ έ χ ν η ,  σ υ ν ή θ ε ι α  means much the same 
as ε μ π ε ι ρ ί α ,  with which it is coupled in Eth. N. 8. 7, n 5 8 a i4 
Sci Sc και ε μ π ε ι ρ ί α ν  λ α β ε ΐ ν  κ α ι  ε ν  σ υ ν ή θ ε ια  γ ε ν ε σ θ α ι ,  and in I O .  I O ,  

1181 a 9 ο υ  μ η ν  μ ι κ ρ ό ν  yc ε ο ικ ε ν  ή  ε μ π ε ι ρ ί α  α τ υ μ β ά λ λ ε σ θ αι* ouSc γάρ 
ε γ ί ν ο ν τ  α ν  δ ιά  τ η ς  π ο λ ι τ ι κ ή ς  σ υ ν ή θ ε ια ς  π ο λ ι τ ι κ ο ί .  The Contrast is 
between the skill depending on mere practice or habitude, and 
that directed by a consciousness of the rules and principles of the 
art which deals with the particular subject. On this distinction 
see Metaph. A 1, 980 b 28, and Mill’s Logic Bk. II. ch. 3 (1, 
p. 214, ed. 4).

a 20 ετεροι δε corresponds to a foregoing t i v c s  in Eth. N. 1. 1, 
1094 b 18 ή δ η  γ ά ρ  τ ι ν ε ς  ά π ώ λ ο ν τ ο  Sia π λ ο ύ τ ο ν , ε τ ε ρ ο ι  Sc Si* α ν δ ρ ε ία ν .
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Compare also Plato Rep. 3 4 9  D μουσικόν δέ τ ιν α  λέγεις, έτερον δέ 1 4 4 7 *  2 0  

άμουσον;

δ ιά  τ η ς  φ ω νής =  rrj φωνή. Aristotle has allowed himself £to 
repeat the prepositional construction used in the parenthesis. The 
emendation of Madius, διά  φυσεως, besides making too much 
of a merely incidental remark in a parenthesis, leaves χρώμασι και 

σχημασι without an antithesis ; it ignores in fact the whole point of 
the analogy to which attention is drawn, the diversity of means.
The diversity of means, λόγος, ρυθμός, and αρμονία, in the group of 
imitative arts under consideration is said to be like the diversity of 
means, χρώματα και σχήματα  and φωνή, observable in a larger 
group of imitative arts.

Iv βυθμω κ α ι λόγω  κα ι α ρμ ο νία . The three terms had already a 2 2  

appeared in the same sense in Plato’s analysis of the song or 
choral in Rep. 398 D t o  μόλος εκ τριών εστι συγκείμενον, λόγου  

τε και αρμονίας και ρυθμου (comp. Laws 661 C; 669 d). His 
terminology, however, is not always quite the same; he some
times says ρυθμός και μετρον (Phil. 1  ̂ d , Gorg. 502 c) or μέτρον 

και ρυθμός (Rep. 601 a )  in lieu of ρυθμός; and μέλος, ‘ melody’ or 
‘ tune’, in lieu of αρμονία (Rep. 400 a , Gorg. 502 c, Laws 656 c, 
etc.). Aristotle also, in more than one passage in the Poetics 
(1, 1447b 25; 6, 1449 b 31), has put μέλος  in place of αρμονία; 

and in one instance (6, 1449b 29) he combines the two terms 
as synonyms. It is clear, therefore, that in its present application 
αρμονία means no more than ‘ melody’ 01* ‘ tune’, ρυθμός is 
properly ‘ time’ or ‘ pace’. It is a very general word, since it 
includes the element of rhythm in language and in the movements 
of the dance, as well as that in music; comp. Plato Laws 665 a  

rrj δη της κινήσεως τάζει [scii, ειπομεν ώς] ρυθμός όνομα ειη, τη  

δ* αυ της φωνής, του τε όζεος άμα και βαρέος συγκεραννυμένων, 

αρμονία όνομα προσαγορευοιτο, χορεία δέ τό  ζυναμφότερον κληθείη.—

6 7 2  Ε νΟ λη  μεν που χορεία όλη παίδευσις ήν ήμΐν, το ΰ το υ  δ* αυ 

τ ό  μεν ρυθμοί τε και άρμονίαι, τό κατά την φωνήν . . . τό  δε γε κατά 

την του σώματος κίνησιν ρυθμόν μεν κοινόν τη τής φωνής έιχε 

κινήσει, σχήμα  δ* ίδιον. εκεί δέ μέλος ή τής φωνής κίνησις (see 
also Symp. 187 β  and Phil. 17 c). The various applications of 
ρυθμός are thus summarized in Aristoxenus (p. 411, 8 Marquard): 
εστι δέ τ ά  ρυθμιζόμενα τρία· λέζις, μέλος, κίνησις σωματική. Plato’s 
view as to the great imitative capacities of rhythm and harmony 
and music generally may be seen in Rep. 399 a  sqq., in Laws 
6 6 8  a  sqq., and more briefly put, in Laws 798 d  τ ά  περι τους
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1 4 4 7 a  2 2  ρυθμούς καί πάσαν μουσικήν εστι τρόπων μιμήματα βελτιόνων και 

χειρόνων ανθρώπων. The point is recognized with equal clearness 
by Aristotle in Pol. 8. 5? I 34°a i 8, *στι δ* ομοιώματα μάλιστα  

παρά τάς άληθινάς φύσεις εν τοΐς ρυθμοΐς και τοΐς μελεσιν οργής 

καί πραότητος, ετι δ* ανδρείας και σωφροσύνης και πάντων τών εναντίων 

τοντοις και τών άλλω ν ηθικών . . .  ( a 3 8 ) *ν δέ rots μελεσιν αντοΐς 

εστι μιμηματα τών ηθών . . . ( » 7 ) τον αυτόν γάρ τρόπον εχει και 

τά περι τους ρυθμούς* οι μεν γάρ ήθος εχουσι στασιμώτερον οι δε 

κινητικόν, και τούτων οι μεν φορτικωτερας εχουσι τάς κινήσεις οι 

δε ελευθεριωτερας.

a 23 ή χ ω ρ ίς  ή μ ε μ ιγ μ ό ν ο ις : a reminiscence of Plato Laws 6 6 9  d 
διασπώσιν οι ποιηται ρυθμόν μεν και σχήματα μέλους χωρίς, λό γ ο υ ς 

ψιλούς εις μέτρα τιθεντες, μέλος δ’ αύ και ρυθμόν άνευ ρημάτων, ψιλή  

κιθαρίσει τε και αύλήσει προσχρώμενοι. 

χρ ώ μ εν α ι, scii, ποιούνται την μίμησιν. 

a 25 τυ γ χ ά νο υ σ ιν . On the construction with κάν εί see Vahlen, Beitr. 
P· 35· Mr. Newman in a note on Pol. 2. 1, 1260b 31 seems to 

doubt the necessity of restoring the indicative in this and other 
similar places in Aristotelian texts.

ή τών σ υ ριγγώ ν. The word to be supplied is apparently μίμησις—  
not τέχνη , as is assumed in HSt. s.v. σύριγξ, and in Bon. Ind. 
735 α 39* The Platonic ή τών λ ό γ ω ν  τέχνη  in Phaedr. 260 d  is not 
a true parallel. For a similar genitive after μίμησις comp. Lucian 
De salt. 64 ή μίμησις της όρχήσεως. 

a  2 6  αυτω  δέ τω  ρυθμω κτε. is an unnecessary clause, as ορχηστική is 
not one of the arts in the list in a 13; it will be observed too 
that there is a change in the form of expression, μιμούνται, instead 
of χρώμεναι with ποιούνται την μίμησιν  understood. The clause 
would seem to have been originally an afterthought, worked in by 
Aristotle as soon as he saw that there was an art that used rhythm 
alone. His giving a reason for this mention of ορχηστική may be 
supposed to imply a consciousness of its being a new point, and 
one requiring demonstration.

α ί τών ό ρ χή σ τώ ν. The traditional reading ol τών ορχηστών has 
been corrected into ενιοιτών ορχηστών by Twining ; into oi ( π ο λλο ί) 
τών ορχηστών by Heinsius ; and into 01 (χαρίεντες) τών ορχηστών by 
Zeller. It is assumed that Aristotle may have wished to recognize 
the fact, of which Plato had spoken in Laws 7 9 5  e , that dancing 
is sometimes a mere exercise of the body and without dramatic 
meaning. A much simpler correction, however, is at τών ορχηστών, 

with μιμήσεις (rather than τεχναι) understood from the context.
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Aristotle is thinking of the professional dancers, who told a story in 1447 a 26 
pantomime, by the mere movements and attitudes of their bodies 
(comp. Sittl, Die Gebarden der Gr. u. Rom. p. 244).

σχηματιζομ^ω»' ρυθμών: the rhythms in their movements, in the a 27 
succession of their σχήματα, their gestures or attitudes (see on 26,
1 4 6 2  a 3). The emphasis is on ρυθμών; that the attitudes of the 
dancer might be dramatic, and represent ‘ what men do or have 
done to them', was too obvious to require saying. Aristotle is 
insisting on the ‘ ethical' significance which rhythm imparts to the 
dance. On rhythm as expressive of character and temperament 
see Pol. 8. 5, 13400-18 and the Platonic passages referred to 
on a 2 2 .

ήθη: the character and temperament of the personages repre- a 28 
sented, as distinct from their πάθη και πράξεις, ‘ what they do or 
have done to them \ The meaning of πάθη και πράξβις is suffi
ciently shown by 9, 1451b 11 τί'Α λκ ιβ ιά δ η ς  επραξεν η τ ι  επαθεν, 

and 13, Γ453 a 22 παθεΐν δεινά η ποιησαι (see also on 11, 14 5 2  ̂ u ) ·  
πάθη is generally assumed (e. g. in Bon. Ind. 557 α 49) to denote 
in this passage ‘ feelings' or ‘ emotions'. The words πάθη και 

πράξεις cover the whole ground of the story in the dance ; so that 
Aristotle, if he had cared to anticipate the term used later on in 
6, 1450®- 4, might have said here, without difference of meaning, 
ηθη και μνθους.

ή 8c [Εποποιία] κτε. Suckow's correction, τυγχάνει ουσα, is to be 
found in his Form der Platonischen Schriften p. 53. With it, and 
the readings implied in the Arabic Version, the whole passage 
becomes intelligible and in harmony with the context. We were 
told at the outset in a 22 that the three means of imitation, ρυθμός, 
λόγος, and αρμονία, may be employed either singly or in certain 
combinations. Having just spoken (1) of imitation εν αρμονία και 

ρνθμω, and (2) of imitation εν ρνθμω  alone, Aristotle passes on 
(3) to imitation εν λόγω — whether alone, or in combination with 
rhythm or metre, and finally (4) to imitation εν αρμονία και ρνθμω  

και λόγω . This exhausts the possibilities, since it is evident that 
αρμονία alone, and the combination αρμονία -f- λόγος, need not be 
taken into account. The third of his four heads Aristotle divides, 
and recognizes three possible forms of means, ( 1 )  λ ό γ ο ς  alone,
(2 )  λ ό γ ο ς - f  some one kind of metre, and ( 3 )  λ ό γ ο ς + a  plurality of 
metres. In other words he distinguishes between (1) imitations in 
prose, (2 )  imitations in some one metre (hexameters, trimeters, etc.), 
and (3) imitations in a plurality of metres. Of this large and well-
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1447 a marked class of imitative literature, which includes the Mime, the 
‘ imaginary conversations' of Socrates, the Epic, and Chaeremon’s 
Centaur, Aristotle observes that it has 1 remained to this day 
without a distinctive name ’. The common fact here is μ ίμ η σ ή  εν 

λ ό γ ω , but there is, he says, no one common name connoting the 
common fact and equally applicable to all the kinds within 
the class.

Those who retain εποποιία, with the addition of ανώνυμος at the 
end of the sentence, suppose it to mean ‘ word-poetry' ( Wortdich- 
iung, Bernays, Zwei Abhandl. p. 81). Such a special and unique 
sense, however, for a term like εποποιία is highly improbable, and 
also against the analogy of all the similar compounds (e.g. λογοποιία, 

μελοποιία, μνθοποιία, ονοματοποιία), in which the -ποιία  means 
simply the making of something, just as much as in άρτο ποιία, 

οδοποιία, παιΰοποιία and the like. And even if the word could bear 
its new meaning, it would be inappropriate here, as the Mime and 
the ‘ Socratic Conversation * were prose imitations— not poems. 
To a Greek of Aristotle's time the idea of a prose poem would 
have seemed a contradiction in terms. 

a  2 9  TOIS λόγο is  ψιλοΐς ή τοΐς pcTpots =  τοι* λόγοι* ψιλοΐς η rots μέτρο ις 

ψιλοΐς : comp. 2, 1448 a 11 τους λόγους καί την ψΐλομετρίαν. ψιλοΐς, 

which in this connexion means χωρίς αρμονίας, ‘ without melody' 
(v. Tyrwhitt ad loc. and Bon. Ind. 433b 29), differentiates this 
group of imitative arts from the semi-musical arts considered 
later on, at the end of the chapter; comp. Plato Phaedr. 278 c 
ποίησιν ψιλήν η εν ωδη συντέθηκε, and Laws 669 D (quoted On a 23). 
λ ό γ ο ι*  ψιλοΐς has been taken by several (including Bon. Ind. 
862^31) to mean ‘ prose' in the present passage— a sense which 
ψιλός λόγος has no doubt in a good many instances, e. g. in Rhet. 
3. 2, 1404 b 14, 33. But there is nothing in the general meaning 
of the word to necessitate this interpretation here, ψιλός means 
simply ‘ by itself’, without some accessory, whatever the accessory 
thus excluded may happen to be (v. HSt. s. v.).

ή rots μετροις. μέτρα has to be understood in the concrete 
sense of ‘ kinds of verse ’, i. e. as equivalent to λόγοι έμμετροι or 
λ ό γ ο ι +  ρυθμός. Aristotle remembers that the literary form of
imitation is generally in verse, and accordingly adds η τοΐς μέτρο ις. 

The addition, however, has a sort of reflex influence on the general 
term λ ό γ ο ι*  which precedes it, and by the contrast it suggests gives 
the word for the moment the special sense of ‘ prose as distinct 
from verse. Other instances of a general term with its meaning
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modified by what follows will be found in 22, 1458 a 28 and 25,1447 a 29 
1 4 6 0 11. The logical scheme of the statement in a 29-^ 23 may 
be thus exhibited:—

Language 
without
music

prose
* in some one kind of metre

verse
in a plurality of metres 

Plato has the same division in Laws 810 b, where he is protesting 
against the divorce of poetry and literature from music: προς δε 

δη μαθήματα αλνρα ποιητών κείμενα εν γράμμασι, τοΐς μεν μετά μέτρων 

τοΐς δ* άνευ [ρυθμών τμ η μ ά τω ν*], α δη συγγράμματα κατά λ ό γ ο ν  

είρημενα μόνον, τητωμενα ρυθμόν τε και αρμονίας, σφαλερά γράμμαθ' 

ήμΐν εστι παρά τινων . . . καταλελειμμενα. Here αλνρα corresponds 
to Aristotle’s ψιλοΐς, τοΐς μεν μετά μέτρων τοΐς δ* ανευ to his τοΐς 

λόγοις ή τοΐς μέτρο ις, and κατά λ ό γ ο ν  είρημενα μόνον τητωμενα ρυθμόν 

τε και αρμονίας to his μόνον τοΐς λόγοις ψιλοΐς.

άνώνυμος : P h y s .  5 · 2) 2 2 6  a 26  ή μεν ονν κατά τό ποιόν κίνησις b 9  

άλλοίωσις έστω* τοντο γάρ επεζενκται κοινόν όνομα . . .  ή δε κατά τό 

ποσόν τό μεν κοινόν ανώνυμον, καθ' εκάτερον δ ’ ανζησις και φθίσις.—

De anima 2. 7> 4 1 ^ 8 26 ορατόν δ* εστιν χρώμά  τε, και ο λόγω μεν 

εστιν είπεΐν, ανώνυμον δέ τυγχάνει όν.— Η . Α .  ΙΟ . 4Ο> 6 2 3 ^ 5  εστι 
δε τι γένος των εντόμων, δ εν! μεν όνόματι ανώνυμόν εστιν.— Pol. 3· I, 
ϊ 275 a 3° άνώννμον τό κοινόν επί δικαστον καί εκκλησιαστόν. For 
other instances see Bon. Ind. 6 9  b 2. Aristotle has often to speak 
of a class as being still without a name, because its existence has 
not yet been recognized by ordinary thought (comp. Bernays, Zwei 
Abhandl. p. 81).

τ υ γ χ ά ν ει ουσα. Similarly in De sensu 5 , 4 4 7  b 7 Thurot would 
restore υπάρχει ουσα for νπάρχονσα.

όνομάσαι κ ο ιν ό ν : scii, όνομα; comp. Meteor. 4. 9, 387^2 ον γ ά ρ ύ ιο  

κεΐται όνομα κοινόν.— Η . Α .  4· 7 > 5 3 1 b 22 °^κ ϊπεζενκται κοινόν 

όνομα ούδεν.

tous Σώφρονο? και Ξ ενάρχου μίμους. The surviving fragments 
(Kaibel, CGF. 1 pp. 152 and 182) show that the mimes 
of Sophron and Xenarchus were in prose (comp. Bernhardy,
Gr. Litt.3 2. 2 p. 533). And as their very name is suggestive of 
μίμησις, Aristotle points to them as an indisputable example of 
prose-imitation, μίμησις εν λόγω χωρίς αρμονίας καί ρυθμόν. A very 
similar view of them is implied in a fr. of the dialogue περί 

ποιητών (*]2 Teubn.): ουκονν ουδέ έμμετρους του? καλούμενους 

1 These tw o words seem to represent a gloss, ρυθμών τητωμενα.
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1447b 10 Σώφρονος μίμους μη φώμεν είναι λόγους και μιμήσεις, ή τούς 
*Αλεγάμενου τού T?μου τούς πρώτους γραφέντας τών Σωκρατικών 
διαλόγων (v. Bernays, Zwei Abhandl. p. 82; Kaibel I.e., p. 152). 
The fr. makes it clear that Aristotle saw a certain affinity between 
the Mime and the 1 Socratic Conversations ’ of Alexamenus; and 
with it before us, it is not difficult to divine the reason for the 
juxtaposition of the Mime and the Σωκρατικός λόγος in the present 
passage of the Poetics; the two things differed in name, but at 
the same time they had an essential element in common, that 
of being prose-imitations, μιμήσεις εν λόγω , and not (like poetry) 
εν μετρώ.

b I I  τούς Σωκρατικούς λόγους. As used here and in Rhet. 3. 16, 

I 4 i7 a 20, the term Σωκρατικοί λόγοι must be taken to cover ^he 
ground of the whole of this species of literature, the t Socratic 
Conversations ’ not only of Alexamenus, but also of Plato, Aeschines 
and the rest (comp. Joel, Archiv f. Gesch. der Phil. 8, 468). A 
certain resemblance between the Platonic Dialogue and the Mime 
is presupposed in the story (Duris fr. 45 in Muller, FHG. 2 p. 480) 
of Plato having been a zealous student and imitator of Sophron. 
It is difficult, therefore, to agree with Teichmiiller’s view, that 
Aristotle’s intention was to contrast the Mime and the Dialogue, 
and insist on the difference between them.

ουδέ ε ι : De interpr. 11 , 2 0 ^ 2 5  ουδέ γαρ ή έρώτησις μία ουδ' 

εαν ή αληθής.—  1 4> 24 a 3 ουδεν διοίσει οΰδ* αν καθόλου τιθώμεν την 
κατάφασιν.— Soph. el. II, 1 ) 1 ^ 1 2  τα γαρ ψευδογραφήματα ουκ 
εριστικά . . . ουδέ γ* ci τι έστι ψευδογράφημα περι αληθές.

At this point Aristotle runs off into a digression (comp. 9, 1451b 1) 
in order to minimize the importance of the element of metre in 
the imitative forms of literature. Even if a mime and a dialogue 
were both written in verse, either in some one (b 11-12) or in 
several kinds of metre (b 20), they would still be without a common 
name connoting the μίμησις  in them, which is their essential point 
of agreement. The writer of such a versified mime or dialogue 
might no doubt be described in ordinary parlance as an έποποιός 
or έλεγειοποιός, or by some similar name indicating the kind of 
verse in which his work happens to be written. Names of this 
kind, however, are misleading, since they imply that the verse 
rather than the μίμησις  embodied in it is the essence of the 
literary form of imitation. Metre, in Aristotle’s view, is only 
one of the accidents of poetry; and the use of it does not make 
a writer like Empedocles a poet in any true sense of the word.



iXcycioiToious του? δέ π̂οποιου?. There is no need to understand, 1447 b *4 
still less insert, τονς μεν before ελεγειοποιονς (v. Kiihner, Gr. Gr.3
2. 2 p. 265); comp, the instances cited by Vahlen (ad loc.); to 
which may be added Soph. el. 21, 178 a 3, Metaph. Δ 28, 1024 a 33.

ουχ ώς κατά, την μίμησίς =  ώ? ου κατά τήν μίμησιν. For the 
position of the negative comp. Plato Phaed. 77 e  ώ? δεδιότων . . . 
πειρω άναπείθειν, μάλλον  δε μη ως ήμων δεδιότων, άλλ* ίσως ενι τις  και 

iv η μ  tv παΐς, όστις τα τοιαντα φοβείται.
’Εμπεδοκλεΐ. In a fragment (fr. 70 Teubn.) of the dialogue b 18 

περι ποιητών he is declared to have been a master of all the 
resources of epic language: *Ομηρικός δ Εμπεδοκλής και δεινός περι 
την φράσιν γέγονε, μεταφορικός τ  ων και τοΐς άλλοις τοΐς περι ποιη
τικήν επιτενγμασι χρωμενος. This is not inconsistent with the 
present passage; Aristotle’s meaning is that, though Empedocles 
may be a poet in his form, he is not a poet in his matter. A 
philosophic poem comes under the head of what the ancients 
termed didascalice, its purpose being to teach or instruct, rather 
than to interest us in a μίμησίς, a picture of life and manners.
That Empedocles was not in any real sense a poet is implied in 
Plato Theaet. 152 E και περι τούτον παντες εξής οι σοφοί πλήν  
ΐίαρμενίδον £νμφερεσθων, Πρωταγόρα? τε και Ηράκλειτο? και Εμπεδο
κλή?, και των ποιητών οι άκροι τή? ποιήσεως εκατερας, κωμωδίας μεν 
Επίχαρμο?, τραγωδίας δε "Ομηρος— where Empedocles, it will be 
observed, is put into distinct contrast with Homer. This view of 
him is more clearly stated in later writers, e.g. in Plutarch, De aud. 
poet. 16 C τά δ* Έμπεδοκλεου? επη και ΐίαρμενίδον και θηριακα 
Νικάνδρου και γνωμολογίαι Θεόγνιδο? λόγοι είσι κεχρημενοι παρά 
ποιητικής ώσπερ όχημα  το μετρον και τον όγκον, Γνα τό πεζόν διαφν- 
γωσιν.— Schol. Dionys. Thr. p. 166. 13 Hilgard ονκ εστι ποιητής 
ο μετρώ μόνω χρωμενος* ονδέ γάρ ’Εμπεδοκλή? ό τά φνσικα γράψας, 
ουδε οι περι αστρολογίας είπόντε?, ουδέ ό Π υ0 ιο? εμμετρως χρησμωδων.

ποιητήν. The poet is tacitly assumed to be a μιμητής εν μετροις b 19 
(comp. 24, i46oa 7; 25, 1460b 8).

όμοίως recalls the idea of the original assertion in b 9, ούδεν άν b 20 

εχοιμεν όνομασαι κοινόν τονς 3 ωφρονος και Ηενάρχον μίμους και τού? 
Σωκρατικούς λόγους. Vahlen quotes Eth. Ν. 1. 12, n o i b 2i δήλον 

ότι τών αρίστων ονκ εστιν έπαινος . . .  ομοίως δε και των άγαμων-—  
where ονκ εστιν έπαινος is to be understood, ομοίως often represents 
the apodosis of a conditional sentence (v. An. pr. 1. 9, 30 b 1;
i. 14, 33 a 12; 1 .3 8 , 49a 22 ; De caelo i. 4, 271 a 13; 2. 4,
287 a 19 ; De anima 1.1,402 b 8). The equivalent τόν αυτόν τρόπον

I. 1447b 10-20 109
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1 4 4 7 b 20 is used in just the same way in An. pr. 2. 24, 69 a 11 τον αυτόν δέ 
τρόπον καν εί δια πλειόνων των όμοιων ή πίστις  γινοιτο. 

b 21 Χ α ιρή μ ω ν. For the little that remains of his Κ έν τα υ ρ ο *  see 
Nauck, TGF.2 p. 784. Aristotle terms it a ραψωδία as though it 
were a sort of epic; and it is clear that in 24, 1460 a 2 he still 
regards it as coming under that head. If Athenaeus 608 e  speaks 
of it as a δραμα πολνμετρον, the explanation is that such a bizarre 
experiment in literature might very well be placed in more than 
one class. The title was no doubt taken from its subject; not 
from its monstrous combination of metres, as Welcker imagines 
(Nachtrag zu der Schrift liber die Aeschylische Trilogie p. 71). 
There were several comedies (Kock, CAF. 3 p. 698) and also an 
ode (by Lasus of Hermione) with this or a very similar title. 

b 22 i i  Απάντων τών μέτρων : to be taken with μικτήν (comp. Vahlen, 
Aristotelische Aufsatze 2 p. 42). απάντων must be an exaggera
tion, since it is inconceivable that every kind of metre was repre
sented in Chaeremon’s poem. Similar instances of overstatement 
are to be found in b 28 (πασιν), in 18, 1455 b 33 (τό όλον), in 22, 
1458 a 24 (άπαντα), and in De anima 2. 6, 418 a 11, 19 (v. Rodier 
ad loc.).

και ποιητημ προσαγορ«υτ&>μ has been altered in some apographs 
into { ovk ήδη') και ποιητην προσαγορευτεον and in Others into και 
{τούτον} ποιητην πpocrayoptvriov. Various other corrections have 
been recently suggested, e. g. κατά {τούτο) ποιητην προσαγορεντεον 
(Μ . Schmidt), δικαίως ποιητην προσαγορεντεον (Ueberweg), καίτοι 
ποιητην προσαγορεντεον (Rassow and Gomperz). Susemihl omits 
the clause (with Vahlen, Beitr. 1 p. 38), but finds a place for 
προσαγορεντεον by inserting it after ποιητην in b 20.

The clause (if we retain the reading of the MS.) seems to come 
in in much the same way as that in b 18, διό τον μεν ποιητην δίκαιον 
καλεΐν, τον δέ φυσιολόγον μάλλον η ποιητήν. As an illustration 
of the third of his three possibilities (comp. Vahlen, Beitr. 1 p. 4) 
Aristotle cites Chaeremons Cetiiaur; and his assumption is that, 
as a work of this description is a μίμησις  (comp. b 21 ποιοΐτο την 
μίμησιν) and also in verse (b 2 2 εζ απάντων τών μετρων)} the author 
is a μιμητής εν μετροις, and therefore rightly regarded as a poet, 
though popular language does not give him a special name of 
the type of those considered in the preceding section (b 13-19). 
The argument, therefore, will come to this: If a mime and a 
dialogue were written in a medley of metres, the writers would 
have to be recognized as poets; but we should have no common
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name for the two works themselves, notwithstanding their similarity 1447 b 22 
in form as well as nature. Some such meaning seems to be 
demanded by the general logic of the argument, which is directed 
to show that not only the prose forms of the literary * imitation ’, 
but also the various poetic forms of it are ‘ to this day1 without 
a general name (b 9 ανώνυμος τυγχάνει ουσα μέχρι του νυν). The 
only difficulty is to see how the clause και ποιητήν προσαγορευτέον 
is brought in. Vahlen (ad loc.) takes it as following after the 
apodosis implied in ομοίως— ‘ adnecti non positae sed cogitatae 
apodosi sententiam (και ποιητήν προσαγορεντέον) ’ . I suspect that 
it was primarily meant to apply to Chaeremon, and that it is 
loosely subjoined to what is said of him in the context, as an 
assertion of his claim to be ranked among the poets in spite of 
his metrical absurdities.

The question may perhaps be asked: If it was possible to give 
ποιητής the sense assumed for it in this chapter and elsewhere, 
why did not Aristotle recognize the word ποίημα  as an equally 
legitimate ‘ common name* for all the various species of verse- 
imitation? The answer may perhaps be this, that he thought 
it to be (like εποποιός, ελεγειοποιός, etc.) too directly suggestive 
of the metrical form (comp. Rhet. 3. 8, 1408 b 30), which he puts 
aside as only one of the accidents even of the poetical ‘ imitation \

The term ‘ Poet*, as used by most of the ancients, is the subject 
of a valuable inquiry by H. Weil (fitudes sur l’antiquitd grecque, 
p. 237), who shows that the nearest modern representative of 
it is ‘ author* or ‘ composer*. Its primary meaning is the man 
who writes the words, or composes the music, in contradistinction 
to the rhapsodists, actors, singers or musicians, who present the 
work to the public (comp. Plato Rep. 373 b  ποιηταί τε και τούτων 
υπηρεται, ραψωδοί, υποκριται, χορενταί, κτε.). But as the literary 
work which had to be thus recited or sung was by custom in 
verse, the ‘ poet* was also a writer of verses. The idea of verse in 
fact became part of the conventional meaning of the word— as also 
of the verb ποιεΐν, which often means to write or say in verse; 
the compounds, likewise, εποποιός, έλεγειοποιός, etc., all denote 
writers of some kind of verse, ποιεΐν is thus opposed to λέγειν, 
to speak in prose, and the ποιητής either to the συγγραφευς, who 
writes prose, or to the Ιδιώτης, the ordinary man who speaks in ' 
prose. Another association attaching to the word had its origin 
in the matter with which early Greek poetry was connected. The 
poet was distinguished from the historian or chronicler by the fact
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1447 hf 22 that he was so constantly dealing with a remote or legendary 
- / past, in the treatment of which there was ample room for play 

! of imagination. All the great poetical subjects are classed by 
Plato under the general head of ‘ myths' or fictions (Rep. 377a 
and 382 d ; comp. Xenophanes fr. 1, 21 Diels); and it was an 
understood thing that a free use of fiction was one of the privileges 
of the poet: Solon fr. 29 Bergk π ολλά ψεύδονται άοιδοι.— Isocrates 
195 D τών ye παλαιών καθόδων αυται μ ά λισ τ εύδοκιμούσιν, as παρά 
τών ποιητών άκούομεν* οντοι γάρ ον μόνον των γεγενημένων τάς 
καλλίστας ημΐν άπαγγέλλονσιν, άλλα και παρ αυτών καινάς σνντι- 
Θεασιν (also Horace A. P. 9). This recognition of an element of 
fiction in poetry is perhaps the nearest approach the ancients 
make to our idea of ‘ poetic creation ’. The ordinary conception 
in antiquity of the poet was that he was, just like the painter 
(v. Poet. 15, 1454b 9, and 25, 1460b 8), an imitator, and that 
his work was not so much a creation as a copy, more or less faithful, 
of something already existing in legend or life. 

b 25 μέλει =  αρμονία in the scheme in a 2 2.
μέτρω, which now takes the place of the original term λογω in 

a 22, has the concrete sense of ‘ verse’ or versified language, i.e. 
as equivalent to λόyos έμμετρος or λόγος + ρνθμός (comp. 4, 
1448 b 21). It is an ill-chosen word, therefore, as it says too much, 
and, if understood strictly, would make the ρνθμω, with which the 
enumeration begins, a superfluity. 

b 28 αί μέν άμα ττασιν αί 8c κατά μέρος. As Teichmiiller points 
out, πάσιν  repeats the πάσι in b 24, χρωνται having to be supplied. 
The antithesis is between άμα and κ α τά  μέρος; so that in lieu of 
the latter Aristotle might have said ονχ άμα ά λ λ α  κα τά  μέρος. 
Comp. Meteor. 1. 14, 35ia>2  ̂ έκείνοις μέν ου κατά μέρος ταυτα 
συμβαίνει πάσχειν, ά λ λ ' άμα παν άκμαζειν και φθίνειν άναγκαΐον.—

Plato Theaet. 189 e ητοι άμα γε η εν μέρει (also Bon. Ind. 455 b *4
and 571 b 47)· Aristotle’s language would naturally imply that, 
whereas the three means of expression, language, metre, and music, 
are inseparable in the Dithyramb and Nome, they appear separately 
and by turns in the Drama. This, however, is an overstatement 
(see on απάντων in b 22), as it is only the musical element that 
comes in intermittently, in the choral parts of the play (6,1449 b 3°)·

1448a I μίμουnm ol μιμούμενοι πράττοντα$: comp. I ,  1447 a 28; 3, 
1448*27; 6, 1449836; 1450b 3, 9; 1451829. This is to all 
appearance another reminiscence of Plato : Rep. 396 c μίμον·



I. 1447 b 22—2. 1448 a 5

μένος τον αγαθόν ασφαλώς re και εμφρόνως π ρ ά τ τ ο ν τ α .— 603 c 144® &Ι 
π ρ ά τ τ ο ν τ α ς , φαμεν, ανθρώπους μιμείται ή μιμητική βίαιους ή εκούσιας 
πράξεις.

ή σπουδαίους ή φαύλους is explained by what follows, κακία yap a  2 

και αρετή τά ήθη διαφερουσι πάντες (comp. 5, I 4 4 9 a 3 2)· This,
Aristotle adds, is the primary and most universal distinction between 
man and m an; nearly all other distinctions of character may be 
classed under this one common head.

dKoXouOci: De part. an. 2.1, 6 4 6 a l 7 a t S *  άλλαι διαφοραι ταύταις a 3 
άκολουθούσιν.

κακία γάρ καί αρβττ] κτε. Pol. 5· 2, * 3 ° 3 b *5 μεγίστη μεν ουν 
Ισως 8ιάστασις αρετή και μοχθηρια.

ήτοι ββλτίομας . . . τοιούτους, scii, μιμούνται οι μιμούμενοι. W e a 4 
have been prepared for this distinction by the preceding επει 
μιμούνται οι μιμούμενοι πράττοντας, ανάγκη δε τούτους ή σπουδαίους ή 
φαύλους είναι; but the third possibility, that the personages repre
sented may be on the same level as ourselves (ή και τοιούτους), is 
a new point, which is felt to require a word of proof. Aristotle 
accordingly reminds us o f a similar fact in painting (a 5 ): the 
personages in the works of Dionysius are just like ourselves 
(όμοιους). T h e three possibilities being thus generally established,
Aristotle proceeds to say, by way of corollary (δήλον δε a 7), that 
the same distinction is to be seen in the poetical arts, in epic, lyric, 
and dramatic poetry (a 11), and that it constitutes also the essential 
point o f difference between Tragedy and Comedy (a 16). That 
μιμούνται may be supplied from the protasis (a 1) after ή και 
τοιούτους in a 5 is assumed by all the older translators. Vahlen 
illustrates the construction from Metaph. A 7, i o i 7 a 13 τον yap 

άνθρωπον όταν μουσικόν λεγωμεν και τον μουσικόν άνθρωπον, ή τον 
λευκόν μουσικόν ή τούτον λευκόν, τό μεν (scii, λίγ ο  μεν) ότι άμφω τω  
αύτω συμβεβήκασι κτε. Other instances o f a verb having to be 
understood in the principal from a subordinate clause will be found 
in Kiihner, Gr. Gr.3 2. 2, p. 5 74;  an exact parallel, however, to 
the construction in the present passage is still wanting. T h e 
only alternative is to suppose the apodosis to begin at δήλον δέ (a 7)
— in which case it will be necessary to restore δήλον δή, and to 
take the words ήτοι βελτίονας κτε. as appositional to the ή σπου
δαίους ή φαύλους είναι in a 2. T he clause, however, that follows, 
ώσπερ oi γραφείς (scil. μιμούνται), seems to show that ήτοι βελτίονας 

κτε. =  ήτοι βελτίονας . . . μιμούνται.
δσπβρ οι γραφ€ΐς. Plutarch, who defines poetry as a μιμητική  5
POETICS I
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1 4 4 8  a 5  τέχνη και δνναμις αντίστροφος τη ζωγραφία, quotes a saying, 
commonly attributed to Simonides, ζωγραφιάν μέν είναι φθεγγομένηv 

την ποίησιν, ποίησιν δε σιγωσαν την ζωγραφιάν (De aud. poet. 17 F, 

with Wyttenbach’s note). The comparison, which reappears in 
Poet. 6, 1450a 26, b i ; 15, 1454^9; 25, 1460^8, and indi
rectly elsewhere, is of very frequent occurrence in Plato (v. Rep. 
377 E, 597 E, 603 B, 605 A etc.).

γραφείς. The Attic form γραφής has survived in the text of 
Meteor. 3. 2, 372 a 7, and De sensu 3, 440 a 8.

ΓΊοΧυγκωτος : comp. 6, 1450a 27. 
a 6 Παυσωμ: Pol. 8. 5> 134°ί13̂  δει μη  τα Πανσωνος θεωρεΐν τους 

νέους3 άλλα τά ΐίολυγνώτου καν εί τις άλλος των γραφέων η τών 
άγαλματοττοιων έστιν ηθικός. If he was the same as the Pauson 
of Aristoph. Ach. 854, he must have had a certain sort of 
affinity to our modern caricaturists (comp. Hor. Ep. 2. 1, 264; 
Aelian V. H. 4. 4); it will be seen also that Aristotle regards his 
work as the analogue of that of the parodists and comic poets 
in literature.

Διονύσιος δε όμοιους εΐκαζεν. όμοιους, as the context shows 
(comp, τοιουτους in a 5), means ‘ like ourselves ’, neither better nor 
worse than the average man. είκάζειν (= to  produce an εΐκών or 
portrait) is practically synonymous with μιμ€Ϊσθαι, the word ordi
narily used by Aristotle even of a painter. In 1, 1447 a 19 he has 
the more precise expression, μιμούνται άπεικάζοντες. The Dionysius 
meant is Dionysius of Colophon. It is a disputed point 
(Overbeck, Schriftquellen 1136) whether he is to be identified with 
the painter of whom Pliny N. H. 35. 113 says: Contra Dionysius 
nihil aliud quam homines pinxit, ob id anthropographos cognomi
natus. The epithet άνθρωπογράφος would certainly seem peculiarly 
applicable to Aristotle’s Dionysius, as a realistic painter, whose 
gods and heroes were too like ordinary men. 

a 8 Ιτερα is qualified and explained by the τούτον τον τρόπον that 
follows. The personages represented differ in the way just de
scribed, i.e. as being either better or worse than, or on the same level 
as, the ordinary man. For the neuter έτερα see on a 19. 

a 9  όρχήσει : Plato Laws 814 Ε δυο μέν αυτής (scil. όρχησεως) ειδη 
χρη νόμιζαν είναι, την μέν των καλλιόνων σωμάτων έπι τό σεμνόν 
μίμουμένην, την δέ τών αίσχιόνων έπι τό φαυλον (comp, also 655 C J 
798 d). For the kind of dancing Aristotle has in mind here see 
on i, 1447 a 27·

αυλήσει καί κιθαρίσει: see on 1, 1447 a x5·



2. I448 a 5-12 “ 5
τώ π€ρι τούς λόγους Se και τήμ ψιλομετρίαΐ' is a general expression 1448 a 10 

for the group of purely literary imitative arts, which were described 
in I, 1447 a 2 9 as using τοις λόγοι? ψιλοΐς ή τοΐς μετροις. Ψιλο- 
μετρία— a term misunderstood by later writers (v. Bernays, Heraklit.
Briefe p. 116)— means verse without music (χωρίς αρμονίας ; see on 
i, 1447 a 29). The qualifying addition ‘ without music’ might no 
doubt have been appended to τού? λόγους also; but it is more 
wanted where it is, so as to distinguish the verse that was simply 
recited from the verse that was sung. From this point onward 
Aristotle ignores the prose imitations (the Mime and the Dialogue), 
and deals only with ‘ poetry ’, the versified forms of imitative litera
ture (μίμησις iv μετροις; See on I ,  1447 a 23).

. τω περ\ τούς λόγους =  iv τω περι τους λόγους, the preposition being 
understood from the preceding context (comp. Bon. Ind. 630 a 40).
The restoration of τω  for t o  in 25, 1461 »33 admits of the same 
explanation. For τό περί τι in the sense of ‘ the class comprising ’ 
see Plato Soph. 221 b (with Campbell’s note), Symp. 205 c,
Rep. 394 b .

Κλεοφώΐ'. In 22, 1458^20 his diction is said to be ταπεινή. a 12 
Aristotle notes elsewhere the ludicrous effect his occasional attempts 
at fine language produced owing to the incongruity between the 
expression and the matter he dealt with : Rhet. 3. 7, 1408 a 10 τό 
δέ πρεπον εξει ή λεζις, εάν ή .. . τοίς υποκειμένοις πράγμασιν αν άλογον. 
τό δ* άνάλογόν εστιν εάν μήτε περι ευόγκων αυτοκαβδάλως λεγηται μήτε 
περι ευτελών σεμνως, μηδ' επι τω εύτελεΐ όνόματι επή κόσμος, ει δε 
μή, κωμωδία [‘ a comic joke’, Casaubon on Ath. 3. 12] φαίνεται, 
οΐον ποιεί Κλεοφων* ομοίως γάρ ενια ελεγε και εί ειπειεν άν π ό τ ν ια  
συκή. In the present passage we are told that his personages 
were ‘ like ourselves’ (όμοιους), neither better than the ordinary 
man, like those in Homer, nor worse, like those in a parody. From 
the context as well as the company in which he is placed it is plain 
that he is to be regarded as a sort of epic poet. He is taken as 
the representative of the prosaic Epic— the Epic of the common
place, as distinct from the noble Epic of Homer and the debased 
Epic known as parody. His work being put under the head of 
ψιλομετρία, ‘ verse without the accompaniment of song,’ he cannot 
have been in Aristotle’s view either a lyric or a dramatic poet 
(comp. Tyrwhitt ad loc.). The notion that he was the writer of 
a dialogue entitled the ‘ Mandrobulus ’ is based on an erroneous 
interpretation of Soph. el. 15, 174 b 19 (see J. of Phil. 12 p. 1:7).

Ήγήμωμ: see Brandt, Parodorum epicorum reliq., p. 37, and
i 2
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12 Kock, CAF. i, p. 700. Parody was an element in the humour of 
the Old Comedy, as also of Epicharmus; and there were certainly 
others before Hegemon who travestied Homer. What Aristotle 
means, however, is that Hegemon was the first to take up parody 
as a special form of poetical literature (Schrader, Rh. Mus. N. F. 
20, p. 186). According to Athenaeus 699 a  (comp. 407 a ) he wag 
the first to present a parody in the poetical contests in the theatre: 
7τρωτός ίίσηλθζν  είς τους αγώνας τους 0υμελικους Ήγτ/μων, και παρ
'Αθηναίοίζ ίνίκησεν αλλαις τε παρωδιαις και τη Γιγαντομαχία.

13  π α ρ ω δ ία ς. Α  παρωδία, in Aristotle’s sense of the word, is a 
mock epic, a poem on an ignoble theme in epic language and 
metre.

Ν ικ ο χ ά ρ η ς : he may perhaps be the same as the comic poet 
of the same name (Kock, CAF. 1 p. 770). We know nothing 
more of his work, and there is some uncertainty even as to its 
title. Δειλίας (which is assonant to Ίλιάς) would mean, as Twining 
says, the ‘ Poltroniad';  Δόλιας, either the ‘ Tale of Delos ’, or the 
* Tale of Delium ’ ; it is practically impossible to say which.

15 ώσπερ * * γας κτέ. It is important to bear in mind that in Ac 
the ώσπερ here ends a line, and that the γας stands at the beginning 
of another. The better apographs have either ώς περγας or ώς 
περγας. The reading ώς Περσας και Κύκλωπας was probably due 
to a corrector who knew of the Περσαι as a nome of Timotheus; 
it may be seen in the process of genesis in the text of Parisinus 
2038. In his latest edition (comp. Hermes 12, p. 192) Vahlen 
puts a colon after νόμους, and suggests that ώσπερ γαρ Κύκλωπας 
should be restored— on the supposition (1) that Timotheus 
and Philoxenus may represent the ignoble Nome and Dithyramb, 
and (2) that instances of the opposite were not wanted, as the 
Nome and Dithyramb were so generally associated with noble 
subjects. However attractive this explanation may be, Vahlen's 
reading fails to account for the accent in the traditional ώσπερ γας 
of the Paris MS. Castelvetro was probably right in recognizing 
in γας the second half of *Aργας, the name of one notorious in 
antiquity as the writer of a debased kind of nome (Meineke, FCG. 3, 
p. 388). If we accept Castelvetro’s suggestion, a question naturally 
arises as to the extent of the lacuna before the γας of the MS. 
The original statement may have been something like what 
Vahlen formerly supposed, ώσπερ ( 0εούς *Αρ-)γας; but it is quite 
as likely that more than this has been lost, and that the text, 
when entire, gave the name of another writer of nomes, who
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was put in contrast with Argas, and also the name of a common 1448 a 15 
subject differently treated by the two poets (ώσπερ ( - - κ α ί ’Α ρ - )  

γ α ς ) ;  so that this clause may have said of the Nome what the 
next (Κύκλωπας Τιμόθεος και Φιλόξενος) says o f the Dithyramb.
If it be objected that, on this hypothesis, Aristotle ought to have 
considered also, as a third possibility, the ‘ realistic * or intermediate 
type of Nome and Dithyramb, the reply is that, if it ever existed, 
it was of no real importance for his purpose. H$ is simply 
preparing us for the distinction in the Drama between Tragedy 
and Comedy; and when he comes to the subject of the Drama 
in a 16, we see that he omits to recognize an intermediate or 
‘ realistic ’ drama, in which the chief personages were όμοιοι, like 
the ordinary man.

Κ ύ κ λω π α ς. Polyphemus must have been a stock-subject in 
literature, as there were dramas with the title Κνκλωψ, dealing 
with him and his story, by Epicharmus, Aristias, and Antiphanes, 
as well as the existing play of Euripides. The plural here, as 
Diintzer points out, denotes not several Cyclopses, but Polyphemus 
as treated in different poems. For the Κνκλωψ ή Γ α λ ά τ ε ια  of 
Philoxenus see Bergk, LG.4 3 p. 609, and Schmidt’s Diatribe in 
dithyrambum, p. 54. It seems to have been a covert satire on 
the elder Dionysius, who had offended the poet; we may suppose, 
then, that Philoxenus made his Cyclops an ignoble personage, 
χειρων η καθ' ημάς. We have no evidence even of this indirect 
kind as to the Polyphemus of Timotheus (see Bergk I.e. p. 620;
Schmidt I.e. p. 102), but it is a natural inference from what 
Aristotle implies in the context, that he was not like the Cyclops 
of Philoxenus.

&  ταύττ) δε ττ} δ ιά φ ο ρ ά . Vahlen retains the traditional εν avrrj îS 
8c τη διάφορά, taking it to mean ‘ in ipsa quam dico differentia \

β ο ύ λ ε τ α ι: this is their general tendency and intention, though a 18 
there may be exceptions to the rule (comp. Bon. Ind. 140 b 41).

των νυν replaces the η καθ' ημας in »4. Aristotle is thinking 
more especially of the chief personages in Tragedy, who belong 
in most instances to the heroic age; comp. 13, 1453a 20 and 
Probl. 19. 48, 922 b 17 εκείνοι [i.e. the tragic actors as distinct 
from the chorus] μεν yap ηρώων μιμηταί, οι δε ηγεμόνες τών αρχαίων 

μόνοι ησαν ηρωες· οι δέ λ α ο ι άνθρωποι, ών εστιν ό χορός.

τούτω ν τρίτη  δ ια φ ορά , το ύ τω ν  =  τών λεχθεισών μιμήσεων in η 7 ) a 1 9  

comp, ι, ΐ 4 4 7 ^ 2 9  T^s δια φ ορά ς τώ ν  τεχ ν ώ ν . Vahlen supposes the 
words to mean ‘ harum quas recenseo differentiarum tertia ’.
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1448 a 19 Ικ α σ τα  τ ο ύ τ ω ν : the objects with the possibilities of difference 
described in chap. 2. Though the objects of the poetic imitations 
are properly persons, the neuter is used as a more general way 
of designating them ; it reappears in the context in τά, α υτά  (a 2 0 ) 

and ετερόν τ ι  (a 2i), as well as in the formula (repeated from 1, 
1447 α 17) cv 019 tc καϊ α και ως in a 25.

a  20 τ ά  αυτά  μ ιμ ε ΐσ θ α ι. The subject understood with μιμεΐσθαι is 
τον μιμονμενον; and the participles which follow in a 21-22, to 
describe the differences of manner, are in apposition to that. In 
a 23, however, where Aristotle is dealing with the Drama, in which 
there is a plurality of imitators, he has to put the' participles in 
the plural (<ί>9 πράττοντας), and the subject, instead of being left 
to be supplied, is definitely mentioned, and in the plural (tovs 
μιμούμενους, a 2 4).

a 21 otc μεν άπαγγίλλοντα κτε. The amended reading of this passage 
( ή )  otc μεν άπαγγελλοντα  οτέ δε ετερόν τ ι γιγνόμενον is anticipated 
in Goulston’s paraphrase, ‘ aut ut interdum eas exponat poeta, et 
interdum ipse aliud quid, i. alia persona, fiat/ The η which the 
MS. has before ετερον may very well be supposed to have been 
omitted (comp. 25, 1461 a 9), and then re-inserted in the wrong 
place, as a correction of οτέ δέ (comp, my ‘ Textual Criticism of 
the Nic. Ethics’, p. 18).

ετερον τ ι .  Ulrici’s correction ετερόν τινα  (suggested by Plato's 
ως τις άλλος ων in Rep. 393 c) is the result of a curious oversight. 
As Aristotle began by speaking of the objects imitated in the 
neuter (τά αυτά μιμεΐσ θα ι: see on εκαστα τούτων in a 19), he was 
bound to describe the imitator as identifying himself, not with 
‘ some one else ’, but with ‘ something else' (ετερόν τι).

The statement in the text in »21-24 is on the same lines as 
that in Plato Rep. 392 n-394 d; its very terminology is a 
reminiscence of Plato’s ; and it would be a mere enigma to us, 
if we had not the key to it in the Republic. Plato distinguishes 
between three forms of διήγησις: (i) simple narration, in which 
the poet speaks throughout in propria persona; (2) imitative or 
dramatic narration, in which he effaces himself as it were, and 
speaks in the person of another; and (3) the mixed manner, 
narrative and dramatic by turns, which we see in Homer. Aristotle's 
άπαγγελλοντα  recalls Plato’s δ/ απαγγελίας avrov τον πονητον (Rep. 
394 c) *5 and his ετερόν τι γιγνόμενον the Platonic ως τις άλλος ων 

(Rep. 393 c)· The combination also of the two manners in 
Homer (ότέ μεν άπαγγελλοντα ότε δέ ετερόν τ ι γιγνόμενον) is a point
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which Plato works out and explains at some len gth : μέχρι μέν 1448 a 21
τούτων τών έιτών, Vat έλίσσετο  πάντα? ’Αχαιούς, * Ατρείδα δέ μ άλιστα

δΰω, κοσμητορε λαών,’ λε'γει tc αυτό? ό ποιητης και οΰδ’ επιχειρεί ημών

την  διάνοιαν άλλοσε τρέπειν, ώ? άλλο? τι? ό λέγων η αυτός' τά δέ

μετά ταντα ώσπερ αυτός ων ό Χρυσής λέγει και πειράται ημάς 6 τι

μάλιστα ποιησαι μη *Ομηρον δοκεΐν είναι τον λέγοντα α λλά  τον

ιερέα, πρεσβύτην όντα (Rep. 393 Α)· Plato’s concluding formula
for the Homeric or mixed mode of representation, τά? διηγήσεις

ποιεΐσθαι . . . τά μέν μίμου μένους τά δέ μη  (Rep. 394 D)> the all
but exact equivalent of Aristotle’s μιμ εΐσ θ α ι. . .  ότέ μέν άπαγγέλλοντα

ότέ δέ έτερόν τι γιγνόμενον. At the same time it must be admitted
that there are certain noteworthy points o f differences between
the two statements. (1) With Plato the term μιμεΐσθαι is restricted
to the dramatic mode of representation; whereas Aristotle uses
it in a much wider sense (see on 1, 1447 a 16). (2) The order
also, in which the three possibilities are arranged, is different,
since Aristotle takes them, not in the order of logic, but in
that of time; and begins with Homer and the Homeric manner.
And (3) when he comes (in a 23) to the third possibility, the purely 
dramatic form of expression, he is apparently thinking more of 
the actors than of the dramatic author himself (v. on a 23).
Aristotle’s general view in fact of the Epic is that it comes under 
the head of narrative, as distinct from dramatic, imitation ( 5 ,1449^ 11 
τώ  . . . α π α γ γ ε λ ία ν  είναι] comp. 6, 1449^26 δρώντων καί ου δι 

απαγγελίας)', and in his two chapters (23 and 24) specially dealing 
with epic poetry the Epic in ή διηγηματικη μίμησις  (23, 1459 a 17 ;
24, 1459 b 36)— the Drama being η εν τω πράττειν μίμησις  (22,
I459a *5)· This, however, does not prevent him from recognizing 
the Epic (as Plato had done before him) as a quasi-dramatic 
form of poetry. Every epic is said to have a quasi-dramatic element 
in it to some extent (μιμούνται δέ ολίγα , 24, 1460a 9 ), and the 
Homeric' Epic has it in a very marked degree. Homer is 
said to reduce the element of narrative to a minimum (ολίγα  

φροιμιασάμενος, 24, i40oa 9; comp, ελάχιστα λεγειν, a 7)> taking 
every opportunity of making his personages come forward and 
speak for themselves, just as though they were characters in 
a play and on the stage (ευθυς εισάγει άνδρα η άλλο τ ι ηθος,

24, 1460a io). The ‘ mixed manner' of Homer, therefore, is 
acknowledged in chap. 24, as clearly and in much the same 
way as it seems to be in the words of the present passage (as 
amended), ότέ μέν άπαγγέλλοντα  ότέ δέ ετερόν τ ι γιγνόμενον.
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1448a 21 If the traditional text be retained (with Ritter, Yahlen, and 
others), it has to be read thus: και yap εν τοΐς αντοΐς και τά αυτά 
μιμεΐσθαι εστιν ότε μεν άπαγγελλοντα— ή ετερόν τ ι yiγνόμενον ώσπερ 

''Ομηρος ποιεί, ή ώ? τον αυτόν και μή μεταβάλλοντα— ή πάντας ως 

πράττοντας και ενεργονντας τονς μίμονμενονς. According to this 
view the worcjs ότέ μεν άπαγγελλοντα  have to be taken as a general 
description of the narrative as opposed to the purely dramatic 
manner (πάντας ως πράττοντας κτέ.), the parenthesis recognizing 
the two possibilities within the sphere of narrative poetry. This 
interpretation of the passage (1) implies, to my mind, too wide a 
divergence from the scheme in the Republic ; and (2) it practically 
assumes that o re  μεν άπαγγελλοντα  means no more than άπαγγελ- 

λοντα or ή ά π α γ γελλο ντα; it also involves (3) what seems to me a 
hardly tenable interpretation of the concluding clause (see on a 23).

a 22 ώ? τον αυτόν και μή μεταβάλλοντα: another instance of parallelis- 
mus antitheticus (see on 1, 1447 a 18); it is the converse in sense 
of that in De caelo 2. 6, 2 8 8 a 3 i  ειτε . . . άλλοιοιτο και μή  δια- 
μενοι τό αντό. It is not necessary to bracket the article before 
αυτόν, though the omission would certainly bring the present state
ment into closer conformity with that in Plato Rep. 393 a - d , and 
make the antithesis to be between what the poet says in propria 
persona (comp. 24, 1460 a 6, 1 1 )  and what he says in an assumed 
character.

a  23 ή πάντα ώς ττράττοντα? και ένεργουντα? τού? μιμούμενους, πάντα, 

the correction of Casaubon (De Sat. Poesi p. 82 Rambach), was 
tacitly adopted by Goulston. It is in apposition to the τά αυτά in 
a 20, and serves to distinguish the Drama from the Epic, which is 
at best only partially dramatic. If πάντας be retained, it has to be 
taken with τονς μιμούμενου? as the object after μιμεΐσθαι under
stood from8· 21. μιμεΐσθαι, however, is already provided with an 
object, viz. τά α ύ τ ά (° 2 θ ) ;  and τά αυτά is much too important 
logically to be ignored through a change of construction. In 
chap. 2 Aristotle has shown how the subjects of the representa
tion may differ. He tells us now that there are possibilities of 
difference also in the mode or manner of the representation, even 
when the subjects are the same (τά α υτά ); these differences of 
manner are indicated by the circumstantial participles in the 
clauses which follow τά αυτά μιμεΐσθαι Ιστιν. It will be observed 
that in this third participial clause the participles are in the plural, 
and that the grammatical subject, instead of being understood, as 
it was in a 20, is expressed, and also in the plural, τού? μίμου-
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μ,ίνονς. The explanation of the change of number is probably 1448 a 23 
this, that Aristotle is thinking for the moment of the actors 
rather than of the poet himself. There are certainly several 
passages in the Poetics, very closely resembling that before us, in 
which the reference must be to the actors, a play being con
ceived to be something which ‘ they act’, i.e. with a plurality of 
imitators concerned in i t : comp. 6,1449 b 26 δρώντων; b 31 7τράτ- 
τοντες ποιούνται την μ ί μ η σ ι ν 145° & 21 πράττονσιν. The sugges
tion that τού? μιμούμενους refers to the actors is due to E. Muller,
Theorie der Kunst bei den Alten 2 p. 18. The clause, with the 
reading πάντα?, is generally supposed to mean ‘ aut omnes qui 
imitatione exprimuntur quasi agentes et operantes imitari' 
(Tyrwhitt), τού? μιμούμενους being taken as a passive in the sense 
of the ‘ personages imitated \ The use of the present of μιμείσθαι 

as a passive is not impossible, but there is, as far as I am aware, 
no clear instance of it1 ; it may be observed too that in 15,
I454a 26, where Aristotle wants a present passive of μιμείσθαι, 

he does not say δ μιμούμενος, but has recourse to a periphrasis, 
ο την μίμησιν παρεχων.

iv τρισι δή ταύται? κτε. Comp. 1, 1447 a *6 διαφερουσι δε αλλή-  & 24 
λων τρισίν κτε. The preposition here (unlike that in the following 
iv oh) denotes the sphere within which the poetic imitation works. 
ταύταις is the real subject of the proposition (comp. Kuhner, Gr. Gr.3
2. i p. 628), and preparative to the enumeration that follows, 
iv oh τε και α και ως (comp. De caelo 2. 2, 285a 1 1). The 
whole statement, therefore, is practically the same thing as ταντα  

δή, τα iv oh τε και α και ως, τρεις διαψοραί είσιν εν ah ή μίμησις  

εστιν, ΟΓ as Bon. Ind. 546 a 57 puts it, iv ah δή διαφοραΐς ή μίμησις  

yi-γνεται, αυται τρεις είσιν, εν οΐς τε και α καί ως.

ώστε τη μεν κτε. is a sort of corollary to what was said in chap. 2 a 25 
and the opening section of chap. 3. Aristotle is now once more 
viewing plays in their relation to the authors, and the actors are 
ignored. In chap. 6 there are several instances of his passing 
unconsciously from the one point of view to the other. Thus in 
6, 1449 b 26, 31, 1450 a 10, 21, b 11 the reference is to the play 
as acted; whereas in 6, 1449b 34, 1450a 25-37, b 7 it is to the 
play as a literary production, the work of the poet.

πράττοντα? γάρ μιμούνται. The dramatic poet, instead of giving a 27 
us a merely verbal description of the incidents, makes his person-

1 The passage in Plato Rep. 604 E (if μιμούμενον be retained) admits of 
another interpretation.
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1448 a 27 ages appear on the stage, and go through a semblance of action.
The difference between Aristotle's language here and in a 23 is to 
be noted : the dramatic poet μιμείται πράττοντας) the actor μιμεΐτ 

ταi ώς πράττων.

a 28 δρώκτας. This reminds Aristotle of a current explanation of 
the word drama, ότι μιμούνται δρώντας, and leads him off into 
a digression on the claim of the Dorians to the discovery of the 
Drama. This claim, he says, they support by an appeal to lan
guage ; they maintain that not only κωμωδία but also the general 
term δράμα are words of Dorian origin. The statement here being 
quite sufficient for its purpose, it is not necessary to suppose (with 
Egger) a lacuna in the text, on the assumption that a Dorian 
etymology of τραγωδία also must have been mentioned. The 
present passage is clearly the ultimate source of the corresponding 
statements in the grammarians: Anon. De Comoedia (Kaibel, 
CGF. I  p. 6) την κωμωδίαν ηυρησθαί φασιν υπό %ουσαρίωνος* την 

δέ ονομασίαν έχειν οι μέν ότι περι τας κώμας περιιόντες ηδον και 

επεδείκνυντο, μηπω πόλεων ονσων ά λλ' εν κώμαις οικουντων των 

ανθρώπων, οι δέ άντιλέγοντές φασι μη κώμας καλεΐσθαι παρ' Άθηναίοις  

ά λλα  δήμους, και κωμωδίαν αυτήν καλουσιν επει έν ταΐς όδοΐς έκώμαζον. 

— Diomedes 486 P. (=Kaibel, I.e. p. 5 7 )  Comoedia dicta άπό τών 

κωμών; κώμαι e?iim appellantur pagi, id est conventicula rusticorum 
. . . vel άπό του κώμου, id est co?nisatione, quia olim in eiusmodi 

fabulis amantium iuvenum κώμοι canebantur (v. Reifferscheid, 
Suetonii Reliq. p. 7).

a 31 οί Μεγαρεΐς. On the Megarian Comedy see Meineke, FCG. 1 
p. 18. The doubts about it raised by Wilamowitz (Herm. 9 
p. 319) have been examined by Gomperz (Vienna Academy, 
Sitzungsb. 1888 p. 12) and Zielinski (Gliederung der altattischen 
Komodie p. 243). The Megarian claim to Comedy is noted by 
the anonymous commentator on Eth. N. 4. 6, i i2 3 a 24 (p. 18 6  

Heylb.) : διασύρονται γαρ oi Μεγαρεΐς έν κωμωδία (έπει και αντι
ποιούνται αυτής ως παρ' αυτοΐς πρώτον εν ρεθείσης, εί γε και %ουσα- 

ρίων ό κατάρζας κωμωδίας Μεγαρευς ην) κτε.; his parenthetical 
recognition of it, however, has no independent value, as it is 
obviously only an amplification of the words in the text. It will be 
observed that Aristotle says nothing about Susarion either here or 
in chap. 5— where he expressly tells us that the earlier history of 
Comedy is not known. 

a 32 της τταρ' αυτοΐς δημοκρατίας. Megara is said to have expelled 
the tyrant Theagenes about b . c . 600.
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ο ί έκ Σικελίας, the Megarians of Megara Hyblaea— literally, the 1 4 4 8  a  3 2  

Megarians 1 on the Sicilian side For this use of the preposition 
comp. Pol. 8. 7* 1341 b 28 ot έκ φιλοσοφίας, ‘ those on the philo
sophic side ’.

*Επίχαρμος. In 5, 1449^6 he and Phormis are said to have a 3 3  

been the first to discard the Comedy of personalities; so that from 
this point of view he was the forerunner of the New Comedy, i. e. 
of what Aristotle regards as Comedy proper. Plato had already 
given him the premier place in Comedy: Theaet. 152 ε  των 

ποιητών oi άκροι της ποιησεως έκατέρας, κωμωδίας μεν ’Επίχαρμος, 

τραγωδίας δε νΟμηρος. The Sicilian origin of Comedy is often 
asserted by post-Aristotelian writers: Theocritus Ep. 17. 1 6 τάν 

κωμωδίαν ενρων 'Επίχαρμος.— Solinus 5· Γ3 Hic [scil. in Sicilia] 
primum inventa comoedia.— Themistius Or. 27, 406 Dind. και 

κωμωδία τ ό  παλαιόν ηρξατο μεν άπο Σικελίας' εκεΐθεν γαρ ηστην 

9Επίχαρμός τε και Φόρμις [see on 5, 1449 h 6]· κάλλιον δε Ά θήνα ζε  

σννηνξηθη.— Prol. de Comoedia 3 =  Kaibel CGF. 1 p. 7 Ε π ίχα ρ μ ο ς' 

ovtos πρώτος την κωμωδίαν διερριμμενην άνεκτησατο π ο λλά  προσ- 

φιλοτεχνήσας.— Suidas ’Επίχαρμος : ενρε την κωμωδίαν έν Σ,νρακονσαις 

αμα Φόρμω. The whole question has been discussed by Bentley,
Wks. i  p. 251 Dyce, and by Welcker, Kl. Schr. 1 p. 273.

Χιωμιδου και Mdymf]Tos. From this mention of them here, as a 3 4  

also from the allusion to them further on, in 5, 1449b 3>  ̂ is 
clear that Aristotle knows of no Attic writers of Comedy earlier 
than Chionides and Magnes; and even these apparently are mere 
names to him (see on 5, 1449 b 4). The comedies usually ascribed 
to them (Kock, CAF. 1 pp. 4-9) were no doubt the work of a much 
later age (comp. Wilamowitz, 1. c. p. 335)· As regards Chionides, 
his appearance as a comic poet has been placed as early as 
b . c. 487 on the strength of the statement in Suidas: Χιωνίδης,

Αθηναίος, κωμικός της αρχαίας κωμωδίας' δν και λέγονσι πρωτα

γωνιστήν γενέσθαι της αρχαίας κωμωδίας, διδάσκειν δε ετεσιν δκτω 

προ των Περσικών. Magnes, who is known from an inscription 
(694 Dittenberger2) to have been exhibiting a play at the city 
Dionysia in or shortly after b . c . 464 (v. Bergk, Kl. Schr. 2 p. 475), 
is expressly described by Suidas as a much younger man than 
Epicharmus : επιβά λλει δ* Έ πιχά ρμ ω  νέος πρεσβύτη. The chrono
logy of the life of Epicharmus is beset with difficulties. He is 
said to have lived to a very great age (90, or even 97), and to 
have ‘ flourished' at the time of Gelo and Hiero, the tyrants of 
Syracuse (b . c . 485-467); we may very well suppose him, however,
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1448 a 34 to have written comedies before this period, as also to have lived 
beyond its limits. Suidas' statement that he was producing comedies 
at Syracuse six years before the Persian war (i.e. in b. c. 485: 
comp. Clinton FH. 23 p. 31), when ‘ Euetes, Euxenides, and Myllus 
were performing at Athens ' (ην δέ προ τών Περσικών Ιτη  ε£ διδάσκων 
εν Συρακουσαι?* έν δέ Ά θήνα ις  Ε νέτης και Ενξςνίδης και Μυλλο? 
ε’πεδείκνυντο), is of some importance, as showing that Epicharmus 
was conceived to be coeval with a generation at Athens anterior 
to Chionides and the regular drama which began with him (comp. 
Usener, Rh. Mus. 28 p. 423). There is no very serious difference, 
therefore, between Suidas and Aristotle as to the priority-of 
Epicharmus.

και rfjs τραγωδίας =  της δέ τραγωδίας. Vahlen illustrates the 
change of construction by Soph. el. 1 1 , 1 7 1 b 8 συλλογισμό? 

εριστικό? και σοφιστικός εστιν ει? μέν ό φαινόμενο? συλλογισμός  . . . 

και όσοι μη  όντε? κτέ.— where και όσοι seems to Stand for ετεροι δέ 
όσοι; comp, also Hartung, Lehre v. d. Partikeln 2 p. 4 10 . It 
would be a very simple alteration, and an improvement to the sense, 
to read και της τραγωδίας ( δ ’ )  ενιοι (J. of Phil. ΙΟ p. 67)·

εμιοι, i.e. the Sicyonians: Herod. 5. 67 τά τε δη άλλα οί 
2ικυώνιοι έτίμων τον *Αδρηστον και δη προς τα πάθζα αυτόν τραγικοισι 

χοροισι έγέραιρον, τον μέν Διόνυσον ου τιμώντε?, τον δέ * Αδρηστον.—  

Themistius Or. 27, 4°^ Dind. και τραγωδίας εύρεταί μέν 2 ικυώνιοι, 
τελεσιουργοί δέ Α ττικ ο ί ποιηταί.—  Suidas : Θέσπι?, Ίκαρίον 7τόλεω? 
Α ττικ ή ς , τραγικός έκκαιδέκατο? από τον πρώτον γινομένου  τραγω- 
διοποιου ’ Ετηγένου? του Σικυωνιου τιθέμενο?, ώ? δέ τινε?, δεύτερο? μετά 
Ε π ίγειον* άλλοι δέ αυτόν πρώτον τραγικόν γενεσθαι φασίν (comp, 
also Suid. s.v. Ουδέν τ-ρό? τον Διόνυσον). On Epigenes see Bentley, 
Wks. i p. 286 Dyce, and Bernhardy, Gr. Litt. i 5 p. 430. 

a 3 6  περιοικίδα? : Pol. 6. 5j 13 2 0 ^ 6  άει γάρ τινας έκπίμποντες τον 

δήμον προς τα? 7τεριοικιδα? ποιονσιν ευπόρου?. As understood at 
Athens the term κώμη meant a quarter of the city, as distinct from 
the outlying townships (δήμοι): Plato Laws 746 d  φρατρίας και 

δημονς και κώμα?.— Isocrates 1 49  Α διελόμενοι την  μέν 7τόλιν κατα 
κώμα? την  δέ χώραν κατά δημονς (ν. also PhotlUS Lex. S. V. κώμην, 

and Suidas s. v. with the commentators). 
a 37 κωμωδού? . . . άπο του κωμάζειμ. The connexion is indirectly 

implied in the juxtaposition of the two words in the law cited (or 
interpolated) in Demosthenes 21. 10 η πομττη και οι παϊδε? και ό 

κώμος και οι κωμωδοι και οί τραγωδοί. 

b ι και τό ποιεΐμ κτέ. The argument comes practically to this:



* Plays confessedly represent actions: now if they had been originally 1448 b 1 
an Athenian invention, one would expect them to have been called 
πράγματα rather than δράματα; πράττειν being the ordinary 
Athenian word for to act .’ That Aristotle does not accept this 
view of δράν and πράττειν is indirectly shown by his own use of 
the words. He has just said (a 2 7 )  πράττοντας και δρωντας, and 
in his definition of Tragedy (6, 1449^26) his word is δρώντων, 
though he might easily have said πραττόντων.

τ η ς  μ ιμ ή σ ε ω ς  is the genitive after των διάφορων. Vahlen illus- b 3 
trates the order by Plato, Phil. 17 c επειδάν λάβης τά διαστήματα 
οπόσα εστι τον αριθμόν της φωνής.

έο ίκ α σ ι. Setting aside the antiquarian questions raised in b 4 
chap. 3, Aristotle asserts that the birth of poetry was due to large 
natural causes. The origin of poetry generally (γεννησαι μεν 
ολως) is attributable to the imitative instinct in all men. The 
origin of the two great kinds of poetry (διεσπάσθη δέ b 24), of 
which Tragedy and Comedy were the ultimate developments, is 
attributable to the personal tendencies and differences of character / 
in the individual poets (τά οικεία ηθη b 24).

α ίτ ία ι δύο. The two causes are those mentioned in the imme
diate context, το μιμεΐσθαι (a 5) and το χαίρειν τοΐς μιμημασι (a 8).
These Aristotle regards as two distinguishable facts in human 
nature; it will be observed too that he proves the second point 
by a formal argument, which he has not thought necessary to do 
in the case of the first, το χαίρειν τοΐς μιμημασι, instead of coming 
in as a mere afterthought after το μιμεΐσθαι, involves a different 
idea, and relates to a different class of persons— the public interested 
in works of art, as distinct from the artists who produce them. 
Aristotle is perfectly aware that the cultivation of an art implies 
not only artists but also a public to accept and reward their work 
(comp. Teichmiiller, Aristot. Forsch. 2 p. 203).

μ ιμ η τ ικ ώ τ α τ ο ν : Probl. 30. 6, 956 a 1 4  Διά τ ι  άνθρωπω πειστεο ν b γ  

μ ά λ λ ο ν  η ά λ λ ω  ζωω ; . . .  η δτι μιμητικώτατον; μανθάνειν γάρ δνναται 
διά τοντο. Vahlen illustrates this use of the neuter singular by 
De SOmn. 3 , 457 b 24 καταπίπτονσι. . . oi άνθρωποι, μόνον γάρ όρθον 
των ζωων, and Pol. I. 2, 1 253 a 16 τοντο γάρ προς τ ά λ λ α  ζωα τοΐς 
άνθρώποις ίδιον, τ ο  μόνον αγαθού και κακόν . . . αισθησιν εχειν .

μ α θ ή σ ε ις : Quintilian 10. 2, 1 Neque enim dubitari potest quin 
artis pars magna contineatur imitatione, nam ut invenire primum 

fu it estque praecipuum, sic ea quae bene inventa sunt utile sequi, 
atque omnis vitae ratio sic constat, ut quae probamus in aliis facere

3· 144» a 34—4· *448 b 7 125
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1448 b 7 ipsi velimus, sic litterarum ductus, ut scribendi fiat usus, pueri 
sequuntur; sic musici vocem docentium, pictores opera priorum, 
rustici probatam experimento culturam in exemplum intuentur; 
omnis denique disciplinae initia ad propositum sibi praescriptum 

formari videmus.
b 9 σημ€Ϊοκ. A σημεΐον is that which proves or confirms a proposi

tion; an αίτιον, something that explains or gives a reason for it. 
Aristotle defines a σημεΐον in An. pr. 2. 27, 70 a 7 σημεΐον δέ βού
λεται εΐναι πρότασις αποδεικτική αναγκαία η ενδοζος' ου γαρ δντος 
εστιν η ον γενομενον πρότερον η νστερον γεγονε τδ πράγμα, τοντο 
σημεΐον εστι τον γεγονεναι η εΐναι (comp. Bon. Ind. 677 b ΐ ) ·  _

10 Ιπι τώΐ' έργων: ‘ re ipsa’ (Tyrwhitt; ν. Bon. Ind. 286 a 43 and 
Schwegler on Metaph. A 3, 9848-12). των έργων here is often 
rendered by ‘ works of art ’ (‘ in operibus opificum Victorius).

& γά ρ  α υτά  λυπηρώς δρώμεν: Rhet. I .  i i ,  1 3 7 1 b 4 δέ το 

μανθάνειν τε ήδν και τδ θανμάζειν, και τα τοιάδε ανάγκη ηδεα εΐναι 
οΐον το  τε μεμιμημενον [μιμητικόν Vet. Vers.], ώσπερ γραφική και 
ανδριαντοποιία κ α ι ποιητική, και παν δ άν εν μεμιμημενον ή, καν γ} μή 
ήδν αυτό τδ μεμιμημενον' ον γαρ επι τοντω χαίρει, άλλά συλλογισμός 
εστιν δτι τοντο εκείνο, ωστε μανθάνειν τι σνμβαίνει.— De part. an. 
i. 5, 045a 11 και γαρ άν εϊη παράΧογον και άτοπον, εΐ τά ?  μεν εικόνας 
α υτώ ν [i.e. τώ ν  ζωων τώ ν  μή κεχαρισμενων\ θεωρονντες χαίρομεν ότι 
τήν δημιονργήσασαν τέχνην συνθεωρονμεν, οΐον τήν γραφικήν ή τήν 
πλαστικήν, α υτώ ν δ έ  τώ ν  φνσει σννεστώτων μή μάλλον άγαπωμεν τήν 
θεωρίαν, δννάμενοί γε τας αιτίας καθοράν. δ to δει μή δνσχεραίνειν 
παιδικως τήν περι των ατιμότερων ζωων επίσκεφιν. Plutarch also (De 
aud. poet. 18 a ; Qu. conv. 5. i, 674 a) has a good deal to say on 
this point.

b 12 Α τιμ ό τα τω ν : De anima I. 2, 404 ^3 ev άπασι γαρ νπάρχειν αυτόν 

[i.e. νουν] Tots ζωοις, και μεγάλοις και μικροΐς και τιμίοις και άτιμοτε· 
pots.— De part. an. 1. 5, 645 a 15 (see on b 10). 

b 13 και τούτο. For the conjunction comp. 13 , 1453 a 17 σημεΐον δέ 
και τό  γιγόμενον.— De somno 3, 456 b 28 σημεΐον δέ τού τω ν και τά 
V7τνωτικά.— Meteor. 2. 8, 3^7 a 11 τεκμήριον δ* εστι . . . και τό 
γιγνόμενον.— Xenoph. An. 1. g. 29 τεκμήριον δε τοντον και τόδε. 

b i6  0€a>pourras μανθάνειν: comp. Rhet. I .e ., and Plato Rep. 4 75 d 
o t . . . φιλοθεάμονες πάντες εμοιγε δοκονσι τω καταμανθάνειν χαίροντες 
τοιουτοι εΐναι. Belger (De Aristotele etiam in Arte Poetica com
ponenda Platonis discipulo p. 45) finds some further traces of 
Plato in this portion o f the Poetics. Our pleasure in the contem
plation of a picture or other work of imitative art is explained here
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to be the natural concomitant of an intellectual act, the discovery 1448 b 16 
or recognition on our part of the meaning of the picture (comp.
Probl. 19. 5, 9180-3).

ο υ χ  tj. ονχί for ουχ rj is found in K b in Eth. N. 8. 12, 1161 a 1, b 18 
and in D (the Marcianus) in An. post. 1. 23, 84 b 8.

κ α τά  φύσιμ 8c ο ιτ ο ς  ή μ ΐμ  του μ ιμ ε ΐσ θ α ι. This has been supposed b 20 
to stand somewhat loosely for the two things previously mentioned, 
το  μ ιμ ε ΐσ θ α ι and τό  χ α ιρ ε ιν  τ ο ΐς  μ ιμ ή μ α σ ι; but a little reflexion 
will show that Aristotle has not fallen into any such inexactness 
of language. What he is now considering is the evolution of 
the poet; and he tells us that the imitative aptitude of the 
poet is only a higher and more developed form of that natural 
aptitude for imitation which is common to all mankind. There 
is no reason why he should also remind us at this point of the 
naturalness of the pleasure that we derive from poetry and other 
kinds of imitation.

κ α ι τ ή ς  Αρμονίας κ α ι του ρυθμου seem to be added as an after
thought, in recognition of the historical connexion between music 
and poetry. Except in its lyric forms, however, poetry was now 
no longer combined with music; in Aristotle’s view, also, even 
metre is at the most only one of its accidents (1, 1447 b 11).
A very different view has been taken of these words by Tyrwhitt 
and Vahlen— and long before their time by Averroes and Sigonius 
(Emend, p. 152)— who suppose harmony and rhythm to be the 
second of the αίτιαι δυο φνσικαί mentioned in the early part of 
the chapter (b 5). There are two objections to this interpretation:
(1) it ignores the significance of the distinction between τό μιμεΐσθαι 
and τό χ α ιρ ειν  tois μιμήμασι (v. on b 4) ; and (2) if τής αρμονίας 
και τον ρνθμον are to bear this emphasis, one would expect them 
to be brought in in a less incidental way, and with a reason of 
some sort to justify the position ascribed to them. As the matter 
is in Aristotle’s opinion of such secondary importance, he does 
not stop to show that our sense of harmony and rhythm is 
natural, or to explain how it has come to be natural to us (comp.
Probl. 19. 38, 920b 29). Metre is said to be a mode of rhythm 
in Rhet. 3. 8, 1408b 28, δ δέ τον σχήματος της λε'£εως αριθμός 
ρυθμός ε σ τ ιν , ον και τα μίτρα τμητά  [? τμήματα]. On the difference 
between them see Cicero Orator 67, Quintilian 9. 4, 45, and 
Schol. Hephaest. p. 144 Gaisf.

Αρχής is much the same thing as ε’ν  αρχή (Eucken, Sprachgebr. b 22 
p. 10). If it may be taken not with έγε'νν^σαν but with the
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1448 b 22 participle, the antithesis between εξ αρχής πεφνκότες and προάγοντες 
will be not unlike that in Metaph. A 2, 982 b 13 εξ αρχής μεν τά 
πρόχειρα των απόρων θανμάσαντες, ε ιτα  κατά  μικρόν οντω προϊόντες 
και περι των μειζόνων διαπορησαντες.

αυτά: loosely used for * their work1 or ‘ performances *; it 
anticipates what is termed in the next line ‘ their improvisations '. 
προάγειν is here (and again in 4, 14498-13) a transitive verb; in 
the Aristotelian passages in which it seems to be intransitive 
(=  προϊεναι) an object can generally be supplied without difficulty 
from the context (comp. Bon. Ind. 633 b 10). The meaning of 
the word in the present context is to ‘ advance', or ‘ carry a stage 
further’ (comp. Plato Polit. 262c), as may be seen from the 
parallel in Soph. el. 33, 183 b, in which the gradual progress or 
advance of Rhetoric and other arts is described: οί μεν yap τας 
άρχας ενράντες παντελώς επι μικρόν τι προηγαγον οι δε νυν ευδοκι- 
μονντες παραλαβόντες παρά πολλών οΐον εκ διάδοχης κατά μέρος 
προαγαγόντων όντως ηνξήκασιν. 

b 23 αυτοσχεδι ασμάτων. On the verb αντοσχεδιάζειν =  ‘ to speak 
off-hand, without premeditation or previous study' see Ernesti, 
Lex. techn. gr. s.v. The fact is described in the Homeric Hymn 
to Hermes 54 θεός δ’ υπό καλόν άειδεν, εξ αντοσχεδίης πειρώμενος, 
ηντε κονροι ηβηται θαλίησι παραιβόλα κερτομεονσιν, άμφι Δ«ι 
Κρονίδην και Μαιάδα καλλιπεδιλον. A similar view of the origin 
of poetry is implied in Quintilian 9. 4, 114 poema nemo dubitaverit 
imperito quodam initio fusum et aurium mensura ei similiter 
decurrentium spatiorum observatione esse generatum, mox in eo 
repertos pedes.— Maximus Tyr. 3 7 . 4 Άθηναίοις δε ή μεν παλαιά 
μούσα χοροί παίδων ησαν και άνδρων, γης εργάται κατά δημονς 
ιστάμενοι . . . ασματα αδοντες αυτοσχέδια (comp, on 4> Χ449Λ9> 
and Bentley, Wks. ι p. 250 Dyce). The phallic-song, in which 
Aristotle finds the germ of Comedy, was sometimes described as 
an ωδη αυτοσχέδιος (see on 4, 14498-I2)· 

b 24 διεσπάσθη δε corresponds with the γεννησαι μεν όλως in b 4.
κατά τά οικεία ήθη : comp. Plato Rep. 39  ̂c SQQ· 

b 25 τά$ καλά§ . . .  ττράξει? καί τά§ των τοιουτων. As Duntzer (Rettung 
der aristotelischen Poetik p. 129) and Bernays (Zwei Abh. p. 28) 
have shown, this is not a tautology, as the actions of those who 
are κ α λ ο ί (τώ ν το ιο υ τω ν) are not always κ α λ α ι πράξεις; comp. Plato 
Rep. 396 C μάλιστα μεν μιμούμενος τ ο ν  ά γα μ ο ν ασφαλώς τε και 
εμφρόνως πράτ το ν τα , ε λ ά τ τω  δέ κα ι ήττον ή νπό νόσων ή νπό ερώτων 
εσφαλμενον η και νπό μέθης η τίνος άλλης ξνμφοράς.
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ψόγους has the same concrete sense of ‘ invectives ’ in Plato 1448b 27 
Laws 829 c εγκώμιά re και ψόγους ποιεΐν. The earliest, as well 
as the most eminent representative of this kind of literature, was 
Archilochus, the ψογερος Α ρχίλοχος βαρυλόγοις εχθεσιν πιαινόμενος 
of Pindar (Pyth. 2. 100).

ύμνους και Εγκώμια: Plato Rep. 607 Α υμνους θεοΐς και εγκώμια 

τοΐς άγα0οις.— Etym. Gud. S. ν. ύμνος: *Υμνος εγκωμίου διαφέρει 
καθο ο μεν ύμνος έπι θεου λέγεται τό 8e έγκώμιον έπι άνθρωπον. On 
hymns and encomia as very primitive forms of Greek poetry see 
Bergk, Gr. Litt. 1 p. 423.

είκός 8c είμαι πολλούς, scil. τοιουτους; comp. Goulston’s version, b 29 
‘ verisimile autem est, qui talia condiderint, extitisse multos.’
Aristotle says this because he thinks that even in those days 
the baser sort (οί εντελέστεροι b 26) were probably in a majority; 
he has no romantic illusions as to the superiority of the men 
of an earlier age (Pol. 2. 8, 1269 a 5). On the pre-Homeric poets, 
to whom Aristotle refers, comp. Sextus Emp. Adv. math. 1. 204 
ονχ υπο πάντων όμολογεΐται ποιητης αρχαιότατος είναι *Ομηρος· ένιοι 
γάρ ‘Ησίοδον προηκειν τοΐς χρόνοις λέγονσιν, Αίνον τε και Όρφέα  
και Μουσαίον και άλλους π αμπληθείς: see also Bernhardy Gr. Litt. 
i 5 p. 308. Aristotle, however, was quite aware that the writings 
which bore the names of these legendary poets were not really by 
them (H. A. 6. 6, 563 a 18 ; see Bernays,.Dialoge d. Aristot. p. 95).

έκείμου 6 Μ αργιτης: Eustratius on Eth. N. 6. 7, 1 1 4 1  a 14 (p. 320 b 30 

Hey lb.) παράγει . . . καί τινα ποίησιν Μαργίτην όνομαζομένην 
*0 μηρού. μνημονεύει δ* αυτής ου μόνον αυτός * Αριστοτέλης εν τω 
πρωτω ΤΙερι ποιητικής άλλα και ’Α ρχίλοχος και Κρατΐνος και Κ α λ λ ί
μαχος εν τω έπιγράμματι και μαρτνρονσιν εΐναι * Ο μηρόν το ποίημα.
On the Margites, which Aristotle thus attributes to Homer, see 
Kinkel, EGF. p. 64. This statement in the Poetics does not 
throw any light on the question of the original form of the 
Margites, whether the iambic lines in it were a primitive part of 
the poem, or subsequently added by Pigres (see Goettling, Op.
Acad. p. 167, and Hiller, N . Jahrb. f. Phil. 1887 p. 13 for a dis
cussion of it); it stands in a parenthesis, and must not be taken 
in any direct connexion with the έν οΐς . . . ίαμβεΐον ηλθε μέτρον 
that follows.

και τά τοιαυτα refers to writings more or less like the Margites 
by post-Homeric poets— not to other minor poems of a light order 
attributable to Homer himself, as Bergk (Gr. Litt. 1 p. 775) 
suggests.

POETICS K



1448 b 30 iv 01s =  έν δέ τούτοι?, scil. τοΓ? ψόγοις, the relative beginning 
a new sentence, as in 24, 1 4 5 9 ^ 1 2  01? άπασιν.— Phys. 8. 3, 
253 b 12 προς ονς . . .  ον χαλεπόν άπαντησαι.— Metaph. Θ 3 > 

1046 b 33 01? τα. σνμβαίνοντα άτοπα ον χαλεπόν ίδειν.— Λ  8, 1074 b 8 
ών ει τι? χώρισα? αυτό λά βοι μόνον τό πρώτον.

κατά τό άρμόττομ: 17 , 1 4 5 5  b ΙΟ κατ® ™  «κό?.— Rhet. I . ι ,  
1355 a 22 and 9, ΐ 367 b 12 κατά τό προσηκον (opposed to παρά τό 
προσηκον).— Eth. Ν. 4· 6, 1123 a 20 παρά τό δέον. The reading of 
the Aldine (and of Parisinus 2038), καί τό άρμόττον, has been 
accepted by Bon. Ind. 357 b 48. 

b 3J ήλθε : the verb has the same sense in Eth. N . 5. 8, 1133 a 2αέφ* 
δ τό νόμισμα εληλνθε.— Pol. I. 9, I 258a 6 τό ετερον ειδο? τη? 
χρηματιστικης διά τοΰτ* ελήλνθεν.

ίαμβεΐομ καλείται: Strabo 4 22 Cas. ό μέν (scil. δ δάκτυλο?) ύμνοι? 
έστίν οικείο? ό δ* ίαμβος κακισμοΐς.— Proclus Chrestom. 7 j Ρ· 34^ 
Gaisf. τον ίαμβον τάττεσθαι μέν επί λοιδορία? τό παλαιόν* καί γάρ 
καί τό ιαμβίζειν κατά τινα γλώσσαν λοιδορειν ελεγον . . . έοικε δέ ό 
ίαμβος το μέν παλαιόν επί τών εί? ψόγον και έπαινον γραφόμενων 
ομοίως λεγεσθαι' έπεί δέ τινε? έπλεόνασαν έν ται? κακολογίαις τό 
μετρον, έκεί^εν τό ιαμβίζειν  εί? τό νβρίζειν  υπό τη? συνήθειας εκπεσεΐν. 
— Schol. Hephaest. 6, p. 182 Gaisf. εκληθη δέ Ιαμβος, άφ* ου τό 
μετρον παρονομάζεται Ιαμβικόν, επειπερ οί νβρίζειν και λοιδορειν 
τινας βονλόμενοι τοντω έχρώντο τω μετρώ' Ιαμβίζειν γάρ ελεγον οί 
παλαιοί το νβρίζειν .— Suetonii Reliq. p. 19 Reiff. Iambus est carmen 
maledicum . . . appellatum est autem π α ρ ά  τό  ι α μ β ί ζ ε ι ν , quod est 
maledicere.

b 33 τώμ παλαιώμ. The reference is apparently to Homer and 
Archilochus, as the first and greatest representatives of the two 
great directions in poetry; comp. Velleius Paterc. 1. 5 Neque 
quenquam alium, operis primus auctor fuerit, z>/ eo perfectis
simum praeter Homerum et Archilochum reperiemus.— Dio Chrysost. 
Or. 33, p. 5 E· δυο γάρ ποιητών γεγονότων εζ άπαντος του αίώνο?, 
οι? ουδένα τών άλλων σνμβάλλειν άξιον, *0 μηρού τε και ’Αρχιλόχου, 
τούτων "Ομηρος μέν σχεδόν πάντα ενεκωμίασε . . . ’Αρχίλοχο? δέ επί 
τήν εναντίαν ηκε [fort. #£ε], τό ψεγειν. Their pre-eminence is implied 
in the juxtaposition of the two names in Heraclitus fr. 119 (42 
Diels), τον τε *Ομηρον έφασκεν άξιον εκ τών αγώνων εκβάλλεσθαι και 
ραπίζεσθαι και Α ρ χίλο χον ομοίως. 

b 34 σπουδαία . . . ποιητή?: comp. Plato Apol. 18 β τά μετέωρα 
φροντιστής.

b 3 5  °όχ δτι ευ, scil. εποίησεν. Homer £ wrote well', as a master of
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the art of poetic expression (comp. 24, 1459 k 16; 1460^1); his 1448 b 35 
poems are * imitations ', or pictures of human life, which distin
guishes them from those of Empedocles and others (comp. 1,
1447 b 15); and they are moreover ‘ dramatic imitations', i.e. not 
unlike those in the Drama (comp. 24, 1460 a 5). In this way, then,
Aristotle intimates that Homer not only dealt with the same kind 
of subject as Tragedy (τα σπουδαία), but also anticipated the 
dramatic manner.

σχήματα . . . uir&eigct', ‘ marked out for us the great outlines of b 36 
Comedy'. σχήμα has the same sense in 5, 1449 k 3> and in 
Plato Laws 5, 737 D σχήματος ενεκα και υπογραφής. For the use 
of νπεδει$ε comp. Rhet. 3. 2, 1404 k 25 οπερ Ε υ ρ ιπ ίδ η ς  ποΐ€ΐ και 
νπεδειξε πρώτος.— Ath. Pol. 41 'Αριστείδης μεν υπεδειζεν, Ε φ ι ά λ τ ε ς  

δ' επετελεσεν.— Isocrates 268 Λ ταντα πράττοντες και τοΐς άλλοις 
νποδεικνυοντες.

ου ψόγοι' άΧΧά, τδ yeXoioi' Βραματοποιήσας. The sense is that, b 37 
when Homer passed from σπουδαία to φαΟλα, his treatment of the 
latter was more akin to that in the comic poets than to that in the 
ίαμβοποιοί; Margites with him was only ridiculous— not vicious or 
held up to obloquy as vicious, as a writer of ψόγοι would have 
made him. A ψόγος dwells on some serious vice of character; 
whereas Comedy, as Aristotle conceives it, deals only with those 
lesser faults which we are able to laugh at (see on 5, 1449 a 33).
This view of the Margites is not quite in harmony with that in 
4, 1448k 30, where it is regarded as a ψόγος, the first known 
instance of the kind.

With ου ψόγον Vahlen supplies ποιήσας from the δραματοποιήσας 
that follows. This is legitimate enough, but hardly necessary, as 
δραματοποιεΐν, 4 to write, or describe, as a dramatist would' (see on 
22, 1458 k 9 )  is just as applicable to ψόγον as it is to τδ γελοΐον 
(comp. Tyrwhitt’s rendering ‘ non vituperium sed ridiculum dra- 
matice exprimens'). The meaning Aristotle attaches to it may be 
seen from μιμήσεις δραματικας εποίησεν in k 33 (v. ad loc.).

£<nrcp Ίλιδ$ και ή ’θδύσσ€ΐα. Vahlen illustrates this insertion of b 38 
the article before Όδυσσ€ΐα by De resp. 17, 478b 28 εστι δέ ένα 
τοί και ή φθορά πασιν ομοίως τοΐς μή άτελεσιν, and Rhet. 3· *3>
I414b * 3  *σται ονν . . . διήγησις ετερον και ή επιδιήγησις και προδιή- 
γησις, and a number of other passages in Aristotle (comp, also 
Riddell, Digest of Idioms § 240 g ).  On the other hand Spengel 
would restore the article before 'IXias on account of its appearance 
in the parallel in 26, 1462 kg ώσπερ ή Ίλιας εχει πολλά τοιαντα

Κ 2
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1448 b 38 P'*Pr1 Ka'L V *Οδυσσ«α (comp, also 24, 1459  ̂ *4 V P*v *Ιλιά9 . . . η δε 
Ό δυσσειa). There is as a rule nothing exceptional or anomalous 
in Aristotle’s usage in reference to the article with the titles of 
books. He is apt to omit it, just as Athenaeus does, when the 
title is given in the actual form which it would have as the heading 
of a MS. (comp. Apollonius Synt. 1, 26), after the preposition cv. 
The Poetics supply a number of examples of this usage, e.g. 16, 
14 55 a 2 iv ’Αλκίνον άπολδγω.— 24, 1 4 6 ο 8, 35 τά iv *Οδνσσεία. 

άλογα.— 14, J454a i  *ν Aντιγόνη.— 16, 1455 a 4 *v Χοηφόροις.—  
24, 1460 α 31 iv Ή λεκτρα.— a 32 iv Μυσοΐ9·— 25, 1461 b 21 cv 
Ό ρέστη. In 24, 1460a 30, however, the traditional text omits the 
article with a title in the nominative ; for it is clear that ΟΙδίπονς in 
this place means the Oedipus Tyrannus, in the same way as with 
us ‘ Hamlet ’ may mean the play, not the person. In many places 
in which the article is omitted, the title is used in a general sense 
as a common noun; thus in Soph. el. 24, 180 a 21 δο9 μοι Ίλιάδα 
means ‘ give me an Iliad ’ (i.e. a copy of the Iliad). Instances of 
this in the Poetics are 8, 1451 a 20 Ή ρακληιδα ®ησηίδα, ‘ a Hera- 
cleid, a Theseid’.— a 24 ’Οδύσσειαν, ‘ an Odyssey’.— 23, 1459^3 
Ίλιάδος και Όδνσσείας, ‘ a poem like the Iliad or Odyssey’.— b 4 
Κυπρίων, ‘ a poem like the Κ ύ π ρ ια ’ . I am inclined to think, 
therefore, that Spengel was right in suggesting ώσπερ ( η )  ’Ιλια9 
in the present passage; and also that in 24, 1460 a 30 the true 
reading must be ώσπερ ( ο) Ο ιδίπονς.

J449 a 3 inaripav τήν ποίησιν recalls the distinction drawn in 4, 1448 b 24 
between the two great forms of poetry, the higher and the lower, 

κατά την οικείαν φυσιν: 4, 1448 b 24 κατά τά οικεία ήθη. 

a 4 άντι τών ιάμβων κωμωδοποιοί cWvovrgg Vahlen compares De 
part. an. 2. 13, 657 b 34  ̂ της φυλακής πάντα σκληρό-

φθαλμά εστιν, and Herod. 7· 6 ^α&ί&α£Α*πίλων μιτρηφόροι ησαν. 

a 7 «χ€ΐ . . . Tots εΐδεσιν ίκανώς. For the dative comp. Meteor. 1. 3, 
339 b 5 ^ 9  εχει τάξει προ9 τάλλα.— De anima 2. 3* 4I4 b 3 3 T? 
εφεξής όντως εχονσι.

For the sense of εΐδεσιν in this passage, Vahlen (Beitr. 1 p. 22) 
compares that of σχήματα in the account of Comedy in 4,1448 b 36 
and 5,1449 b 3. ειδη seems to mean the formative constituents of 
Tragedy, the forms it must embody in order to realize its nature in 
its completeness. Aristotle assumes that Tragedy has by this time 
attained to its natural form (a 15 «σχε τήν αντης φυσιν); but he 
declines to consider the question whether there is still a possibility
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of improvement in the treatment of its various formative con-1449a 7 
stituents. The suggestion that the είδη here meant are the same 
as the μερη distinguished in chap. 6, from another point of view, is 
due to Madius. είδος in the sense of a formative constituent 
is perhaps unique in Aristotle, but there are certainly a few 
instances of it in Plato Rep. iv (comp. Campbell, 2 p. 298), 
where the three faculties in the soul are sometimes described as 
«δη (434 d, 439 e, 440 b) and sometimes as μερη (442 b, c). The 
alternative interpretation is to take είδη in the logical sense of 
‘ species \ This view, though not improbable in itself (comp. 18,
Ϊ455 b 32), is hardly reconcileable with the use of είδη in 6 ,1450» 13 
as a designation for the μερη with which the chapter is dealing.

αυτά τε καθ' αυτο κρΐναι. On the reading here see J. of Phil. 5 a 8 
p. 117. The conjunction serves to connect κρΐναι with επίσκοπεΐν, 

the second clause being complementary to the first (comp. 6.
1450b 3). Similarly in De anima 3. 3, 427 b 15 φαντασία γάρ 
ετερον και αισθησεως και διανοίας· αυτή τε ον γίγνεται άνεν αίσθησεως, 
και άνεν ταντης ονκ εστιν νπόληψις, the second clause (αυτή  τε κτε.) 
is explanatory of the first, κρΐναι has been taken as an infinitive of 
limitation by Vahlen, who quotes H. A. 9. 38, 622 b 20 τώ ν  δ’ 
εντομών εργατικώτατον ζωων εστι, σχεδόν δε και προς τά λ λ α  σνγκρί- 
νεσθαι πάντα, τδ  τε  τώ ν  μνρμήκων γένος και το  τώ ν  μ ελ ιττώ ν . As 
far as I can see, an infinitive of limitation would not be quite in 
place in a passage like the present.

For the antithesis between καθ' α ντο and προς τά θέατρα comp.
Top. 5· 128 b 16 άποδιδοται δέ το  ίδιον η καθ' αντά και αεί η προς
ετερον και ποτε.— Cat. 6, 5 b I  β ονδέν γάρ α ντο καθ' αντο μ έγα  λέγετα ι 

η μικρόν, άλλα  τω προς ετερον άναφέρεσθαι (comp. Bon. Ind. 2 l2a2). 
κρίνειν has an indirect question after it in Metaph. A 4, 984 b 31 
τοντονς μεν ονν πως χρη διανεΐμαι . . . εζεστω κρίνειν νστερον.

γενομενης δ* ουν άττ’ άρχής αυτοσχεδι αστικής =  γενομενη δ' ονν απ' a 9  
αρχής αντοσχεδιαστικη. Having begun with γενομενης . . . αντο- 

σχεδιαστικης, scii, της τραγωδίας, Aristotle sees that the same is true 
of Comedy, and adds a parenthesis to show that; after which he 
says in a 13 ηνξήθη, just as though γενομενη . . . αντοσχεδιαστικη 
had begun the clause. For another instance of a gen. abs. in lieu 
of a nominative see 17, 1455 b 3 (comp. Bon. Ind. 149 b 26 and 
Kiihner, Gr. Gr.3 2. 2 p. n o ). A parenthetical addition of very 
similar form is found in 5, 1449 b I2> and a ŝo (with Christ's punc
tuation) in Metaph. Θ 10,1051 b 11. απ' αρχής is used adverbially 
(comp. Pol. 7. 16, 1334 b 29, and Plato Criti. 112 e )  in the same
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1449 a 9 sense as άρχψ- Several o f the recent editors and translators, 
however, accepting the reading γενομύνη of certain apographs, take 
αρχής and αντοσχεδιαστικης together as meaning an * improvisational 
beginning*. This certainly simplifies matters, but it may be 
doubted whether αρχή αντοσχεδιαστική would naturally bear that 
meaning.

a I I  τών έξαρχόντων. ‘ ύζάρχζιν τον διθύραμβον, ή τα φαλλικά , ii 
dicebantur qui choro utrivis canendo praeiverunt; qui, ut verisimile 
est, ab initio poetae ipsi fuerunt’, says Tyrwhitt, quoting Archilochus 
(fr. 77 Bergk) ώς Διωνύσοι ανακτος καλόν Ιζάρζαι μύλος οίδα διθύ-' 
ραμβον. By the ύπαρχων here Aristotle means the poet-composer; 
who supplied both words and air, and taught them to the chorus—  
not as is sometimes supposed, the κορυφαίος, who was only one 
of the chorus (comp. Hiller, Rh. Mus. 39 p. 325). ύ$άρχ€ΐν 
διθύραμβον is practically a synonym for διδάσκζιν διθύραμβον, the 
expression in Herodotus i. 23.

It is clear that Aristotle has in his own mind a general view 
of the historical development of early Greek poetry, but he 
tells us as little as possible about it— in fact no more than is 
absolutely necessary for present purposes. The intention of the 
Poetics is to give us a theory of the Epic and of the Drama (see 
on i, 1447 a 8), not a treatise on the history and archaeology 
of the Drama. The Epic having been traced to its origin (4, 
1448b 23-33), Aristotle turns to the question of the rise and 
progress of the Drama. Both forms of Drama, he thinks, arose 
out of lyric or choral poetry. Tragedy began when the author 
of the dithyramb came forward with an ‘ improvisation ’, i. e. with 
a ρησις or spoken statement, which he improvised in the interval 
between the two halves of the song of the chorus— that being 
the origin of the two great constituents of a Greek drama, a spoken 
part and a sung part, an actor and a chorus. This is a sufficient 
account of the facts; and there was no need for Aristotle to go 
off into a multiplicity of historical or antiquarian details. His 
silence on such points is no proof of his ignorance of the legendary 
history of Attic Tragedy. The allusion in τών ύξαρχόντων in the 
text is probably to Thespis, whom he is known to have mentioned, 
in a fragment (probably of the dialogue 7rcpt ποιητών) preserved 
by Themistius Or. 26, 382 Dind.: ον προσύχομζν Άριστοτέλα ότι 
τό μ\ν πρώτον δ χορδς άσιων ηδίν €ΐς τονς θεούς, Θύσπις δέ πρόλογον 
τ€ και ρησιν efcvpev; (comp. Heilz, Fr. Arist. 19 and Bernays, Dial, 
d. Aristot. p. 139). Here the ‘ hymn to the gods’ corresponds with
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the Dithyramb; and the ‘ prologue and speech’ introduced by 1449a π  
Thespis may be identified with the improvisations of the actor- 
poet, which transformed the Dithyramb into Tragedy. It is clear 
from Aristotle’s confession of ignorance as to Comedy in 5,·
I449a37 he knows more of the history of Tragedy than 
he actually tells us, and that he is not aware of there being any 
serious lacuna in it (comp. Hiller, Rh. Mus. 39 p. 320).

φαλλικά: Photius Lex. Φαλλικον* ποίημα αυτοσχέδιον έπι τω 
φαλλω αδόμενον.— Hesychius Φαλλικον δρχημά τι* οί δέ μέλος· 
άλλοι ωδην αυτοσχέδιον έπι τω φαλλω αδομένην. In these phallus- 
songs, which were a widespread institution in Greece (comp. 
Heraclitus fr. 127, and Herodotus 2, 48), Aristotle sees the origin 
of Comedy; it arose, he thinks, through the author of the song 
‘ improvising’ some scurrilous tale— no doubt in the interval 
between the parts of the song— and becoming in this way the 
forerunner of the single actor of the earliest form of Comedy.
It will be observed that he supposes Tragedy and Comedy to 
have developed on exactly the same lines. A coarse and irregular 
Comedy, not unlike what Aristotle seems to be assuming, is known 
to have survived in certain parts of Greece even in post-Aristotelian 
times (Athenaeus 621 e  sqq.).

Trpoaydnw: see on 4, 1448 h 22. a 13
μ€ταβολάς : 5, 1449 a 37 αί της τραγωδίας μεταβάσ€ΐς. a 14
ή τραγωδία. The word is repeated, because Comedy is in a 

somewhat different position (5, 14490-38).
έιταύσατο. For the tense of the participle (misunderstood by a 15

Elmsley on Eurip. Heracl. 721) comp. An. post. 2. 1, 89^27
€υρόντ€ς γαρ οτι έκλείπζι π€παυμςθα.— Meteor. I .  3, 339  ̂32 θζωρή- 
σαντ€ς αν τα νυν δεικνυμζνα . . . ίσως αν έπαυσαντο ταυτής της 
παιδικής δό$ης.— De mem. 2, 453 a 24 οί) γαρ ραδίως παύεται κινη- 
θζΐσα.

φύσιν: Pol. I .  2, 1252^32 V δέ φυσις τέλος έστιν· οΐον yap 

έκαστον έστι της γενέσεως τ€λ€σθ€ΐσης, τούτην φαμέν την φυσιν 
έιναι έκαστου, ωσπζρ ανθρώπου ϊππου οικίας. On φυσις in the 
sense of the natural form of a thing see Bon. Ind. 838 0-41.

και τδ τ€ τώ»' όττοκριτώΐ' -ιτΧήθος. There is no need to assume 
a lacuna here (with Ueberweg). Having shown how Tragedy 
began with a single actor (a 11), Aristotle proceeds to note the 
introduction of a second, and after that, of a third actor. The 
increasing prominence of the actor is in his view the most 
significant fact in the evolution of the Drama; the other points
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1449 a 15 mentioned are either of minor importance or the direct consequence 
of the change in the number of actors. A difficulty may perhaps 
be found in the language in the text, as the και, with which the 
statement begins, cannot be taken as connecting ήγαγε etc. with 
the Ιπανσατο or the εσχε τήν αυτής φυσιν in the preceding sentence. 
The difficulty disappears if one observes that the emphasis there 
is on the participial πολλάς μεταβολάς μεταβαλουσα  (comp. 5, 
1449^2 ήδη δέ σχήματά τινα αυτής εχουσης), which repeats the 
idea of the κατά μικρόν ηυξήθη in a 13. The και in fact is ex
planatory, introducing a series of statements in support of the 
original assertion that Tragedy underwent many changes before 
attaining to its ultimate form.

υποκριτών. The actor is called a υποκριτής not (as is so often 
said) because he answered the chorus, but because he was the 
poet’s spokesman, who interpreted his text to the public (see 
Heimsoeth, De voce υποκριτής, and Sommerbrodt, Scaenica p. 259, 
289). The term must have acquired this sense at the time 
when, by a division of labour, the poet left the acting to others, 
instead of being himself the performer of his pieces, as he originally 
was according to Rhet. 3. 1, 1403^23 υπεκρίνοντο yap αυτοί τά? 
τραγωδίας οι ποιηταΧ το τρωτόν. The position of the υποκριτής 
in fact was analogous to that of the ραψωδό?; they were both 
of them intermediaries, who interpreted the words of a poet to 
the public. It is to be noted that in describing the rhapsodist 
in the Ion Plato in one place terms him a ερμηνευς and in another 
a νποκριτής, apparently without any difference of meaning: Ion 
530 C τον yap ραψωδόν ερμηνεα δει του ποιητου τής διανοίας γίγνεσθαι 
τοϊς άκουουσι, and 535 Ε ουτός εστιν δ θεατής των δακτυλίων ό 
έσχατος . . .  ό δε μέσος συ ο ραψωδός και υποκριτής, ό δέ πρώτος αυτά? 

δ ποιητής. For the sense of the derivative υποκριτική see on 19, 
i 4 5 6 b 10.

a 16 Αισχύλο?: comp, the Aristotelian survey of the progress of
the Drama in Themistius Or. 26 p. 382 Dind. (v. on a n ) :  ου
προσεχομεν Ά ριστοτελει οτι το μεν πρώτον δ χορδς εισιων ήδεν εις
του? θεούς, ®εσπις δέ πρόλογόν τε και ρήσιν εξευρεν, Αισχύλος δε
τρίτον υποκριτήν και δκρίβαντας, τα  δέ πλείω τούτων %οφοκλεους 
άπελαυσαμεν και Ευριπίδου; There is no doubt a discrepancy 
between this and the statement in the text about Aeschylus, but 
it need not disturb us, unless we assume Aristotle to have been in
capable of a change of opinion even on a small matter of learned 
research. Ancient opinion was divided on the point: Vita Aeschyli
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(Dindorf, Poet, seen.5 prol. p. 3) : εχρήσατο δ* υποκριτή πρώτω μεν 1449 a *6 
Κλεάνδρω, επειτα και τον δεύτερον αυτω προσήψε Μνννίσκον τον 
Χαλκιδεα* τον δε τρίτον υποκριτήν αντος εζενρεν, ώς δε Δικαίαρχος ο 
Μεσσηνιο?, Σοφοκλής·

τον λ ό γ ο ν : the portion recited or spoken, as opposed to τα a 17 
του χορού, the portion sung (τά αδόμενα in 18, 1456 a 28); comp, 
the use of λόγοι in 6, 1450 b 6, 9 in the sense of the speeches or 
ρήσεis in a play. Λόγο? is a word with a Protean variety of 
meanings even in the Poetics. In 1, 1447 a 22 (etc.) it means 
‘ language*, as opposed to metre and music; in 6, 1 4 5 0 b 15 
* prose *, as distinct from verse; in 22, 1459 a 13 an ‘ oration*, as 
opposed to a poem; in 15, 1 4 5 4 a 18 (comp. 19, 1456 a 37, b 6), 

the ‘ language ’, as distinct from the action, of the personages; in 
17, 1455 b l 7 (comp.a 3 4 ; 5, 1449 b 8 ; 24, 1460 a 27), the ‘ story’, 
as distinct from its setting in the actual poem. And in 20, 14570-23 

it is one of the technical terms of Aristotelian logic or grammar.
π ρ ω τα γω νισ τή ν π α ρ εσ κευ α σ εν, ‘ made it assume the leading part a 18 

in the play*. For this metaphorical use of πρωταγωνιστής comp, 
that of the derivative πρωταγωνιστήν in Pol. 8. 4, 1338^29 ώστε 
τό καλόν άλλ* ον το θηριώδες δει πρωταγωνιστεΐν' ον γαρ λύκος ουδέ 
των άλλων θηρίων τ ι  άγωνισαιτο άν ονθενα καλόν κίνδυνον, άλλα 
μάλλον άνηρ αγαθός. Instances of this extension of meaning 
(which is common enough in later Greek) will be found in HSt.
S.v. πρωταγωνιστής and πρωταγωνιστεω. Aristotle is apt to use 
technical terms of theatrical origin in their popular sense (see on 
x4> J453 b 8 X°pyytas) even a book like the Poetics.

σ κ η ν ο γ ρ α φ ία ν : i. e. Sophocles was the first to have the screen 
behind the actors painted to represent the fa$ade of a palace or 
a temple, or whatever else the play required as its background.
The improvement here ascribed to Sophocles was sometimes attri
buted to Aeschylus (Sommerbrodt, Scaenica p. 142; Haigh, Attic 
Th.3 p. 181).

ε τ ι 8έ τό  μόγεθος : comp. a 28 ετι δε επεισοδίων πλήθη, το μεγεθος a 19 
is apparently a nominative extra structuram, like an item in an 
inventory. There are some fairly well-established instances of this 
anomalous use of the nominative (Bon. Ind. 46 b 4 i ; Meisterhans,
Gr.3 p. 203 ; Kuhner, Gr, Gr.3 2. 1 p. 45). τό μ ε γ ε θ ο ς = ϊίs magni
tude, or extent, i. e. the length now usual in Tragedy. The word, 
however, is not always a purely neutral term; as the opposite of 
μικρότης (comp, the εκ μικρών μύθων in the context), it may very 
well mean a ‘ considerable length * (or ‘ size *), so as to suggest an
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a 19 idea of the importance or dignity of the object; comp. Eth. N. 4. 4, 
1 122 b 32 μέγεθος εχει καί αξίωμα.— Pol. 5> Ι0> 131 3 a 7 τ° μέγεθος 
και το αξίωμα της αρχής. The άπεσεμνυνθη in the next line shows 
this to be at any rate by implication the sense of μέγεθος in the 
present passage.

Aristotle evidently had in his own mind a clear and precise 
conception of the origin of Tragedy, though it is difficult for us 
to recover more than fragments of it from a statement so brief 
and allusive as that in the text. He merely tells us (1) that the 
most primitive tragedies dealt with short stories; (2) that the 
language of the primitive actor, instead of being serious and solemn, 
was sportive or jocose, and (3) in trochaics, not in iambics. ~ By 
way of explanation of this last point, he adds that, as Tragedy 
was originally akin to the satyric drama, the language of the 
primitive tragic actor had still something of the rhythm of the 
dance about it. Aristotle’s idea of the original tragic actor may 
possibly have been that he also was made up as a satyr (comp. 
Wilamowitz, Eurip. Herakles1 1. p. 87). He certainly mentions 
one characteristic of the stage-satyr, his jesting language, and 
seems to imply another, viz. his dance-like movements (comp. 
Welcker, Nachtrag zu der Schrift ii. d. Aesch. Tril. p. 337).

έκ μ ικρ ώ ν μύθωΐ': such as might be told, for instance, in a 
single act. For the asyndeton comp. 5, 1449 b 12 ; De anima 3. 2, 
426b 24 ; De sensu 3, 440a 8 (οΐον ενίοτε oi γραφής ποιουσιν' 
έτέραν χρόαν έφ* έτέραν έναργεστέραν έπαλείφουσιν) ; Metaph. Θ ΙΟ, 
1051 b 11 (ed. Christ).

a 20 οψε άπεσεμμύμθη. The time meant is presumably the age of 
Phrynichus.

a 21 ck τετράμετρου ίαμβεΐοΐ' εγ&ετο: Rhet. 3. I, 1404 a 30 oi τα?
τραγωδίας ποιουντες . . .  εκ των τετράμετρων εις το ίαμβείον μετέβησαν 
δια το τω λ ό γ ω  τούτο των μέτρων δμοιότατον είναι τών άλλων.

a 23 όρ χη σ τικ ω τερ α Ε  : 24, 1459 b 37 ™ δέ ίαμβεΐον και τετράμετρον 
κινητικά κ α ι τ ό  μεν ορχηστικόν τό  δέ πρακτικόν.— Rhet. 3· δ, 
1408^ 32 τών δέ ρυθμών δ μέν ήρωος σεμνός και λεκτικής αρμονίας 
δεόμενος, ό δ’ ίαμβος αυτή εστιν ή λέξις ή τών πολλών’ διό μάλιστα  
πάντων τών μέτρων ίαμβεία φθέγγονται λέγοντες. δει δέ σεμνότητα 
γενέσθαι καί έκστήσαι. ό δέ τροχαίος κορδακικώτερος' δηλοΐ δέ τα 
τετράμετρα· εστι γ α ρ  ρυθμός τροχαίος τ α  τετράμετρα.— Longinus 
4 1 . I μικροποιουν δ’ ονδέν όντως έν τοΐς υψηλοΐς ως ρυθμός κεκλα- 
σμένος λόγου καί σεσοβημένος, οΐον δή πυρρίχιοι καί τροχαίοι και 

διχόρειοι, τέλεον είς ορχηστικόν συνεκπίπτοντες. ορχηστικός in this
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connexion means practically μιμητικός δρχήσεως, just as ηθικός in 1449 a 23 
the Poetics (see on 6, 1450 a 29) means μιμητικός ήθονς. Similarly 
λεκτικός=μιμητικός λεξεως (comp. 21, 1459 a I2 )> 7τρακτικός=μιμη
τικός πράζεως, and παθητικός =  μιμητικός πάθους.

λέίεω?, ‘ speech' as opposed to song (comp, on 21, 1459 a I2 )· 
αυτή ή φυσι?: 24, 14 6 0 a 4 αντη η φνσις διδάσκει τδ άρμόττον a 24 

αντη αιρεΐσθαι.— De caelo 3· 8, 3°6 b 15 *οικεν ή φνσις αντη τοντο 
σημαίνειν ημΐν·— Hippocrates 3 ρ· 6ο6 Κ . ανευρίσκει η φνσις αντη 
εωντη τά? εφόδους ουκ εκ διανοια?, οΐον τδ σκαρδαμνσσειν και η 
γλώσσα νπονργεει και οσα άλλα τοιαυτα· απαίδευτο? η φνσις εονσα 

και ον μαθονσα τα δέοντα ποιέει.

λεκτικόν: 2 1, 1459 a 11  *ν ^  τ0 5̂ ιαμβείοις δια τδ οτι μάλιστα  
λε£ιν μιμείσθαί ταντα άρμόττει οσοις καν εν λόγοις τι? χρησαιτο.

Comp, also Rhet. 3· i, ΐ4°4 a 3°> 3· 8, ΐ4°8 b 32 (quoted on a 21 
and a 23). The term is sufficiently explained by a 26 πλεΐστα yap 

Ιαμβεΐα λεγομεν εν τη  διαλεκτω τη προς άλληλονς.
διαλέκτω, ‘ ta lk ', ‘ converse as in Plato Symp. 203 a  δια τούτον a 26  

πασά εστιν η ομιλία  και η διάλεκτος θεοΐς προς ανθρώπους : comp.
Rhet. 3· 8, 1408^34 μάλιστα πάντων τών μέτρων ΙαμβεΓα φθέγ
γονται λεγοντες, and 3· 2> χ4°4 b 34 πάντες γαρ μεταφοραΐς δια
λέγονται. For the general meaning o f διάλεκτος see on 22,
Ϊ4 5 8 b 32. Horace's alternis aptus sermonibus (A. P. 81) is a 
distant echo of this statement o f Aristotle’s. Cicero also observes 
that ordinary speech constantly falls into iambics: Orator 189 
senarios vero et Hipponacteos effugere vix possumus ; magnam e?ii?n 
partem ex iambis nostra constat oratio.

λεκτική? αρμονία?, αρμονία here seems to mean ‘ p itch ' (τόνος) a 27 
as in Rhet. 3. 1, 1403 b 31 (v. Monro, Modes o f ancient Greek 
music p. 15). Aristoxenus recognizes a similar distinction between 
the musical and the conversational μ έ λ ο ς : λέγεται γαρ δη και 
λογώδες τ ι μέλος, τδ (συγκείμενον εκ τών προσωδιών τών εν τοΐς 
ονομασιν* φυσικόν γαρ τδ έπιτεινειν και άνιέναι έν τω διαλεγεσθαι 

(ρ. 24 Marquard).
έπεισοΒίων: see on 12, 14 5 2  ̂2°·
ώ? Ικαστα κοσμηθήναι λέγεται is added to explain the main a 30 

statement, τά άλλα . . . έστω ειρημενα (comp. Kiihner, Gr. Gr.3 2. 2 
p. 495). For the general form of the sentence Vahlen compares 
Metaph. Γ 3, 1005 b 19 τδ γάρ αΰτδ άμα ύπαρχε ιν τε και μη  ύπάρ- 
χειν αδύνατον τω αντω καί κατά τδ αυτό* και δσα άλλα προσδιορι- 

σαίμεθ' άν, έστω προσδιωρισμενα.
κοσμηθήναι =  επικοσμηθηναι. Certain elements in a play Aris-
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I449a30t°tle dismisses as κόσμος decorative accessories rather than 
structural parts of the work. With this use of κόσμεΐν we may 
compare that of ηδύνειν in 6, 1449 b 28 and 24, 1460 b 2, to denote 
the addition of accessories designed to make the work agreeable 
to us.

a 32  ή  8e κω μω δία  κτε. The progress of Tragedy having been 
sketched, the next point to be considered is the progress of 
Comedy (a 37—b 8). The statement is introduced by a definition 
(a 32~37) based on hints already given in preceding chapters as to 
the nature of Comedy. In 2, 1448 a 16 Comedy was said to deal 
with personages worse than the average man {χείρους, =  φαυλό
τεροι in the present passage); and in 4, 1448 b 36 its subject was 
assumed to be τδ γελοΐον. These two points Aristotle reconciles 
and combines in a rough provisional definition (comp. Tyrwhitt 
ad loc.), before proceeding to the question more immediately 
before him, that of the μεταβάσεις of Comedy. It is not necessary, 
therefore, to suppose this defining clause to be out of place. If 
we try the experiment of transferring it to another place, by putting 
it for instance after λόγους και μύθους in b 8 (with Thurot), or after 
εποποιία in b 20 (with Vahlen, Beitr. 1 p. 48), it will be found that 
little or nothing is gained by this disturbance of the traditional 
order (comp. Teichmiiller, Aristot. Forsch. 1 p. 34). 

ώσπερ εϊπομεν : in 2, 1448 a 17 and 4, 1448 b 37. 
a 33 π ά σ α ν  κ α κία ν : Plato Rep. 490 D op άν αντων τους μεν άχρηστους, 

τους δε πολλούς κακούς πάσαν κακίαν.— Demosthenes 18, 279 τ° 
δη καϊ τους προς εμ αυτόν αγώνας εάσαντα νυν επι τόνδ* ηκειν και 
πάσαν εχει κακίαν.

άλλα του αισχρού ε σ τ ι  τό ycXoiov μόριον : a compressed statement, 
practically equivalent to ούχ άπλως α λλά  καθ' εν τ ι είδος κακίας· 
του  γάρ αισχρόν εστι το γελοΐον μόριον. The personages in Comedy 
are worse than most men, but only in one particular respect, as 
presenting a certain harmless deformity or ugliness of character, 
which makes them ridiculous only— not objects for blame or 
aversion. It is, in Aristotle’s view, the harmlessness of the evil in 
them that makes them fit objects of laughter.

34 τό γάρ ycXoiov κτε. Two kinds of possible objects of laughter 
are implied in the text. (1) An act is γελοΐον when it is of the 
nature of a harmless mistake or blunder (αμάρτημα άνωδννον); and
(2) a person is γελοίος when he presents some moral or physical 
deformity of the same harmless kind {αίσχος άνωδννον). The 
negative element here is a very essential part of the definition. 
Plato also, who thinks that the spectacle of human ignorance is the

a
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true object of laughter in Comedy, explains that, to be laughable, 1449 a 34 
the ignorance must be harmless (άβλαβης τοΐς άλλοις Phil. 49 e).

As γελοία are the basis of all Comedy, Aristotle must be assumed 
to have devoted a section of his theory of Comedy (in the lost 
Second Book) to the causes and conditions of laughter, in the 
same way as we find him analysing τό φοβερον καί ελεεινόν in 
chaps. 13-14 of the existing Poetics. It is not impossible that 
several traces of his theory survive in Cicero’s discussion of the 
‘ Ridiculous * in De Oratore 2, 58-59, which seems to be on 
distinctly Aristotelian lines. Part of it has been quoted under 
Fr. III.

άμάρτημα: see on 13, 1453 a 16.
αίσχο* (like the adj. αισχρός) includes moral as well as physical a 35 

deformity. Though the illustration in a 36 relates to physical 
ugliness, Aristotle is really thinking of the ugliness of character 
in the personages of Comedy, who have been described as being 
χείρονς τών νυν (2, 1448a 17). Their visible ugliness is part of 
their οψις (see on 6, 1449 b 33)» which lies outside the limits of the 
art of the poet himself.

άνώδυνον: comp. a 37 ανευ οδύνης, οδύνη is a pain that one feels 
Strongly: Plato Crat. 419c οδύνη δέ από της ένδυσεως της λύττης 
κεκλημενη εοικεν. The Stoic definition (Diog. Laert. 7. 112) was 
οδύνη λύπη επίπονος, translated by Cicero (Tusc. 4. 8) by aerumna 
aegritudo laboriosa.

ευθύ*: ‘ to take the first instance that occurs’ ; in 10, 1452 a 14 a 36 
it means suaple natura (Bon. Ind. 296 a 13).

τό γελοίοι πρόσωπον. For the masks in Comedy see Pollux 
4, 143, and Haigh, Att. Th.3 p. 242.

αισχρόν τι και διεστραμμόνον : Plato Rep. 506 C βούλει ουν αισχρό, 
θεάσασθαι, τνφλά τε καί σκολιά, έ£όν παρ άλλων ακούε ιν φανά 

τε καί καλά;
κωμωδών. The correction κωμ,ωδώ, which I have now relegated b 1 

to a note, was suggested by Tyrwhitt’s interpretation of εθελονταί, 
the word being intended to bear the sense of the comic actor, 
i.e. the actor-poet, since Aristotle is referring to the time when 
the actor was the poet himself (comp. Rhet. 3. 1, 1403 b 23). This 
sense of the word in the Greek of Aristotle’s period has been con
tested by Mr. H. P. Richards (Class. Rev. 14 p. 201); but I think 
he has carried his negation too far1, more especially as we find

1 Prof. E. Capps also (Trans, of the]American Philological Association 31 
p. 117) is unable to accept Mr. Richards’ view.



142 COM M ENTARY

1449 b i the corresponding word τραγωδοί in the sense of the tragic actors 
in Poet. 22, 1458b 32 (v. ad loc.). The traditional doctrine of 
the grammarians was that κωμωδοί was used for the actors as 
well as for the members of the chorus in Comedy: Ammonius π. 
8taφ. λέξ. p. 86 Valck. Κωμ,ωδό? και Τραγωδό? λέγεται δ χορευτής 
και υποκριτής (ν. also ρ. 138; comp. Rohde, ΚΙ. Schr. 2 p. 408). 
That κωμωδοί may refer to the actors even in strict Attic seems 
to be shown by Plato Phaedr. 236 c ΐνα μή  τό των κωμωδων φορτικδν 
πράγμα άναγκαζωμεθα ποιεΐν, άνταποδιδόντες άλλήλοις, in illustration 
of which W. H. Thompson quotes Aristoph. Eq. 286 sqq. and 
361 sqq. For Aristotle’s time, however, the use seems to be 
pretty clearly established by the language of his contemporary, 
Chares of Mytilene (ap. Ath. 538 f )  : νπεκρίθησαν δέ τραγωδοί μεν 
Θεσσαλό? και *Αθηνόδωρος καί Άριστόκριτος, κωμωδοί δε Λύκων και 
Φορμίων και ’Αρίστων. And half a century after Aristotle this 
was the normal sense of the term, as is proved by inscriptions 
of the period (Dittenberger, Syll.2 p. 517, 519; Luders, Die 
dionysischen Kunstler p. 187-97), i*1 which the κωμωδοί or actors 
are expressly distinguished from the χορενται κωμικοί, who had 
taken the place occupied by the chorus in the older Comedy. 
The history of the word, therefore, runs parallel with that of 
the comic chorus. Whether the comic chorus in its original 
form was actually extinct or only verging on extinction at the 
time when Aristotle was writing the Poetics, it is impossible to 
say (comp. E. Capps, American J. of Archaeology x p. 319); but 
there is evidence that, whatever its form may have been, it was 
no longer a very important part of a comedy. And if that was 
the fact, the gradual restriction of the term κωμωδάς to the actor 
would be the natural result of the absence or diminished importance 
of the chorus in the Comedy of the period. 

b 2 δφέ ποτέ. Aristotle seems to have had a definite date in his 
mind. He conceives the history of Attic Comedy to begin with 
Chionides, who is said to have exhibited as early as B.C. 487 
(see on 4, 1448a 34); but the formal recognition of it by the 
state must have come later, probably about b . c. 465 (Wilamowitz, 
Eurip. Herakles1 1 p. 51; comp. Bergk, Kl. Schr. 2 p. 503).

^θελοη-αΐ ήσαι\ ‘ Intelligi potest de Choro, sed etiam de poetis, 
secundum illa quae ex Aelio Dionysio [fr. 150 Schwabe] protulit 
Eustathius ad II. K v. 230. Ε θελοντής δ ανθαιρετως τ ι ποιων' 
εκαλούντο δέ και εθελονται διδάσκαλοι, δραμάτων δηλαδή, δτε τις 
μή λαβών χορδν μηδε χορηγητήν εχων εαντω τα πάντα παρείχε.
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Et sic fortasse rectius. Hinc enim poetarum, nascente Comoedia, 1449 b 2 
conditio difficilis maxime apparet, quod non modo Chorum docere 
sed etiam conducere, nutrire, vestibus alioque omni apparatu 
instruere necesse haberent' (Tyrwhitt). A somewhat similar use 
of the term seems to have survived at Thebes, where εθελοντής 
is said to have been the name for the actor in a rude species 
of burlesque (Sosibius ap. Ath. 621 d )— presumably because the 
performance was at his own charge and risk. The alternative 
to Tyrwhitt’s interpretation is to suppose the reference to be 
either to volunteer χορηγοί (comp. Demosth. 21. 13 νπεσχόμην  
εγώ χορηγήσειν εθελοντής, and Hesych. εθελοντός- τού? βονλομένους 
η χορηγούς), or as Usener (Rh. Mus. 28 p. 424) has suggested, to 
volunteer actors and chorus-singers.

σχήματα: comp. 4, 1448 b 36 and Bon. Ind. 740 a 24. b 3
ot λεγόμενοι αυτή?, scil. της κωμωδίας. It has been thought 

that the form of expression here may imply some slowness to grant 
the name ποιητής to a comedian (Neil on Aristoph. Eq. 507).

μνημονεύονται. As soon as Comedy became a state institution, b 4 
an official record of the successful poets must have been kept 
in the public archives; the successful χορηγοί also sometimes 
set up a similar record on their own account in temples (Pol. 8. 6, 
I34l f t 35> comp. Bernhardy, Gr. Litt.3 2. 2 p. 152).

άπόδωκεν: D e sensu 2, 4 3 8 b 17 άποδιδόναι και πρόσαπταν
έκαστον των αισθητηρίων ενι των στοιχείων. In Plato Laws 2, 669 C 

άποδουναι and προσαρμότταν are treated as synonyms.
προλόγους. The term is defined in 12, 1452 b 19. The intro

duction of a ‘ prologue’ in Tragedy was sometimes said to have 
been due to Thespis: Themist. Or. 26 p. 382 Dind. Θε'σπι? δε 
πρόλογον και ρήσιν έξενρεν. It was obviously a significant moment 
in the history of the Drama when the play, instead of beginning 
with a choral song, opened with a statement spoken by an actor.

πλήθη : comp, the use of πλήθη  in 4, 1449 a 28 and 21, 1458 a 13. b 5 
The plural is in keeping with that in προλόγους and μνθονς in the 
context.

μύθους: see on b 9.
Επίχαρμος και Φάρμις. These words, which were first bracketed b 6  

by Susemihl (Rh. Mus. 18 p. 376), cannot be retained where they 
stand. No appropriate verb can be supplied with them; for 
though Aristotle might have said μνθονς άπε'δωκε, he could hardly 
have meant to say μνθονς ποιαν άπεδωκε. And even if άπεδωκε 
is to be understood, there is an awkward asyndeton in το μεν εξ
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1449 b 6 αρχής, which on this assumption should surely be το μέν (ουν) 
εξ αρχής, as is actually read in certain of the apographs. From 
the reminiscence of this passage (comp. Welcker, Kl. Scr. 1 p. 330) 
in Themistius Or. 27 p. 406 Dind. και κωμωδία τό παλαιόν ήρξατο 

μεν εκ Σικελίας (ίκάθζν yap ήστην ’Επίχαρμός Τ€ και Φόρμος), καλλιον 
δε Άθήναζε σννηνξήθη, it would seem that the words Επίχαρμος 
και Φόρμις were originally part of a clause which came in after 
€κ Σικελίας ήλθίν, and that what Aristotle wrote was something 
like this: τό δέ μνθονς ποΐ€ΐν τό μεν εξ αρχής εκ Σικελίας ήλθεν 
{ήσαν yap *Επίχαρμος και Φόρμις εκείθζν), των δέ Ά θήνησιν  Κράτος 
κτε. (v. J. of Phil. 5 ρ· 118).

Φόρμις, sometimes called in later writers Φόρμος. On the two 
forms of the name see Lobeck Pathol, serm. gr. prolegomena 
p. 502. All that is known of him will be found in Grysar, De 
Doriensium comoedia p. 76 (comp. Bernhardy, Gr. Litt.3 2. 2 
p. 520, and Kaibel, CGF. 1 p. 148).

b 7 Κράτης: his ‘ floruit* may be put about b . c. 450. For the 
fragments of his comedies see Kock, CAF. 1 p. 130; Meineke, FCG. 
1 p. 58.

b 8 άφόμενος τής ιαμβικής ιδέας. ‘ Ac mihi quidem hoc Aristoteles 
significare voluisse videtur, cum Cratinus ceterique antiquiores 
comici certos quosdam homines in fabulis suis exagitassent 
populoque ridendos propinassent, Cratetem primum apud Athenien
ses extitisse qui Epicharmi exemplo comicae poesios materiam 
a singulorum hominum irrisione ad generales morum notationes 
rerumque descriptiones traduceret. . . Quod autem lacessendi 
consuetudinem omisisse Crates ab Aristotele dicitur, id plane 
fragmenta fabularum confirmant, in quibus nihil prorsus reperias 
ex quo certos quosdam homines eum carpsisse intellegatur* 
(Meineke 1. c. p. 59). The ‘ iambic form * of Comedy is the Old 
Comedy, which, from the personal nature of its satire, was only 
one remove from the ‘ invective* of Archilochus and the Iambo- 
graphers (4, 1449 a 4). ^ ^ us characterized in Horace Sat. 1.
4. i : Eupolis atque Cratinus Arislophanesque poetae Atque alii, 
quorum comoedia prisca virorum est, S i quis erat dignus describi, 
quod malus aut fu r , Quod moechus foret aut sicarius aut alioqui 
Famosus, multa cum libertate notabant.

καθόλου ττοιεΐν λόγους is the opposite of περί τον καθ' έκαστον 

ποΐ€Ϊν (see 9» I 45l b l 4)· The implied antithesis is between 
a story about some particular person, e. g. Alcibiades, and one 
about (for instance) ‘ a man *, or ‘ a man of such and such a type *
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(ό τοιόσδε, Rhet. ι. 2, 1356b 30), i.e. as we should say, ‘ a 1449b 8 
character*, the representative of a possible class. A ‘ character’ 
is a coherent group of qualities disengaged from the various 
accidents which coexist with it in the concrete individual; it is 
therefore in the nature of things something general and attributable 
to several, whereas the individual as such is unique. Aristotle's 
view is that the personages in Crates, as in all the higher forms 
of poetry, are ‘ characters ’, i. e. more or less idealized personages, 
not real men as in History, the Ψόγος, and the Old Comedy.
How these abstracts of human personality come to get proper 
names attached to them in the Drama is a point which Aristotle 
considers at some length in 9, 1451 b 13-22 (comp. 17,
1455b 12).

μύθου;: i. e. his stories were as imaginary as his personages. b 9 
A μνθος according to Plato Rep. 377 a  is a λόγος ψενδης (either 
taken from legend or invented by the poet himself), though there 
may be some element of truth in it.

ή μεν ουν Εποποιία κτε. At this point, the evolution of the Drama 
having been sketched, Aristotle inserts a provisional note on the 
points of agreement and difference between Tragedy and epic 
poetry, which anticipates to a certain extent the longer statement 
in chaps. 23-24. The two points of agreement had been already 
intimated, the first in 4, 1448 b 34, and the second in 5, 1449 a 2°* 

μέχρι μεν του . . . ε ΐνα ι: 7> *45* a 10 μέΧΡL το  ̂ <τννδηλος είναι.—
Top. 8. 1, 15 5 b 7 μέν ονν του ενρειν τον τόπον ομοίως τον
φιλοσόφου και τον διαλεκτικού ή σκεφις. The construction σννα- 
κολονθεΐν μέχρι occurs in Phys. 1. 5» i8 8 b 20 μέχρι μεν ονν τοντον 
σχεδόν σννηκολονθηκασι και των άλλων οι πλεΐστοι— where also 
σννακολουθεΐν, just like άκολου0ειν here, is the opposite of διαφερειν 
(i88 b 30: comp. Bon. Ind. 26 a 23). In these and similar instances 
the preposition μέχρι is to be understood as inclusive of that which 
is mentioned as the limit (comp. Eucken, Sprachgebr. p. 17). A 
difficulty has been found in ήκολονθησεν (by Thurot and Spengel), 
on the ground that it would be more natural to speak of Tragedy 
following the Epic than of the Epic following Tragedy. This 
view assumes that άκολουθεΐν must mean to ‘ follow after ’ in order 
of time, whereas the word may very well mean ‘ go with ’ (comp.
Rhet. i. 6, 1362 α 29), i.e. ‘ agree with’. The aorist seems to 
imply that the fact has been already recognized.

μέν του. With the traditional reading μόνον (retained by Vahlen) 
the infinitive είναι which follows is out of construction.

POETICS L



1449 b 10 (&1̂ ) μέτρου μεγάλου. For the preposition comp, 1, 1447 a 27
διά των σχήμα.τιζομένων ρυθμών.— b I I  διά τρι μέτρων.— b ΐ6  διά των 

μέτρων.— 6, 1449 b 3° διά μέτρων. As here used, μέτρον μέγα  seems 
to mean a large kind of verse, one fitted for a large subject 
(comp. 4, 1449 a 6 μ^ίζονα σχήματα). The hexameter is a metre 
of this description (24, i40oa 3); and Aristotle may be presumed, 
I think, to have taken the same view of the tragic iambic as 
corresponding to the μέγεθος of the tragic stories, and the gravity of 
the tragic diction (comp. 4,1449^ 9). Vahlen, retaining the manu
script reading μέχρι μόνον μέτρου μεγάλου, takes μέτρον μέγα  to 
mean * spatium magnum sive fines ampli ’ ; this, however, is 
hardly probable with το μέτρον in the sense of ‘ metre ’ in the very 
next line (comp. Gomperz, Zu Aristoteles’ Poetik 1 p. 25).

The following are some of the attempts at emending this 
passage: μέχρι μόνου μέτρου μετά λόγου (the Aldine, and corr. 
Parisinus 2038 *); μέχρι μέν του μέτρω [μ ε τά  λογου ] (Tyrwhitt); 
μέχρι μόνου του διά λόγου εμμέτρου μεγάΧου (Ueberweg); μέχρι 
μέν του [μέτρου μεγάλου] (Christ).

μίμησις . . . σπουδαίων: as was said in 4, 1448 b 34. σπουδαίων 
is presumably neuter (comp. 4, 1448 b 34, and the note on 3,
1448*19)·

b I I  τω  δε τά μέτρον άττλουν εχειν, scil. την εποποιίαν, άπλούν is the 
opposite of ποικίλον (comp. Bon. Ind. 76^12); the contrast is 
between the one metre of the Epic (v. 24,1459b 32) and the 
variety of metres in Tragedy.

ταυττ). In illustration of the construction Vahlen quotes 23, 
I 459 a 3° ταύτη θεσπέσιος αν φανείη . . . τω μηδέ τον πόλεμον 

. . . έπιχειρήσαι ποιεΐν δλον.— Pol. 7· I5j I334a 41 ταύτη διαφέ- 
ρουσι των άλλων, τω μή νομίζειν. —Plato Rep. 605 Α τω  προς έτερον 
τοιουτον ομιλεΐν . . . τούτη ωμοίωται. 

b 12 « τ ι  δέ τω  μ ή κ ε ι: scil. διαφέρει ή εποποιία. Having laid this down, 
however, Aristotle remembers that the difference did not always 
exist; he accordingly repeats his original proposition by a resump
tive και τούτω διαφέρει (comp. Klihner, Gr. Gr.3 2. i p. 660), in 
order to introduce a qualifying clause, καίτοι το πρώτον κτέ. The 
clause marked as a parenthesis is equivalent to ή μέν γάρ κτέ. 
(actually found in some apographs), and is similar in form to that 
in 4, 1449 a 19 (v. ad loc.).

1 Perhaps also the Arabic translation (Margoliouth, A . O. p. 54) ; it is 
certainly implied in the paraphrase ‘ metrico sermone ’ o f Averroes (p. 359 
Heidenhain).
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5· 1449 b 10-12 147
τώ μήκ£ΐ. Aristotle is thinking of a very obvious fact, viz. that 1449 b IS 

an epic (the Iliad or Odyssey, for instance) runs to several thousand 
lines, whereas a tragedy rarely exceeds some 1,600. This differ
ence he never loses sight of; he notes it in 17, 1455 b 16, and 
(in a context just like the present) in 24, 1459 b 17 (διαφέρω 8c 
κατά τ€ της συστάσ€ως το μήκος η Ιποττοιία και τό μίτρον); and he 
returns to it in his concluding chapter (26, 1462 a 18), where the 
comparative merits of the two forms of poetry are under discus
sion. These parallels, as Teichmuller has seen, are enough to 
show that μήκος must denote here not the ambitus actionis, the 
imaginary duration of the action of the poem, as is often supposed, 
but rather the real length of the work itself, a length to be mea
sured by the number of lines the work would take up in a book, or 
the hours it would need for recitation. It has the same sense in 
7, 1451 a 6 and in 24, 1459 b 18. A reason for this difference of 
length, one quite sufficient for Aristotle’s purpose, is given in the 
parenthesis, η μ\ν ο τι μάλιστα  κτ c. He regards it as the natural 
consequence of another kind of difference, viz. the fact that the 
action in a Greek tragedy is as a rule kept within a limit of some 
24 hours, whereas that in an epic may extend over weeks, or even 
years. There being this difference, therefore, in the extent of the 
action, the quantum of matter to be included in the story, it is only 
natural that there should be a corresponding difference in the 
length of the literary statement in the two instances, and that an 
epic poem accordingly should be of greater length than a tragedy.
A certain correspondence between the length and the quantum of 
matter in a poem is recognized in 26,1462 b 2. Assuming this 
correspondence, Aristotle explains the great length of an epic, as 
compared with a tragedy, as due to the great length of time over 
which the epic action extends. In other words, he passes from 
the idea of the actual length, the actual time required for the 
recitation, to that of the imaginary time covered by the action of 
the poem; and he does this on the tacit assumption that the two 
things are so closely connected that the one may serve to explain 
the other (comp. Ueberweg, Aristoteles iiber Dichtkunst p. 57). 
Teichmiiller’s theory, that Aristotle is referring in the parenthesis 
to the time of the actual recitation or performancel, and thinking

1 The idea of some of the older dramatic critics, that in a perfect drama the 
actual time of the performance and the supposed time of the action of the piece 
would coincide, is not unlike that which Teichmuller reads into the text of 
Aristotle.
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1449 b 12 of the series of dramas (a trilogy or tetralogy) presented on the 
stage in a single day, may be set aside at once, not only on 
archaeological grounds, but also because it assumes an impossible 
sense for νπο μίαν περίοδον ήλιον.

π ειρά τα ι means much the same thing as βούλετα ι in 2, 1448 a 18. 
The same anxiety to avoid overstatement is to be seen in οτι μάλιστα  
and ή μικρόν έ£αλλάττ€ΐν in the context.

13 μίαν περίοδοί ήλίου cannot be, as Teichmiiller imagines, a way 
of describing the natural day of 12 hours or so; the periphrasis is 
deliberately chosen in order to make it clear that the solar 
day of 24 hours is meant. A περίοδος of the sun is not its half
circuit, but its circuit, i. e. the time it takes to come round again to 
an assumed starting-point. For other Aristotelian instances of this 
sense of the word see Bon. Ind. 582 b 29. The statement in the 
text was often quoted in former times as evidence for the assertion 
that the so-called ‘ Unity of Time ’ was one of Aristotle's rules for 
the Drama. ‘ The stage’, says Sydney in his Apology for Poetry 
(p. 63 Arber), ‘ should always represent but one place; and the 
uttermost time presupposed in it should be, both by Aristotle’s 
precept and common sense, but one day.’ What Aristotle actually 
says is not a precept, but only an incidental recognition of a fact 
in the practice of the theatre in his age. The same is true also of 
the ‘ Unity of Place’, which was believed to be implied as a rule 
in 24, 1459 b 25· The ‘ Unity of Action’, however, is very em
phatically asserted in chaps. 8-11 and elsewhere.

μικρόν ίξαλλάττειΐ' =  ‘ to vary, or depart, from that only a little \ 
i. e. ‘ to exceed that limit only a little ’. The reference is not to 
variation within the limit, but to variation beyond it. 

b 15 τδ πρώτον. In the earliest drama, says Aristotle, the Unity of 
Time was not observed with strictness, any more than it is in epic 
poetry. This passage has been discussed by M. Maurice Croiset 
(Rev. des fitudes grecques 1 p. 373; comp. Heimsoeth, De tragoe
diae graecae trilogiis p. iv), who suggests that Aristotle may be 
referring to the period anterior to the institution of the trilogy, 
when a long tragic story, instead of being dealt with in three 
tragedies, may be supposed to have been told in one. It is clear 
that the action in such a play would be very like that of an epic, 
and cover a longer time than 24 hours. One may ask how in the 
absence of some device like the modern curtain the lapse of time 
between act and act could be sufficiently indicated; and one may 
also ask whether there was the same chorus throughout the
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performance. These are difficulties which we have now no means 1449 b 15 
of answering.

iv Tats τραγωδίας. The preposition shows that Aristotle is 
thinking not of the time of the performance, but of something 
within the play, the imaginary time of the action in it (Ribbeck,
Rh. Mus. 24, 135); comp. 13, 1453 a 25 τού το  cv Tats τρ α γω 

δ ία ς .

μέρη: i.e. the constituents enumerated and distinguished in 6, b 16 
1449b 31 sqq. The parts peculiar to Tragedy are melody and 
* spectacle ’ (24, 1459 b I0)·

Sufarep kt€. Similarly in chaps. 23-24, before explaining the b 17 
differences between epic poetry and Tragedy, Aristotle is at some 
pains to show that a good epic will have much the same structure 
as a good tragedy, and that in most respects the same canons of 
construction are applicable to it (23, 1459 a 17-24, b 17). The 
corollary ends at επων; what follows (α μέν γάρ κτε.) is a reason in 
support of the main statement (b 16).

περί . . . τή ς  iv  έξαμέτροις μ ιμη τική?: in chaps. 23-24. b 2 l
ircpl κωμω δίας: in the lost Second Book of the Poetics.
&ναλαβδντ<ς : Top. 6, 14, 15 1  b 19 καλώς είρημενον opov άναλαβεΐν. b 23 

— Meteor. 1. 3, 3 3 9 a 33 άναλαβόντες ονν τά ς  εξ αρχής θεσεις . . . 
λεγωμεν.— I. 8, 345 b 3 1 ήμ€& δέ λεγωμεν άναλαβόντες την υποκει- 
μενην αρχήν ημΐν.— Rhet. I. 13) 1373  ̂27 άναλα/?δντ€ς τ ί  έστι το 
άδικεισθαι λεγωμεν.

Iκ τώ ν  είρημ ίνων τον γινόμενον =  το ν  γινόμενον εκ των ειρη μενών. "·'

For the hyperbaton comp. Metaph. Θ 3, 1047 a 12 το  δ* αδύνατον 

.γ€νέσ0αι δ λεγων η είναι η εσεσθαι ψευσεται.— Eth. Ν. 8. ι ό ,  I  I 0 3 b ΐ8 
εις δυναμιν δέ δ θεραπευων επιεικής είναι δοκ€Γ (also Kiihner, Gr.
Gr.3 2. i p. 616)1, 

δρον τή ς  ουσ ία ς: the definition of its essence, or essential nature;
COmp. Metaph. Z 13, IO39a 19 δοκεΐ γε πάσι και ελεχθη πάλαι η 
μόνον εΐναι ουσίας όρον η μάλιστα.— De part. an. I .  I, 642 a 26 
δρίσασθαι την ουσίαν.— 4· 5> 678 a 34 τω  λό γω  . . . τώ  δρίζοντι την 

ουσίαν αυτών.

έσ τιν  ουν τραγω δ ία  κτε. The definition, which is in logical form, 24 
per genus et differentias, professes to be a summary of points 
already established; and in its principal elements it is that.

1 There is no hyperbaton in An. post. 1. 34, 89 b 14 πάντα yap τά  αίτια τά 
μίσα δ Ιδών τά άκρα εγνώρισεν, which has been cited as an instance of it. The 
sense^shows that δ ίδων is to be taken with τά άκρα, and that the accusatives 
before it are the object of εγνώρισεν.
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1449 b 24 (1) That Tragedy is a μίμησις was said in 1, 1447 a 13 ; and that 
it is a μίμησις πράξεως is implied in I ,  1447 a 28. (2) σπουδαία?,

which differentiates Tragedy from Comedy, recalls chap. 2 and 
4, 1448^34— και τελείας μέγεθος έχονσης being added in recog
nition apparently of the point indicated in 4, 1449 a 19. (3) The
means in Tragedy were noted in 1, 1447 b 24-8; and (4) the 
dramatic manner of its imitation in 3, 1448 a 23-28. But for 
the concluding clause, on the effect of Tragedy on the emotions, 
we have not been prepared by anything in the earlier chapters. 
Aristotle no doubt regarded one part of it, hi έλέον και φόβον, as 
self-evident, but the rest is presumably an anticipation of a point 
worked out at length in the lost Second Book of the Poetics. 
In just the same way we find him using the term προαιρετική in 
the definition of virtue in Eth. N. 2. 6, n o 6 b 36, and reserving 
the formal explanation of προαίρεσις for 3. 4, 1111 b 4. This 
concluding clause is an integral part of the definition, since the 
end of the thing to be defined cannot be ignored in any logically 
complete statement of its nature (De anima 1.1, 403 a 25; Metaph. 
H 2, 1043 a 14).

b 25 TcXcias μέγεθος έχουσης. The point is considered in chap. 7, 
where ‘ completeness ’ is said to imply a whole of some magnitude 
(7, 1450b 24). We have not yet been told that the action in 
Tragedy must be a τελεία πράξις, but from the explanatory μέγεθος 
έχονσης Aristotle would seem to regard the point as the natural 
consequence of the μέγεθος mentioned already in 4, 1449 a 19 as 
one of the characteristics of Tragedy proper. In that case the 
term distinguishes Tragedy proper with its complete and self- 
contained stories from the rudimentary Drama of an earlier period.

ηδυσμόμω: Plato Rep. 607 A €t δε την ήδνσμένην μονσαν παρα- 
δέζη έν μέλεσιν η επεσιν, ηδονή σοι καί λύπη  έν τη πόλει βασιλεύ- 

σετον. The word is taken from cookery (comp. De sensu 4, 
442 a 10). The nature of the metaphor may be seen, in the case 
of the substantive ήδνσμα, from Aristotle’s criticism of the style of 
Alcidamas in Rhet. 3. 3, 1406 a 19 ον γαρ ήδύσματι χρήται ά λλ1 ως 
έδέσματι τοΐς έπιθέτοις (‘ the sauce with him is the dish ’). Said of 
language ήδνσμένος implies the accession of something (here metre 
and music) to make it agreeable, just as κοσμηθήναι in 4,1449 a 29 
meant the accession of something to make the work beautiful. An 
echo of this passage (comp. 6, 1450 b 11) may perhaps be recog
nized in Plutarch Erot. 769 c λόγω ποίησις ήδνσματα ( τ α )  μέλη 
και μέτρα καί ρνθμονς έφαρμόσασα, and also in Strabo 8r8 Cas.
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φλναρονσιν ώστrep μέλος η ρυθμόν [ή] ηδυσμά τ ι τώ λόγω την τέρα- 14 4 9  b ^5 
Teiav προσφέροντες. The metaphor reappears in Shakespeare,
Hamlet 2. 2 I  remember one said there were no sallets in the lines to 
make the matter savoury.

έκάστω τών ειδών : scil. τών ηδυσμάτων, understood from ηδνσμένω.
Similarly in Isocrates 190 d  7rcpi τούτων δηλώσαι μη μόνον τοΐς 
τεταγμένοις όνομασιν, άλλα τά μέν ζένοις τα δέ καινοΐς τα δέ μ€τα- 
φοραΐς, και μηδέν παραλιπεΐν άλλα ιτάσι τοΐς ειδεσι διαποικΐλαι την 
ποίησιν one may supply των ονομάτων with ειδεσι. For another 
instance of this allusive use of άΐδος see 25, 1461 b 22. In what 
follows (b 29) έκάστω των ειδών is replaced by tois ε ιδεσι; the read
ing of the MS., έκαστον, seems to have arisen through χωρίς having 
been mistaken for a preposition. The juxtaposition of χωρίς and 
εκάστω is just like that in Pol. 7· I323 b 41 και χωρΐ9 εκάστω και
κοινή ταΐς πόλεσιν (comp, χωρίς έκαστον in De caelo 2. 12, 292 a 13,
*>27). The implied antithesis in the present passage is between 
‘ each separately* (χωρίς), and * all together, and at once' (ά μ α : 
comp. De gen. et corr. 1. 5, 322 a 13, and Metaph. E 4, 1027 b 23).
Tragedy (unlike the Dithyramb etc.) has the ηδυσμα of metre in 
the dialogue, and that of melody only in the choral parts (see on 
i, 1447 b 28). εκάστω, therefore, is loosely put for έκατέρω (comp.
Pol. 3.12,1282 b 38, and HSt. s. v.).

δρώντων: scil. τών μιμούμενων, the subject being omitted as it is b 25 
in a 13, b 31, 1450 a 10, a 21, and 26,1461 b 29. Other Aristotelian 
instances of this ellipse with a gen. absolute may be seen in Bon.
Ind. 149 b 29. Tyrwhitt, with less probability, as it seems to me, 
supplies μίμησις  with δρώντων, comparing 3, 1448a 29 μιμούνται 

δρώντας,
ου δι* άτταγγελίας : scil. μιμούμενων.
δι’ έλόου και φόβου means practically δι* ελεεινών και φοβερών,1 by b 27 

piteous and alarming scenes *; comp. Goulston’s paraphrase, ‘ per 
misericordiam metumque factis expressum *. The more abstract 
form of expression is adopted in order to prepare the way for τών 

τοιοντων 7ταθημάτων. For the use of the preposition in this 
connexion comp. b 30 διά μέτρων περαίνεσθαι.— De part. an. 3. 4,
666 b 15 περαίνονται [scil. αί κινήσεις] διά τον έλκειν και άνιέναι.—
Plato Gorg. 45° D διά λόγου παν περαίνονσι.— Rep. 392 D δι* άμφο- 
τέρων περαίνονσιν (v. Bernays, Zwei Abhandl. p. 85)· This excite
ment of pity and fear is, as far as the poet is concerned, the end of 
Tragedy, but it is in truth only a means to its ultimate end, its 
κάθαρσις of such emotions.
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b 2 7  t V  των το ιουτω ΐ' παθημάτων κάθαρσιν, ‘ its catharsis of such 
emotions’, just as ποπΐσθαι την μίμησιν  (i, 1447 a 22 ; 6 ,1449b3i) 
means ‘ to make their imitation, and ποιάν την ηδονή v (4, 1448 k 18), 
‘ to produce its pleasure’ (comp. 4, 1448 b 7, and Kiihner, Gr.Gr.9 

,j 2. i p. 593). The article, in fact, is not so otiose as is usually 
supposed. This interpretation of the article removes more than 
one of the preliminary difficulties in this much debated passage, 
the implication being that a cathartic effect is not peculiar to 
Tragedy; so that the text is seen at once to stand in close relation 
to the passage in Pol. 8. 7 (v. Fr. V), in which the existence of 
several forms of catharsis is affirmed. Aristotle recognizes there 
a catharsis of ‘ enthusiasm’ effected by certain kinds of music, as 
well as a catharsis of pity and fear effected by Tragedy; and there 
is reason to think that a catharsis of laughter also must have been 
similarly posited as the effect and ultimate justification of Comedy 
in the lost Second Book of the Poetics, τών τοωντων παθημάτων, 
therefore, is a general expression for this whole group of disturbing 
emotions (enthusiasm, pity, fear, etc.), instead of being, as is so 
often thought, either limited to the two emotions (pity and fear) 
which appear in the context, or applying to the emotions ίη 
general.

The great difficulty, however, in this formula is as to the inter
pretation of κάθαρσις. Is the term to be understood as a physio
logical metaphor, in the sense of ‘ purging or ‘clearing away'; or 

v  as a metaphor from the religious rite of lustration, in the sense of 
‘ purification’ ? The ancient evidence, in Aristotle and elsewhere, 

j is to my mind very decidedly in favour of the first interpretation.

I.
This, the pathological interpretation, as it maybe called, is now 

generally associated with the names of Weil (1848) and Bernays 
(1857), who each independently arrived at a very similar conclu
sion1. It is in reality much older ; all its essential points in fact 
are to be found in Tyrwhitt’s note on the present passage: ‘ Ex 
his quae de Musica dicuntur [i.e. in Pol. 8. 7], colligere licet, 
opinor, Aristotelem similem quandam ratiocinationem de poesi etiam

1 See H. W eil, Ueber die Wirkung der Tragodie nach Aristoteles, Verhandl. 
der zehnten Versammlung deutscher Philologen zu Basel, p. 140 (comp, his 
Etudes sur le drame antique, p. 158) ; the article of Bernays is reprinted in 
his Zwei Abhandlungen p. 1. I have shown elsewhere (J. of Phil. 27 p. 267) 
that the pathological interpretation of κάθαρσις was not unknown in Italy in the 
sixteenth and seventeenth centuries.
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tragica instituisse, qua scilicet probaret affectus misericordiae et 1449 b 27 
metus, qui in tragoediis vehementissime excitantur, non ex eo 
nutriri et validiores effici, quod Plato criminabatur, sed contra 
levari et exhauriri; et proinde affectuum horum purgationem opus 
esse proprium et quasi finem Tragoediae; cum caeterae Poesis 
species vel ad doctrinam, vel ad delectationem magis aptae sint/
To understand Aristotle's position we have to go back to Plato's , 
condemnation of the Drama in the Tenth Book of the Republic.
One of Plato's points is, that the Drama appeals mainly to two of 
the inferior elements in the soul, our faculty for grief (τό θρηνωάες, 
τό ελεεινόν) and our faculty for laughter; and that its effect is to 
gratify these at the expense of the reason, and ultimately to weaken 
or nullify the self-control prescribed by reason (Rep. 605 c-606 c).
As a view like this, supported by so great a name, could hardly be 
ignored by Aristotle in an Art of Poetry based throughout on the 
assumption of the legitimacy of the Drama, and of the emotional 
effects it aims at, his catharsis theory may very well be supposed 
to have been intended as his answer to the Platonic indictment, j - 
Though the formal exposition of the theory, as it was to be read 
in the complete Poetics, is no longer before us, it is still possible to 
recover some idea of it from the two statements in the Politics 
on the 4 cathartic * effect of certain kinds of music. Jn Pol. 8. 6,
1341 a 21, as a reason for leaving the flute to professionals, instead 
of making it part of a liberal education for all, Aristotle explains 
that the flute, instead of having an ‘ ethical' effect, is simply 
orgiastic or exciting, and to be kept for the times when the hearing 
of music is a ‘ catharsis ’ rather than a form of instruction: ονκ 
εστιν ο αυλός ηθικόν άλλα μάλλον οργιαστικόν, ώ στε προς τονς τοιον- 
τονς αντω καιρούς χρηστέον έν οΐς ή θεωρία κάθαρσιν μάλλον 8νναται 
η μάθησιν. It will be seen that a sharp distinction is drawn here 
between the emotional effect of the flute, and the * ethical ’ effect of 
certain other kinds of music; and that κάθαρσις is in Aristotle’s 
view connected with the former rather than with the latter. A 
much more important passage, however, is that in Pol. 8. 7,
1341 b 32, which will be found in extenso among the Fragments 
of the Poetics (Fr. V). It begins by assuming a current division 
of ‘ airs' into ηθικά, πρακτικά, and ενθουσιαστικά μελη  \ and a similar

1 The distinction here is between (1) the music that imitates character, 
and has thus a reflex influence on the character of the hearer (comp. Pol. 8. 5,
1340 *6) ; (2) that which imitates action (comp. Plato Rep. 399 A), and moves 
us to i t ; and (3) that which imitates, and so arouses in us, the orgy of emotion 
termed by the Greeks * enthusiasm’.
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classification of ‘ harmonies ’ or modes. The most ‘ ethical ’ har
monies may be practised by all, as a regular part of their lives; 
whereas the other two kinds are to be left to professionals. This 
tolerance of the ‘ enthusiastic harmonies * in a well-ordered state 
Aristotle justifies by showing that they stand in much the same 
position as Tragedy. I There are certain emotions, he tells us, 
which arise in some degree in every man’s soul, and in a disquiet
ing degree (ίσχνρως) in certain of us, e.g. pity and fear. Enthu
siasm is one of these disturbing emotions. Experience, however, 
shows that the enthusiastic music (that of the hymns of Olympus, 
for instance) has a salutary effect on those subject to accesses 
(κατοκώχίμοι) of enthusiasm, restoring them to a normal condition 
of calm and peace (καθισταμίνονς: comp. Bon. Ind. 356 a 35 and 
375 a 8), just as though they had undergone a cure or catharsis at 
the hands of a physician (ώσπερ ίατρςίας τνχόντας και καθάρσ€ως). 
The same sort of treatment (πάσχαν) is required by other emotional 
natures also, e.g. by those liable to accesses of pity and fear, and 
by the rest of mankind likewise, in so far as they have a share 
in these feelings; all want a certain catharsis, a pleasurable relief 
(κονφίζζσθαι) from emotion. And it is in just the same way (i.e. by 
the relief they bring) that the cathartic airs give a harmless delight 
to mankindj The sense of κάθαρσή in the Politics is well explained 
by Sepulveda in his note on 8. 6, 1341 a 23 : ‘ Purgatio intelligitur 
expulsio cuiuspiam affectus’ ; and again in that on 8. 7, 1342 a 6 
(τω δέ ηττον διαφίρ€ΐ καί τω  μάλλον) : ‘ Itaque plus et minus, tamen 
omnes moventur affectibus, a quibus iucunde per musicam sanantur 
et quasi medicamento quodam adhibito purgantur ’ (comp. J. of 
Phil. 27 p. 269)1. The term in fact is a metaphor from medicine,

1 T o the passages in Italian writers quoted in this article I may add one 
from A. S. Minturnus (1559), Poeta p. 64 : ' Quamobrem cum miserabiles 
horribilesque eventus Tragoedia spectandos ad perturbationum vacuitatem in 
medium proferat, non est profecto, si miserationem’ commovet pavoremque 
infert, quod morbos animi alere atque augere videatur. An Platoni, nedum 
Aristoteli Musica probatur, quae nisi motus in animo cieret, nunquam sane eum 
purgaret. Nam afflatu furoris qui essent concitati, cum modis ac numeris 
canticisque sacris, qui ad animi expiationem adhiberi solebant, uterentur, his 
quidem ita expiabantur, ac si aliqua potione purgarentur; Homerica poesis, 
quod vim mentis et ad miserandum et ad timendum permoveat, improbanda 
est ? Scilicet ad depellendam aegrotationem, quae veneni instar habet, vis 
ciens in corpore motiones medicina vehementis noxiaeque naturae excitatur; 
ad morborum expiationem animus commoveri non debet?’ The parallel 
statement in his Arte Poetica p. 77 is : * Ne ρίύ forza haura il Physico di 
spengere il fervido veleno della infermita, che’l corpo afflige, con la velenosa 
medicina; che Ί Tragico di purgar l’animo delle impetuose perturbationi.’
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as Aristotle intimates by making it a synonym for Ιατρεία (ώσπερ 1 4 4 9 b 27 
Ιατρείας τνχόντας και καθάρσεως), in a context too which presents a 
whole series of words which either have, or may have, a medical N 
meaning (πάθος, πάσχειν, ισχνρως, κίνησις, κατοκώχιμοι, καθιστά
μενους, κονφίζεσθαι, καθαρτικά)ι. In Greek physiology and pathology 
κάθαρσις is a ^very general term for a physical clearance or 
discharge, the removal by art or an effort of nature of some 
bodily product (some περίττωμα, as Aristotle would call it), which, 
if allowed to remain, would cause discomfort or harm. The 
κάθαρσις of the soul as described in the Politics is a similar process 
in reference to certain emotions (πάθη)— the tacit assumption 
being apparently that the emotions in question are analogous to 
those peccant humours in the body which, according to the ancient 
humoral theory of medicine, have to be expelled from the system 
by the appropriate κάθαρσις. With some adaptation of the state
ments and hints in Pol. 8. 7, as thus interpreted, it is not difficult to ^ 
recover the outlines at any rate of the Aristotelian theory of the 
cathartic effect of Tragedy: Pity and fear are elements in human 
nature, and in some men (τους ελεήμονας και τους φοβητικονς) they 
are present in a disquieting degree (Ισχνρως). With these latter the 
tragic excitement is a necessity (άναγκαΐον π άσ χειν); but it is also 
in a certain sense good for all. It serves as a sort of medicine, 
producing a catharsis to lighten and relieve the soul (κονφί
ζεσθαι2) of the accumulated emotion within i t ; and as the relief is 
wanted, there is always a harmless pleasure attending the process 
of relief. This, then, may be taken as Aristotle's answer to the 
Platonic argument in the Republic; it shows that the pleasure we 
derive from the moving scenes in Tragedy is not, as Plato had 
maintained, a demoralizing, but on the contrary a harmless pleasure 
(χαρά αβλαβής\  The legitimacy of this pleasure is assumed 
throughout the Poetics (see especially 14,1453 b 11), but its pre
cise nature is not explained, either in the existing book or else
where, by Aristotle. It falls naturally enough, however, into its 
place in the classification of pleasures in the Nicomachean Ethics, 
which recognizes the existence of a class of things as pleasurable v  
not directly and in themselves, but through their effect, as being of 
the nature of cures or remedies (ιατρεΐαι) to remove the disquietude

1 Nearly all these terms are to be found in the Oeconomia Hippocratis of 
F o es; see Doring’s Kunstlehre des Aristoteles p. 319 for a discussion of them.

a Comp. Probl. 4. 30, 880*31 oTs ο υ ν  τ τ ο λ υ  τ ο  τ ο ι ο υ τ ο ν ,  ά ν ά - γ κ η  π ο Κ λ & κ ι ?  

ε π ι θ υ μ ε ΐ ν  t o v t o v s  ά ι τ ο κ α θ α ί ρ ε σ θ α ι ’  κ ο υ ψ ί ζ ο ν τ α ι  y a p .



1449 b 27 arising from an unsatisfied want, and restore us to a normal con
dition of body or mind (Eth. N. 7. 13, 1152 b 34; 7. 15,1154 b 17). 
The tragic excitement, which in the language of the Politics, acts 
as an Ιατρεία or κάθαρσις, is clearly a pleasure of this kind, one 
of those described by Aristotle as ίατρενοντα ήδεα. A further point 

v  in his idea of κάθαρσή may perhaps be noticed, as suggested at
any rate by his use of the term to express the effect of Tragedy on 
the mind. A catharsis in the medical sense of the word is an 
Ιατρεία, and only for occasional use; and its analogue, the παθη
μάτων κάθαρσις, may very well be presumed to resemble it in this 
respect1. In assuming Tragedy, therefore, to have a cathartic 
rather than a permanent moral effect, Aristotle would seem toBave 

 ̂ been mindful of the position of the Drama in Greek life, and to
have seen that the dramatic performances in the theatre were not 
sufficiently frequent or continuous to generate a moral habit, or 
make a lasting impression for good or evil on character— a point 
overlooked not only by Plato but also by Lessing and most of the 
modern interpreters of the Aristotelian theory of Tragedy (comp. 
E. Muller, Theorie der Kunst bei den Alten 2 p. 378).

In the phrase παθημάτων κάθαρσις the genitive after κάθαρσις, 
'' denoting the object purged away or removed, is a construction

not uncommon in Aristotle’s physiological writings (v. Bon. Ind. 
354 b 22); and it is found also in other authors, e.g. Hippocrates 1 
p. 104 K. 7ττνίλων καθάρσεις.— p. 654 καθάρσεις του θερμού εκ τον 

σώματος.— 3 Ρ· 5° 2 τ<*>ν άπό πλενμόνων καθάρσεις.— Thucydides 
2. 49 άποκαθάρσεις χολής.— Demosthenes 64· 12 κάθαρσις αίματος. 
— Polybius 5· 100. 6 άνακάθαρσις πτώματος. The same construc
tion is found with κάθαρσις (etc.) in its metaphorical application to 
the analogous process in the mind : Plato Phaed. 69 b κάθαρσις τις 
τών τοιοντων πάντων2, ‘ a purging away of all such things ' (Jowett), 
where the object purged away or removed is shown by the context 
to be certain affections of the soul (ηδονών και φόβων και τών άλλων 
πάντων τών τοιοντων).— Plutarch De cap. ex inimicis utilit. 91 f  τώ ν 

παθών τούτων ποιον μένος εις τονς εχθρονς άποκαθάρσεις.— Iamblichus 
De myst. 1. ΐ2 κάθαρσις παθών.— Hierocles in Aur. carm. p. 124 
(Needham) η τών λνμαινομενων παθών εκκάθαρσις.— ρ. 134 κάθαρσις 
της οιησεως.— ρ. 194 άποκάθαρσις νείκονς.

1 Comp, what is said of the flute and its cathartic music in Pol. 8. 6, 

i 3 4 i * a I ·
2 Aristotle’s ττ)ν τών τοιοντων παθημάτων κάθαρσιν may perhaps be an 

unconscious reminiscence of the phrase in Plato.
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The idea of κάθαρσή, in the sense of a working-off of emotion *449 b 27 

brought about by something that excites emotion, was not unknown ^
in late Greek literature ; it is recognized in reference to music by 
Plutarch and Aristides Quintilianus, and in reference to the Drama 
by Iamblichus and Proclus. The theories reproduced by these 
writers are clearly of Peripatetic origin, and on exactly the same 
lines as the Aristotelian justification of the emotional forms of music 
and of the Drama in the brief statement in the Politics.

(1) In his very curious chapter on the άκροθώρακ€?, on whom 
wine is said to have a sedative effect, Plutarch illustrates the 
paradox (Qu. conv. 3. 8, 657 a )  by a parallel instance, that of the 
sad airs at funerals, which, while exciting the grief of the mourners, 
at the same time work off their sorrow:—

ωσπep yap η θρηνωδία και δ έπικήδ€ΐος αυΧδς ev άρχη πάθος Kivel και 
δάκρυον (κβάλ\€ ι [ocKnXft Emperius], π ροάγων δέ την ψυχήν eh οίκτον 
οντω κατά μικρόν e£atpe'i [V£epa Bernays] και άνάλίσκ€ΐ το Χυπητικόν’ 
ομοίως ιδοις άν και τον οίνον} δταν σφόδρα ταράξη και παροξννη τδ 
άκμαιον και θνμοΐΐδίς, αυθις καταδνοντα [? καταλυοντα], και καθιστάντα την 

διάνοιαν ως πορρωτύρω μέθης προϊούσαν ησυχάζ(ΐν.

(2) The language in Aristides Quintilianus De Musica 3. 25 
(p. 13 Jahn), on the cathartic effect of the music and dancing in 
the Bacchic and other mysteries, has a more distinctly Aristotelian 
imprint on i t :—

διο και τάς B ακχικάς τ*\€τάς κάϊ οσαι τανταις παραπλήσιοι λόγου τινδς 
*χ€σθαί φασιν, όπως άν ή των άμαθίστέρων πτοίησις διά βίον η τύχην νπο 
των έν ταύταις μ€\ωδιων Tf και αρχησ€ων άμα παιδιάίς έκκαθαίρητα ι.

(3) There are two passages in Iamblichus, which may serve to 
illustrate the Aristotelian idea of κάθαρσις. In De myst. 3. 9 (ed.
Parthey), writing as a Neoplatonic occultist against the naturalistic 
explanation of enthusiasm, he insists that it is an error to regard 
the effect of the enthusiastic music as being of the nature of 
a mere αποκάθαρσις, a working-off or evacuation (άπέρασις) of some 
morbid product within the soul:—

άπέρασιν δέ και ά π ο κά θ α ρ σ ιν  larpeiav Τ€ ούδαμώς αντο κλητέον, ουδέ 
γάρ κατά νόσημά τι η πΧ€ονασμδν η π€ρίττωμα πρώτως ev ημΐν έμφύ(ται}
0eia δ€ αυτόν συνίσταται η πάσα άνωθίν άρχη κα'ι καταβοΧη,

There is reason to think that the theory thus set aside was that 
of Theophrastus, and, through him, of Aristotle. And it will be 
seen how completely the language of the above passage har-
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ίατρείας τνχόντας καί καθάρσεως in the Politics. The second passage 
is in De myst. 1. 11 :—

at δυνάμεις των ανθρωπίνων παθημάτων των εν ημίν πάντη μεν 
ειργόμεναι καθίστανται σφοδρότεροι, εις ενέργειαν δέ βραχέων  [so 
Bemays; βραχείς vulg.] και άχρι τον συμμέτρου προ αγόμενοι 
χαίρουσι μετρίως και άποπληροννται, και εντεύθεν ά π ο κ α θ α ιρ ό μ ε ν α ι  
πειθοΐ και ον προς βίαν αναπαύονται, διά δη τοντο εν τε κωμωδία 
και τραγωδία άλλότρια πάθη θεωρουντες ΐσταμεν τά οικεία πάθη και 
μετριώτερα άπεργαζόμεθα καί ά π ο κ α θ α ίρ ο μ ε ν .

The theory Iamblichus is accepting for the moment is that the 
passions cannot be suppressed for any length of time with im
punity; that they require an occasional outlet (comp, άποκαθαι
ρόμεναι) to keep them quiet; and that the secret of our interest 
in the Drama is that it serves to work off emotion (τά οικεία πάθη 
άποκαθαίρομεν). It is clear that Iamblichus must have had a 
pathological explanation of the effect of the Drama before him. 
But he has taken the edge off the Aristotelian theory by giving it 
an ethical turn; it will be seen that he makes the catharsis of 
passions mean the same thing as the moderation of them (μετριώ
τερα άπεργαζόμεθα καί άποκαθαίρομεν), thus anticipating by many 
centuries the interpretation of παθημάτων κάθαρσις now usually 
associated with the names of Heinsius and Lessing.

(4) The cathartic effect of the Drama is one of the many contro
versial points discussed by Proclus in his commentary on Plato's 
Republic. The passages bearing on it will be found quoted under 
Fr. V. According to Proclus the Aristotelian answer to Plato was 
that the Drama serves a useful purpose as an outlet for emotions 
which would disturb the peace of the soul, if their just claims were 
not recognized and from time to time duly satisfied by means of 
some such gratification as is supplied in the theatre. This view 
of the effect of the Drama Proclus attributes to Aristotle; his 
reference, however, to other apologists for the Drama may make 
one hesitate to believe him to have found it for himself in the 
now lost Second Book of the Poetics. The statement in its 
existing form seems rather to have been taken from some follower of 
Aristotle, possibly from Theophrastus, its phraseology representing 
the sense rather than the words of the Aristotelian original.

Disengaged from its Neoplatonic surroundings in Iamblichus 
and Proclus, the catharsis theory before them may be thus

i 5 8  COM M ENTARY
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reconstructed in outline : The Drama has a therapeutic (comp. 1449b 27
Proclus τό πζπονηκος αυτών θ€ραπ€νσαντας) rather than a directly
moral effect; and the excitement it supplies is required by us at
times (comp. Proclus 8co/A€va Sc t iv o s  ev καιρω κινήσ^ως) to carry off
(comp, παθών άπ€ράσ€ΐς in both Iamblichus and Proclus) or purge
away (comp. Iamblichus πάθη . . . αποκαθαίρουν) certain emotions?
and relieve the soul of the disquietude they would cause (comp.
Proclus άν£νοχλητονς ημάς απ' αντων . . . ποιάίν), if defrauded of 
the satisfaction naturally due to them (comp. Proclus προς άφοσίωσlv 

τών παθών). The whole theory in fact is simply a fuller and more 
complete version of that we still have in brief in the Politics, 
with άποκάθαρσις or άπίρασις in place of the primitive Aristotelian 
term, κάθαρσις.

II.

Notwithstanding the arguments of Weil and Bernays, the old 
interpretation of παθημάτων κάθαρσις, which makes it mean the 
‘ purification1 of certain passions, is far from being extinct even 
in our own day. Κάθαρσις is supposed to be a metaphor from 
the religious rite of purification, whereby the hand or soul was 
cleansed from some pollution or stain of sin. Understood in v  
this sense, therefore, the term would naturally imply that certain 
passions require ‘ purification' from something, i. e. from something 
more or less of the nature of an impurity. What this element of 
impurity is, and in what sense the emotions in question are 
supposed to become ‘ p u r e a r e  points on which there is no 
slight divergence of opinion among the upholders of this inter
pretation of κάθαρσις. The principal explanations which have 
been propounded may be roughly distinguished and classified as 
follows1 :—

(1) Tragedy is said to purify pity and fear, because the frequent 
excitement of these emotions in the theatre has a tendency to 
weaken their force, and thus moderate and reduce them to just 
measure (Heinsius, Milton, Lessing, etc.).

(2) The lessons and examples in Tragedy have a purifying 
and moderating effect on pity, fear, and other evil passions 
(Victorius, etc.).

(3) The tragic pity and fear are regarded as pure, because 
they are aroused not by real suffering, but only by the imaginary

1 Comp. Twining* 2 p. 3, and W eil 1. c. p. 135.
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woes of the theatre ; so that there is no admixture of pain in them 
(Batteux, etc.).

(4) They are regarded as pure, because, as aroused by Tragedy, 
they are disinterested emotions, with no self-regarding element in 
them (Brandis, Susemihl).

(5) They are pure, because the sublimity of Tragedy exalts 
pity and fear into high and noble forms of feeling (Hermann).

The first of these, the only view that calls for serious considera
tion, has an especial interest for us owing to the fact that in the 
eighteenth century it found a very distinguished exponent in 
Lessing. It must be admitted, however, that Lessing himself did 
little more than expand the old idea of ‘ moderating ’ the passions, 
and translate it back into the language of the Nicomachean Ethics. 
‘ The tragic purification of the passions/ he says, ‘ consists merely 
in the conversion of pity and fear into virtuous habits of mind. 
But as with every virtue, according to Aristotle, there are on either 
side of it extremes of excess and defect, between which it stands 
as a mean, Tragedy, if it is to turn pity into virtue, must be able 
to purify us from both extremes of pity ; and it must do the same 
thing with fear likewise/1 The whole theory, as stated even by 
Lessing, is open to many and very grave objections. (1) It con
fuses two distinct things, the purification of a feeling and the 
purification of the soul from a feeling. (2) It confuses the ideas 
of ‘ pure' and * moderate', though there is no direct logical or 
other relation between them ; excess or defect in certain matters 
may be a fault, but they cannot be termed ‘ impurities \ (3) It 
rests on a false hypothesis as to the position of Tragedy in the 
social life of ancient Greece; the performance of Tragedy was too

1 ‘ D a namlich, es kurz zu sagen, diese Reinigung in nichts anderm beruht, 
als in der Verwandlung der Leidenschaften in tugendhafte Fertigkeiten, bei 
jeder Tugend aber, nach unserm Philosophen, sich diesseits und jenseits ein 
Extrem findet, zwischen welchem sie inne steht: so muss die Tragodie, wenn 
sie unser Mitleid in Tugend verwandeln soil, uns von beiden Extremen des 
Mitleids zu reinigen vermogend sein ; welches auch von der Furcht zu verstehen. 
Das tragische Mitleid muss nicht allein, in Ansehung des Mitleids, die Seele 
desjenigen reinigen, welcher zu viel Mitleid ftihlet, sondem auch desjenigen, 
welcher zu wenig empfindet. Die tragische Furcht muss nicht allein, in 
Ansehung der Furcht, die Seele desjenigen reinigen, welcher sich ganz und 
gar keines Ungliicks befiirchtet, sondem auch desjenigen, den ein jedes Ungliick, 
auch das entfernteste, auch das unwahrscheinlichste, in Angst setzt* (Hamb. 
Dram. St. 78). A s Heinsius had said something very like this long before 
him (v. Zerbst, Ein Vorlaufer Lessing’s in der Aristotelesinterpretation p. 29), 
Lessing’s originality here is not so marked as his power of statement.
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occasional to have a marked and abiding effect on the moral 1449 ba7 
character of the hearers (v. supra, p. 176). (4) Even if the tragic
excitement of emotion be supposed to have been sufficiently fre
quent to produce a habit, it does not follow that the resulting habit 
would be one of moderation in the matter of feeling; we have no 
right to suppose that the habitual indulgence of strong emotion 
(e. g. pity and fear) will weaken its force or reduce it to just measure.
Habits according to Aristotle arise from corresponding activities, 
εκ τών όμοιων έν€ργ€ΐων αί c£cis γίνονται (Eth. N. 2. I  p. 1 1 03 b 21).
We should expect, therefore, that the strong emotion aroused by 
Tragedy would, if habitualized by repetition, end in a habit of 
strong emotion, not in a habit of subdued or moderate emotion, 
not in that mean state of feeling which Aristotle identifies with 
virtue. The primary error, however, in this and similar interpre- v  
tations of παθημάτων κάθαρσις is that it reads a directly moral 
meaning into the term, as though the theatre were a school, and 
the tragic poet a teacher, of morality. That, however, is not 
Aristotle’s theory; the great function of the tragic poet, he thinks, 
is to excite certain emotions, and procure us the pleasure that 
must accompany such excitement (Poet. 14, 1453 b 11). This 
pleasurable excitement of emotion, in fact, is with him the end 
and aim of Tragedy, so far as the poet himself is concerned. The 
statesman, however, viewing human nature and society as a whole, 
is able to look beyond all this, and see the ultimate justification 
of the existence of Tragedy. In the Politics, accordingly, Aristotle 
recognizes the usefulness of Tragedy, explaining that it supplies 
a natural want, as a sort of catharsis of emotion, which as emo
tional creatures men require from time to time to keep their souls 
in health and quietude. This is a reasonable apology for Tragedy, 
md a sufficient answer to Plato’s criticism. One may perhaps 
ilso say of it, that it is more consonant with fact and experience 
than the moral or disciplinary purpose which many still profess 
:o regard as the true raison d'etre of the theatre.

Αρμονίαν και μέλος. The και is explanatory, μέλος being added b 29 
is a synonym to explain αρμονία (v. on 1, 1447 a 22).

διά μέτρων is opposed to δια μ έλο υ ς: comp. Probl. 19. 3r» b 30 
}20a I2 διά τό π ολλα π λά σ ια  cTvai totc τά  μέλη  έν ταΐς τραγωδίαις 

Γων μέτρων.— Plato Symp. 187 D μελεσι τ€ και μέτροις.— Lysis 205 Α 

>ΰ τι τών μέτρων δέομαι ακόυσαι ουδέ μέλος.— Isocrates 191 Β ταΐς 

οδαΐς και τοΐς μέτρο ις*

POETICS Μ
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1449 b 31 ττράττομτες ποιούνται τήμ μιμησιμ, scil. oi μιμούμενοι. Aristotle is 
thinking not of the poet but of the performers, who tell the story 
by acting it on the stage (v. on 3, 1448 a 23). πράττοντcs recalls 
the idea of the δρώντων in the preceding definition of Tragedy. 

b 33 o τής οψβως κόσμος, όψις is usually rendered by * spectaculum/ 
‘ apparatus/ ‘ scenery/ or mise en scene; according to Twining 
it comprehends ‘ scenery, dresses— the whole visible apparatus of 
the theatre’. This explanation is too wide; the reference is 
merely to the visible appearance of the actors when got up in 
character by the σκενοποιός or costumier (see on 6, 1450 b 20). 
Aristotle accordingly more than once uses the word in a concrete 
sense in the plural, because each of the characters would require 
a special and distinctive make-up. The formula 6 της όψεως κόσμος 
implies that the visible make-up of the actors is of the nature of 
a decorative adjunct (v. on 4, 1449 a 29), a mere accessory to the 
poet’s work (v. 6, 1450^6), on which he, as an artist, has no 
right to rely for his effects (v. 14, 1453 b 7)· The term όψις like 
many other technical words in the Poetics was probably already 
familiar in this sense in the language of the theatre (comp. 
Festschrift Theodor Gomperz dargebracht p. 166).

μελοποιια (properly the making of μέλη) replaces the original 
term μόλος as a synonym for it; comp. 6, 1450 b 16, and Pol. 8. 
7, 1341 b 23 την μχ>νσικην ορώμεν δια μελοποιίας και ρυθμών ονσαν. 

b 34 λόγω 8c Χόξιμ μόμ ταυτημ is to be compared with λόγω yap μύθον 
τούτον in 6, 1450 Ά 4 (v. ad loc.). A  definition is given because. 
λεξις  is a term with several meanings (v. on 21, 1459 a 12). The 
present definition describes the λεξις  in a play in reference to the 
poet, as the ‘ composition of the verses’ ; that which comes later 
on, in 6, 1450 b 13, views it rather from the side of the dramatic 
personages, as the ‘ expression of their thought in words \ 

b 35 μότρωμ has the concrete sense of ‘ verses ’, like τοίς μετροις in 
i, 1447 a 29 (comp, on b 30). 

b 35 ττασαμ. πασιμ, the emendation of Madius, may perhaps seem 
to be supported by the fragment of Democritus (fr. 165 Diels), 
άνθρωπός εστιν δ πάντως ΐσμεν. But no change is really wanted; 
instead of defining μελοποιία  Aristotle thinks it enough to say that 
its whole nature is too obvious to require explanation.

όττ€ΐ δε πράξεώς όστι ktc. Comp, μίμησις πράξεως in the pre
ceding definition. Having spoken of the externals of a tragedy, its 
όψις, λεξις and μελοποιία, Aristotle passes on to elements of another 
kind, those which constitute its internal content. The subject in a
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tragedy is an action with the personages concerned therein as 1449b 36 
agents. The μνθος, the fable or plot of the play, represents the 
action as such; the ήθος and διάνοια manifested in the language of 
the dramatis personae represent the personality of the agents.
Oedipus, for instance, is in a poem only a name for a certain group 
of qualities, moral and intellectual, which his actions and the 
language put into his mouth reveal to us (comp. 9, 1451^7).

π οιους τ ιν α ς  ε ίν α ι κ α τά  τ ε  τό  ή θ ο ς κ α ι τ η ν  διά νοια ν. Intellectual 3 7  
as well as moral states are included under ποιότητες (Cat. 8, 8b29).
A little further on, however, in i45 o a 5, Aristotle uses the term 
π ο ι ο υ ς  τ ι ν α ς  as though it naturally referred rather to the ήθος or 
moral character. For the antithesis between ήθος and δ ι ά ν ο ι α  

comp. Pol. 8. I ,  1 3 3 7  a 38 ονδέ φανερόν π ό τ ε ρ ο ν  π ρ ό ς  τήν διάνοιαν 

πρέπει μάλλον ή προς τ ό  τής ψνχής ήθος, and the distinction 
assumed throughout the Nicomachean Ethics and elsewhere 
between the ήθικαί and the διανοητικοί ά ρ ε τ α ι .

πέφυκεν begins the apodosis. There are thus in the natural 145°a 1 
order of things, says Aristotle, two distinguishable factors in the 
action of the individual agent, his ήθος and his διάνοια; these are the 
inner causes of men’s actions, and of the success or failure of their 
lives, πέφνκεν is, like the Platonic φνσιν έχει (Rep. 473 a, 489 b), 

impersonal. Vahlen illustrates this usage from Pol. 2. 2, 1261 b 7 
ουτε πέφυκε μιαν όντως είναι τήν  πόλιν .— 4· Ι 2 > 1296 b 20 ενταύθα 

πέφνκεν είναι δημοκρατίαν, and Demosthenes 14, 3° κρήνας και 

τά φρέατα έπιλειπειν πέφνκεν.

κ α τά  τα ύ τα ς =  κατά τάς πράξεις; comp. a 19 κατά δέ τ ά ς  πράξεις a 2 
ενδαίμονες ή τ ο υ ν α ν τ ί ο ν .

τ η ς  μ έν π ρ ά ξεω ς ό μύθος ή  μ ίμ η σ ις . To complete the statement a 3  
Aristotle might very well have added a clause like τ ώ ν  δέ π ρ α τ τ ό ν -  
τ ω ν  τ ά  ήθη και αί διάνοιαι; and it has been suggested (J. of Phil. 5 
p. 1 19) that these words or something equivalent must have dropped 
out. In a context like the present, however, this second point may 
have been left to be mentally supplied by the reader (comp.
Vahlen ad loc,), as the emphatic mention of the first point (τής μέν 

πράξεως κτέ.) is enough-to suggest it (comp. De interpr. 14, 23 b 30, 
and Waitz ad loc.). For this use of μέν solitarium comp. 26,
*462 b 5, and Waitz on An. pr. 2. 11, 61 a 19.

τούτον (== τ ο ύ τ ο )  is preparative and explained by τήν ατννθεσιν των a 4  

πραγμάτων. The assimilation of gender has been a stumbling- 
block to Madius. and others, though found again in 22, 1458 a 26

»1 2
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1 4 5 0 a  4  αινίγματος τε γαρ Ιδία αντη εστί, το λέγοντα υπάρχοντα αδύνατα 

οτννάψαι (comp. Klihner, Gr. Gr.3 2, i p. 74). 
a 6 διάνοιαν, scil. ehai λέγω. Instead of attempting a definition, 

Aristotle evades the difficulty by saying that διάνοια is manifested 
in the argumentative and reflective utterances of the dramatis 
personae (comp, infra b 11). The statement here is merely pro
visional, as one may see by comparing the fuller exposition in 
19, 1456 a 34-b 8— where we are told among other things that 
the διάνοια of a personage may be shown in his actions as well as 
in his words. Δ ιά ν ο ια  in the sense it bears in the Poetics is, like 
ήθος, an element in the personality of the dramatis personae. It is 
their intellectual capacity, as evinced in their language (or it may 
be, in their actions), and it is to be seen whenever they argue or 
make an appeal to the feelings of their hearers, in other words, 
when they reason or plead with one of the other dramatis personae 
in the same sort of way as a rhetor might do. Hence it is that 
the general theory of the διάνοια in a play is said (19, 1456 a 3 4 ) 

to belong to Rhetoric rather than Poetry; and a speech with a 
great display of διάνοια in it is a rhetorical speech (v. on b 6). The 
term answering to Aristotle’s διάνοια in Isocrates is ενθυμήματα,

‘ arguments Isocr. 191 A μετά μιτρών και ρυθμών άπαντα ποιονσιν 

. . . ά τοσαντην έχει χάριν, ώστ άν και τη  λέξει και τοΐς ένθυμήμασιν 

έχη κακώς, δμως ανταΐς ταΐς ενρνθμίαις και ταΐς σνμμετρίαις ψνχαγω· 

γονσι τούς α κούοντας.— 3 * 9  D KaL y&p τη  λέξει ποιητικωτέρα καί 

ποικιλωτέρα τάς πράξεις δηλουσι, και τοΐς ένθυμήμασιν όγκωδεστέροις 

και καινοτέροις χρήσθαι ζητουσιν.

λέγοντες: comp. b 6 «η των λ ό γ ω ν ,  and b 7 πολιτικως εποίουν 

λ έ γ ο ν τ α ς .  Aristotle is thinking more immediately of the ρήσεις in 
a tragedy, and of the intellectual, i. e. the rhetorical or argumenta
tive, capacity they may reveal in the personages. 

a  7  ά π ο δ εικ νυ α σ ίν  τ ι : b 1 1  άποδεικννονσί τ ι  ώς έστιν ή ώς ονκ εστιν»—  

19, 1456 a 37 το τε άποδεικνυναι και το λυειν.— Rhet. I. I, 1355 a5 
ή δε πίστις άπόδειξίς τις · τότε γάρ πιστευομεν ρ α λίσ τα  δταν άποδε- 

δεΐχθαι νπολάβωμεν.

ή και άποφαινονται γνώμην. The equivalent in b 12 is the more 
general expression, ή καθόλου τ ι άποφαίνονται, but it is hardly worth 
while to bring the two passages into unison by restoring here (with 
Bernays, Zwei Abhandl. p. 155) ή καθόλου άποφαίνονται, on the 
assumption that γνώμην may have come in as a gloss. A  γνώμη  as 
defined in the Rhetoric is a maxim, or general proposition relating 
to the conduct of life: Rhet. 2. 21, I394a 2i έστι δέ γνώμη από-
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φανσις,  ον μέντοι περι των καθ’ έκαστον, οΐον π ο ι ο ς  τ ι ς  Ίφικράτης, 1450 a  7  
άλλα καθόλου' και ον περι π ά ν τ ω ν  καθόλου,  οΐον ότι τ ο  ενθν τω  

καμπνλω εναντίον, άλλα περι όσων ai πράξεις εΐσί, και αιρετά ή 
φευκτά εστι πρός το πράττειν. The corresponding Latin term was 
sententia : Quintilian 8. 5. 3 Antiquissimae sunt quae proprie . . . 
sententiae vocantur, quas Graeci γνώμας appellant: utrumque
autem nomen ex eo acceperunt, quod similes sunt consiliis aut 
decretis.

μή>η civai l{. An answer to the question announced in 1, a 8 
1 4 4 7  a 1 0  εκ πόσων και ποιων εστι μ ο ρ ίω ν.

καθ* δ ποιά τι$ Ιστιν ή τραγωδία. The word μέρος being 
ambiguous (Metaph. Δ 25, io23b i2 ; Z 10, 1034b 32), this 
clause had to be added to mark the distinction between the ‘ parts ’ 
at present under consideration and those to be enumerated here
after in chap. 12. The parts here described are the formative 
constituents of a tragedy; whereas those defined in chap. 12 
are the sections into which it is divided. It is through these 
various formative constituents that we are able to speak of a tragedy 
as π ο ια  τ ις — as good or bad, as -ηθική or πεπλεγμενη  ΟΓ παθητική, 

or whatever else it may be said to be, when we come to judge of 
its quality.

ouk δλίγοι αυτών =  ονκ ο λ ίγ ο ι τών ποιητών. The ως ειπεΐν which a 12  

follows should perhaps be transposed and inserted after π α ν  in the 
next line. Of the many emendations that have been propounded 
the simplest certainly is that of Bursian, ονκ ολίγοι αντων ( ά λ λ ά  

πάντ€ς), on which that formerly suggested by myself, ολίγον αντων 

(απαντ€ς) (J. of Phil. 14 p. 44), was based, ονκ ολίγοι αυτών, how
ever, has on it a certain stamp of genuineness. The sense seems 
to be this: The six parts are in the nature of things possible 
elements in every tragedy, so to say; and due use has been made 
of them by not a few of the poets. The statement may be com
pared with those in a 15 , a 36, and 18, 1456 a 3, where the exis
tence is recognized of plays weak or deficient in some of the parts.
For the sense of εχει in this passage ( = ‘ admits o f ’, ‘ has in it the 
possibility of') comp. 2, 1448 a 7 ; and for the distinction between 
it and κέγρηνται, Eth. N. 7. 4, 1146 b 32 ό εχων μεν ον χρώμενος δέ 

rfj επιστήμη.— 1147 a 1 ζέ ο ν τα  μεν άμφοτερας [scil. τ ά ς  προτάσεις] 
ουδέν κωλνει πράττειν παρά την επιστήμην, χρωμενον μεντοι τή  

καθόλου άλλά μη τή  κατά μέρος (comp. Bon. Ind. 854 b 37)·
€ΐδ€σι: see on 4, 1449 a 7. a i3
όψεις : see on 6, 1449 b 33.
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13 πάν, i.e. every play; comp. 12,1452 b 18 α π ά ν τ ω ν .'-i 8, 1456 a 31
i {  άλλον  €19 άλλο.

15 μέγιστον κτε. Aristotle proceeds at this point to arrange the six 
elements in the order of their relative importances; and he begins 
by asserting, with an abundance of reasons which seems to imply 
that it was a subject of controversy at the time, the supreme 
importance of the μνθος. As it is the first duty of a tragedy to 
represent an action, the μνθος or story of action in it must be the 
first and most essential element in its construction. The characters, 
i.e. the personal agents, are mainly required in order to work out 
the story, and as means to that end; so that this element is to be 
deemed of secondary and subordinate significance as compared 
with the μνθος. The paramount importance of plot in Drama has 
been re-asserted with equal emphasis in our own time by an eminent 
living dramatist: ‘ The idea, the plot, always comes first. The plot, 
in a sense, is nine-tenths of a play' (H. A. Jones, Strand Magazine 
34 p- 3 7 9 ) ·

ή των πραγμάτων σύστασις =  ό μνθος. As the action in a tragedy 
is a whole of some magnitude (comp. 4, 1449 a 19; 6, 1449 b 25), 
it must have a plurality of incidents (πράγματα) embodied in it. 
What Aristotle means by a combination of incidents may be seen 
from his synopses of the Iphigenia and Odyssey in 17,1455 b 2 sqq.

17 βίου : Plato Laws 817 B ημείς εσμεν τραγωδίας αντοϊ ποιηται κατά 

δνναμιν οτι καλλίστης άμα καί άρίστη9* πάσα ονν [? γονν] ημΐν η 

πολιτεία ξννεστηκε μίμησίς του καλλίστον  καί, άρίστον βίου, δ δη 

φαμεν ημείς γε όντως εΐναι τραγωδίαν την άληθεστάτην .— Lycurgus 
in Leocr. 102 οί ποιηται μιμούμενοι τον ανθρώπινον βίον. Alcida
mas described the Odyssey as a καλόν ανθρωπίνου βίον κάτοπτρον 

(Aristot. Rhet. 3. 3, 1406 b 12). Of Menander also it was said*: 
*Ω Μένανδρέ και β ίε , πότερος άρ νμών πότερον άπεμιμησατο ; (Nauck, 
Aristophanis Byz. Fragm. p. 249).

και ευδαιμονίας: Plato Rep. 603 C πράττοντας, φαμεν, ανθρώπους 

μιμείται η μιμητική βίαιους η εκούσιας πράξεις και εκ τον πράττειν η 

εν οίομενονς η κακώς πεπραγεναι.

ι8 iv ττράξει. According to the definition in Eth. N. 1. 6,1098 a 16 
happiness is a certain kind of activity, a ψνχης ενεργεια κατ άρετψ. 

Comp. Phys. 2. 6, 197 b 4 η δέ ευδαιμονία πράξίς τις· ενπραξία γάρ. 

— Pol. 7· 3> 1325 a 32 V yup ενδαιμονία πράζίς εστιν (also Eth. Ν. 
ι. 8, 1098 b 21; Rhet. 1. 5,  ΐ3^ο b 14)· 

τό τέλος: Eth. Ν. i. 8, 1098 b ι8 πράξεις τινες λέγονται καί 
ενεργείαι το τέλος.
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ου ττοιότης : E t h . Ν . IO . 2, 1 1 7 3  Λ J 4  ονδέ yap αί τής αρετής ενέρ- 1 4 5 0  a  ΐ8  

γ«ιαι ποιότητες είσιν, ονδ’ ή ευδαιμονία.

π ρά ττουσ ι: scil. οί μιμούμενοι. The reference is to the actors a 21 
(see o n 3 .i4 4 8 a 23) rather than the poets.

συμπεριλαμβάνουσιν, scil. εν τή μιμήσει, ‘ they include in the 
representation'; σνμπεριλαμβάνειν  in this sense is not infrequent 
in later Greek (v. HSt. s. v.). It is hardly necessary, therefore, to 
reject it for the reading of one of the apographs, σνμπαραλαμ- 

βάνονσιν, though it is no doubt quite true that manuscripts are 
apt to confuse the two prepositions.

διά τά$ πράξας: διά in this connexion must mean ‘ with a view a 22 
to’, ‘ for the sake of', as in Thuc. 2. 89. 4 διά τήν σφετέραν δόξαν. 

και ό μύθος. The καί is explanatory, * that is to say ’. 
το δέ τΑο$ μέγιστον άπάντων: modelled on the proverb in Plato a 23 

Rep. 377 A άρχή παντός εργον μ εγισ τον, which reappears in Aris
totle Soph. el. 33, 183^22 μέγιστον yap ίσως αρχή παντός, ωοτπερ 

λέγεται.— Probi. 10. 13, 892 a 29 ή μέν yap αρχή παντός εργον 

μεγιστον* ήμισν γάρ.

των νέων. As it is clear from 14, 1453 28 that Euripides is not a 25 
classed among the old poets (οί παλαιοί), οί νέοι, * the moderns,' 
must mean the poets from Euripides downwards. It is to be 
observed also that, when Aristotle a little further on in this chapter 
distinguishes between 01 αρχαίοι and 01 vvv, the point noted as 
characteristic of ‘ the moderns' (ρητορικως ποιονσι λέγοντας) is 
manifestly true of Euripides, and was recognized as true of him 
by the ancients themselves (see on ρητορικως, b 8).

άήθ€ΐς: 24, 1460a I I  ονδέν άήθη άλλ' «ίχοντα ήθη. άήθης is, 
like other compounds of α privativum (De anima 2. 10, 422a 20;
Metaph. Δ 22, 1022 b 32), an ambiguous word, as it may mean 
either ‘ destitute of character', or merely ‘ deficient in character’.
Aristotle must be using it in this latter sense, since a play with 
personages wholly destitute of character is hardly conceivable.
The language in the illustration which follows from painting, 
οΰδέν έχει ήθος, is an instance of a common form of exaggeration, 
just like that in the saying of Pope, Most women have no 
characters at all.

T o iouT oi: i. e . άήθεις. a  2 6

oioi' . . . ττ£ττ<Η'θ€ΐ': De gen. an. 5· 3> 7^3 a 6 έστι δ’ ένια των 

ζωων α μαλακήν μέν έχει τήν τρίχα ήττον δέ λεπτήν, οΐον τό των 

δασνπόδων πρός τό των προβάτων πέπονθεν.— R h e t .  3· 2, 1 4 0 4 ^  22 

οΤον ή ©εοδωρον φωνή πέπονθε πρός τήν των άλλων υποκριτών.
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a 26 γραφτών. For other illustrations from painting see on 2. 1448 α 5.

a 27 Πολύγνωτον. The same view of him, as one who knew how to
indicate character in painting, is implied in Pol. 8. 5, 1340a 37 
τά Πολυγνώτου καν ει τ ις άλλο? των γραφεων ή των άγαλματοποιων 

εστιν ηθικός.

a 28 Ζεύξιδο?. This taken in connexion with what is said of him 
later on, in 25, 1461 b 12, would seem to show that, in Aristotle's 
view, Zeuxis sacrificed expression to beauty. 

a 29 ρήσεις: i. e. the speeches put into the mouths of the personages
in a play or poem (comp. 15, 1454a 31; 18, 1456a 31). The 
word had been already used in this technical sense by both Plato 
and Aristophanes.

ηθικά?. In the Rhetoric the ηθικός λόγος is one designed to 
create a favourable idea of the speakers ήθος, in contradistinction 
to the παθητικός λόγος, which addresses the feelings, and the 
αποδεικτικός λόγος, which addresses the reason of his audience. 
In matters of imitative art, however, the usual meaning of ηθικός 

is μιμητικός ήθους, ‘ expressive of character’ (comp. Bon. Ind. 
315 b 21)— which is the sense the word has in the present and 
other passages in the Poetics. Thus in 18, 1456 a 1 a certain 
kind of tragedy is termed the ηθική τραγωδία, ‘ the tragedy of 
character ’, because its main interest is as a portraiture of character; 
in 23, 1459 b 16 the Odyssey is described as ηθική, because it is 
more of a portraiture of character than the Iliad; in 24, i46ob 3 
certain passages in a poem are termed ηθικό, μερη, as serving to 
bring out the ήθος of the personages in the story.

λύ£ει καί διανοία eu πεποιημύνα?, 1 made perfect in the matter 
of language and thought \ The same use of the dative is found 
in a 36 τη λεξει και to is  ήθεσιν άκριβονν.— 24, 1460 b 2 τη δε λεξει 

δει δ ια π ο ν ε ΐν and in Alcidamas De soph. 12 οί to is  όνόμασιν 

ακριβώς εξειργασμενοι [scii, λογοι]. 
a 30 (ούπω) ποιήσει δ ήν τη? τραγωδία? εργον: Rhet. 3· 2, 1404^2 

6 λόγος, εάν μη δηλοΐ, ον ποιήσει τό εαυτόν εργον. The Arabic 
version seems to suggest ονπω (see on 9, I 4 5 ib i3) rather than ov. 

For the fut. with ουπω comp. Eth. N . 5. 10, 11 3 5  a 22 ώστε εσται τι 

άδικον μεν αδίκημα δε ονπω, εάν μη τό εκούσιον προση.— 6. 13, 
1144  ̂35 ώστε την μεν ήδη την δ* ονπω ειληφως εσται. The imper
fect in δ ήν τής τραγωδίας εργον implies that the point has been 
already settled in the preceding discussion (comp. Bon. Ind. 
754 a 40), the reference being presumably to 6, 1449 b 36, where 
Tragedy is Said to be a μίμησις πράξεως.
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άλλά πολύ μάλλον, scil. ποιήσει, as in Eth. Ν. 6. 8, i i 4 i b 18 1450 * 3 1  

ει γάρ ειδείη οτι τά κονφα ενπεπτα κρεα και υγιεινά, ποια δέ κονφα 

άγνοοΐ, ου ποιήσει νγίειαν, άλλ* ό είδως οτι τα  δρνίθεια [κουφά και] 
υγιεινά ποιήσει μάλλον. For the form of antithesis comp. De caelo 
2. 3, 286 a 5 πόρρω δ* ουχ οντω τω  το πω, πολν δε μά λλον τω  . . * 
δλίγην εχειν αΐσθησιν, and the instances collected by Vahlen (ad 
loc.) and Schwab (Schanz's Beitrage 4. 1, p. 66).

τούτο is refers back to the ρήσεις ηθικοί και λεξει και διανοία εν 

πεποιημεναι of a 29. Aristotle’s point is, that the dramatic effec
tiveness of a tragedy depends before all else on its plot, and that 
no literary or rhetorical brilliancy will make up for a weak plot.

ψυχαγωγεί : comp. b 17 ψυχαγωγικόν. Said of a work of art the a 33 
word means no more than to ‘ move} or ‘ rivet the attention’, and 
is thus the equivalent of our word ‘ attract ’ or (as people now 
sometimes say) ‘ fascinate \ This sense of ψνχαγωγεΐν is as old as 
Xenophon: Mem. 3. 10, 6 ο δέ μ ά λισ τα  ψυχαγωγεί διά της όψεως 

τους ανθρώπους, τό ζωτικόν φαίνεσθαι, πώς τούτο ενεργάζη τοΐς άνδριά- 

σ ιν ;  It is found more than once in Isocrates: 24 d δεδεικται τοΐς 

επιθνμονσι τους άκροωμένους ψνχαγωγεΐν οτι του μεν νουθετεΐν και 

σνμβουλευειν άφεκτεον. τά δέ τοιαντα λεκτεον οΐς όρώσι τους όχλους 

μάλιστα χαίροντας.— 19 1 Α τοσαυτην εχει χάριν, ώστ άν και τη λεζει 

και τοΐς ενθυμήμασιν εχη κακώς, όμως ανταΐς ταΐς ενρυθμίαις και ταΐς 

(τυμμετρίαις ψνχαγωγονσι τους ακούοντας. Later writers also often 
use the word in the sense of to ‘ attract * or ‘ please ’ ; comp, 
the Antiatticista in Bekker's Anecdota 116 ψ νχαγω γεΐν : τό τέρπειν, 

and Vahlen, Symb. Phil. Bonn. p. 168.
αϊ τε περιπετειαι και άναγνωρίσεις. These are considered later a 34 

on in chap. 11. It will be observed that Aristotle uses the two 
terms without explanation, as though they were already part of 
the established language of the theatre. The appositional clause 
comes in as an afterthought, at some distance from the words it 
illustrates (comp. Kiihner, Gr. Gr.3 2. 1 p. 282).

συνιστασθαι is apparently a middle in 2 4 ,1460°-34 also (v. ad loc.). a 37 

olov και introduces not an instance but a parallel from a different 
class of things just like ώσπερ καί, from which it is often hardly 
distinguishable in sense (comp. Top. 6. 9, 148a 4; Eth. N. 9. 1,
1 164a 15; Rhet. 3. 11, I 4 i2 a n ;  3. 12, I 4 i3 b 25). In De 
mem. 1, 450 b 20 and in Plato Phaedr. 255 c olov is so completely 
equivalent to ώσπερ as to have a όντως as its antecedent. In 
Poet. 25, 1460b 33 οΐον . . . ταντη  is practically the same thing as 
ώσπερ . . . όντως.
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38 άρχή. A little before this the μνθος was said to be the τέλος 

της τραγωδίας (a 22). From one point of view it is the αρχή, as 
being the necessary basis of every tragedy ; from another it is the 
τέλος, because it is this much more than the characters that Tragedy 
as,a μίμησις πράξεως has to represent.

ψ υχή : Isocrates 1 4 2  c εστι yap ψνχτ) πόλεως ουδεν ετερον η 

πολιτεία.— 201 C πάσα πολιτεία ψνχή πόλεως εστιν.— [Demosthenes] 
6 0 . 2 3  ή τωνδε των άνδρων άρετη της *Ε λ λά δ θ 9 ήν ψνχή τάληθες 

είπεΐν— Martianus Capella 3 , 2 6 8  Est accentus, ut quidam putaverunt, 
anima vocis.

39 παραπλήσιοι κτε. This clause Castelvetro and others would 
transpose and insert after σύστασιν πραγμάτων in a 3 3 . It comes 
in, however, naturally enough where it stands, as an afterthought 
to illustrate the secondary position (δεύτερον δε τά  ήθη) of the 
element of character in a play. So also in the sister art of paint
ing, says Aristotle, the colouring is of subordinate importance in 
comparison with the design which makes the work to mean some
thing and be like something; a portrait is a portrait, and will give us 
the pleasure of one, even though executed in mere whites and 
greys ; whereas a medley of much more beautiful colours without 
a design to give them meaning will not produce the same pleasure, 
because we cannot see that it represents anything. The nature of 
the pleasure found in a work of imitative art was explained in 
4 , 1 4 4 8  b 13.

b I cl γάρ τι? &α\€ΐψ€ΐ€ κτε. The sense is thus given by Goulston: 
‘ si quis tabulam, pigmentis licet pulcherrimis, temere fusimque 
illeverit; non perinde spectantem oblectet, ac si, albo licet colore, 
imaginem delinearet certam: pari modo in tragoediis absque con
stitutione rerum minus valent mores quam morum expers fabula/ 
The object left to be understood with εναλείψετε is τον πίνακα, the 
‘ panel ’ or ‘ canvas’, as we should say; άλείφειν and επαλείφειν are 
used in just the same way, in the sense of covering a surface with 
colour. εναλείφειν) it is to be observed, has apparently a different 
kind of object in De gen. an. 2. 6 , 7 4 3  b 2 3  oi γραφείς υπόγραψαντες 

ταΐς γραμμαΐς όντως εναλείφονσι τοίς χρώμασι το ζωον (‘ painters 
first sketch the outline of the figure before proceeding to work 
it out in colour’), χύδην means ‘ without system or order’, i.e. 
without a design to give form and sense to the whole. The direct 
opposite of this unmeaning medley of the most beautiful colours 
(ct τις εναλείψειε τοίς καλλίστοις φαρμάκοις χύδην) is a portrait in 
plain whites and greys (λενκογραφήσας εικόνα); in what follows,



therefore, εικόνα serves as an antithesis to χνδην (comp. Vahlen, 1450b 1 
Symb. Phil. Bonn. p. 166) and λενκογραφήσας to τοΐς καλλίστοις 
φαρμάκοις. λενκογραφεΐν, as a derivative from λενκογράφος (a word 
no longer to be found), is to ‘ paint monochromes in white ', i.e. in 
shades of white and grey (it would seem) on a dark ground.
Zeuxis, whom Aristotle has just mentioned in a 27, was among 
other things a painter of monochromes in white— pinxit et mono
chromata ex albo (Pliny Ν. H. 35. 64 ; comp. Brunn, Gr. Kiinstler22 
p. 55). A portrait, however, even though it be a mere monochrome 
in whites (comp, λενκογραφήσας εικόνα), will have a meaning, and 
give the mind the intellectual pleasure which accompanies the 
recognition of the meaning (comp. 4, 1448b 15); whereas a 
medley of beautiful colours has no meaning, and the pleasure it 
gives the beholder is of a wholly different order (comp. 4,1448 b 18 
ονχ ή μίμημα ποιήσει την ηδονήν άλλά διά . . . την χροιάν). The 
antithesis, therefore, is simply between beautiful colours without an 
εικών, and an εΐκών without any beauty of colour. Vahlen's view 
of the import of these words is somewhat different. He thinks 
that λενκογραφήσas may denote the preliminary sketch (like 
νπογράφειν in the above-quoted passage in the De gen. an.) in 
white, which is afterwards filled in with colour, when the picture 
comes to be finished; so that the clause may be taken to describe 
two stages in the process of painting, (1) λενκογραφεΐν εικόνα, and
(2) εναλείφειν φαρμάκοις, and serves to illustrate the order of proce
dure in Tragedy, where the μνθος is said to come first, as the άρχή 
της τραγωδίας, and the ήθη second : ‘ orationis formam sic accipio, 
ει τις εναλείψειε τοΐς καλλίστοις φαρμάκοις χύδην, ονκ αν ομοίως 
ενφράνειεν και λενκογραφήσας εΙκόνα ει εναλείψειε φαρμάκοις\ Ut 
χνδην, h. e. nulla ante delineatione facta, et λενκογραφήσας εικόνα 
inter se opponantur'. This very subtle interpretation seems to 
me to read more into Aristotle's words than is required for the 
argument.

εστιν τ€ μίμησις πράξεως κτε. supports the statement (a 38-39) b 3 
before the parenthesis by recalling the general fact on which it 
is based (v. a 20-23).

τρίτον δε ή δ ιά νο ια . As the intellectual quality of the dramatis b 4  

personae comes out mainly in what they are made to say, διάνοια 
is provisionally explained (see on a 6) as a power of making the 
best of one's case or of saying the right thing.

1 Aristotle would perhaps have sa id : ονκ &v δμοίως ενφράνειε καί ει λενκο- 
γραφήσας εΙκόνα όντως εναλείψειε τοΐς φαρμάκοις.

6. 1450 a 38— 1450 b 4 171



172 COM M ENTARY

1450 b

b

g τά Ινόντα, scil. εν τοΐς πράγρχισιν, as in Isocr. 292 E νπισχνοννται 
τοιούτους ρήτορας τονς σννόντας ποιήσειν ώστ€ μηδέν των ενόντων 
εν τοΐς πράγμασι παραλιπεΐν (comp. Bon. Ind. 25ο8,56). The 
whole expression τά ενόντα καί τα άρμόττοντα covers the same 
ground as that in Rhet. 2. 22, 1396 b 5, τά ενδεχόμενα καϊ τα  

επικαιρότατα.
6 £ττΙ των λόγων has been taken to mean ‘ in soluta oratione * 

(Paccius), and ‘ in orationibus' (Valla) or ‘ in eloquentia’, ‘ bei der 
Beredsamkeit' (Vahlen). The explanation, however, in the con
text, εποίονν λέγοντας (b 7), is enough to show that the λόγοι 
Aristotle has in mind are the λόγοι in a play, i. e. the ρήσεις put 
into the mouths of the personages. This is apparently the sense 
the word bears in the next sentence also, των λόγων εν οΐς μηδ1 όλως 
εστιν ο τι προαιρείται η φεύγει δ λεγων ( b 9)·

τής “πολιτικής και ρητορικής ίίργον. Aristotle seems to be think
ing of what is said in a play by the chief personages (e. g. the 
tragic hero), and of the kind of intellectual capacity (διάνοια) 
revealed in their statements. One has to remember that the chief 
personages in ancient Tragedy are not ordinary men, and that 
the tragic hero is expressly said by Aristotle (13, 1453» 10-21) 
to be always in the best tragedies a man of great position and 
lineage. In a play, therefore, such personages might very well 
be made to speak πολιτικως, ‘ like statesm enand to show a 
statesmanlike power of saying what is appropriate to the situation 
before them (τά άρμόττοντα). But it would also be possible to 
make them speak ρητορικως, ‘ like rhetors ’, with something of the 
rhetor’s cleverness in seizing on the various possible points that 
may be urged on the occasion (τά ενόντα, i.e. τά ενδεχόμενα). 
Though ρητορική stands in a certain relation to πολιτική (Rhet. 
i. 2, 1356 a 27), the distinction between them is a very real one 
with Aristotle; πολιτική is with him the practical wisdom of the 
statesman (Eth. N. 6. 8, 1141 b 23), and ρητορική only a form of 
the art of argumentation— a δύναμις τον πορίσαι λόγονς (Rhet. 1. 2,
1 3 5 6  a 33)5 0Γ a  δύναμις περι έκαστου τού θεωρήσαι το ενδεχόμενον 
πιθανόν (Rhet. ι. 2, 1 3 5 5  b 2 )̂. There is no reference to πολιτική 
in chap. 19. Aristotle may perhaps have felt that the practice of 
the later dramatists (01 vvv) was too firmly established to admit of 
change, and that the tragic personages accordingly must still be 
allowed to speak ρητορικως, as they did in the Tragedy of his time.

7 άρχαΐοι: the dramatists anterior to Euripides (see on 6, 
1450 » 25).
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π ο λ ιτ ικ ω ς  . . . λ έ γ ο ν τα ς , which Valla rendered by ‘ civiliter di-i450b 7 

centes’, is often taken to mean ‘ to speak the language of civil 
l ife lik e  ordinary citizens, as distinct from the professional orator.
But as the context shows that the ability to speak πολιτικως 
implies something of πολιτική in the speaker (comp. Newman 
on Pol. 2. i i ,  I273b i2), πολιτικως would seem rather to mean 
‘ like a πολιτικός ’— the statesman being assumed to say that which 
is befitting (τά  άρμόττοντα) without any ostentation of rhetorical 
cleverness (comp. HSt. s. ν. πολιτικός). Vahlen (Symb. phil. Bonn, 
p. 175) supposes the expression to coincide in sense with the 
ηθικώς λ ε γ ε ιν  of Rhet. 3. 1 7 ,  I4 i8 a 38, which means ά π ο π ρ ο α ι- 

ρέσεω ς λ ε γ ε ιν , as opposed to απ ό διανοίας λε'γειν (Rhet. 3. 1 6,
1417 a 23). The objection to this interpretation is twofold. (1)
Aristotle is to all appearance not contrasting διάνοια with ήθος, but 
distinguishing between the two forms it may assume in the dramatic 
ρήσεις. (2) πολιτικως λεγειν can hardly be identical with ηθικώς 
λόγον; the personages in Comedy speak ήθικως, but it would be 
a paradox to say of them that they speak πολιτικως, in the sense 
of there being something of πολιτική in their utterances.

ρ η το ρ ικ ω ς. Euripides is termed by Aristophanes (Pax 534) a b 8 
ποιητής ρηματίων δικανικών. Quintilian also (10. 1, 68) thinks 
the study of his plays one of the best preparations for the bar:
Illud quidem nemo non fateatur necesse est, iis qui se ad agendum 
comparant utiliorem longe fore Euripidem, namque is et sermone 
. . . magis accedit oratorio generi et sententiis densus et in iis quae 
a sapientibus tradita sunt paene ipsis par, et dicendo ac respondendo 
cuilibet eorum qui fuerunt in foro diserti comparandus.

ήθ ος. A statement is said to have ήθος in it when it reveals the 
moral purpose of the speaker, the kind of thing that he purposes to do 
or not to do. ήθος is an element in oratory also, as the credibility 
of the orator often depends on the impression one forms of 
his character. The language in the text may be compared with 
that in Rhet. 2. 21, I395b 13 ήθος δ’ Ιχρνσιν oi λόγοι iv δσοις δήλη 
ή προαίρεσις* α ί δε γνωμαι πάσαι τοντο ποιονσι διά τό  άποφαίνζσθαι 
τον την γνώμην λ έ γ ο ν τ α  καθόλου π ε ρ ί των π ροαιρετώ ν, ώστ άν χρησται 
ώσιν ai γνωμαι, και χρηστοήθη φαίν€σθαι ποιονσι το ν  λ έ γ ο ν τ α .— 3 · 1 

1 4 1 7 a  1 ^ ηθικήν δε χρή τήν διήγησιν είναι. ε σ τ α ι δε το ύτο  άν είδώρ,εν 

τ ι  ήθος π ο ιε ί, εν μ\ν δή το π ρ ο α ίρ εσ ιν  δηλονν, ποιον δε τό  ήθος τω 
ποιαν ταντην· ή δε π ρ ο α ιρ εσ ις  π ο ια  τ ω  τ ε λ ε ί, διά  το ύ το  ονκ εχ ο υ σ ιν  

ο ί μαθηματικοί λόγοι ήθη, ό τ ι ουδέ π ρ ο α ιρ ε σ ιν  τό  γάρ ον ενεκα ονκ 
Ιχονσ ιν . ά λ λ ’ ο ί Σωκρατικοί' π ερ ί το  ιόντων γάρ λ έ γ ο υ σ ιν .
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3 g  όττοΐά Tis. This (the reading of A0) is very rightly retained by 
Vahlen, who translates the clause by ‘ quod aperiat voluntatem, 
qualia quis in quibus apertum non est aut appetat aut fugiat’; the 
explanation is added to show that προαίρεσις is to be taken in 
a wide sense, which may include aversion as well as desire. For an 
explanatory clause of this form comp. 1 6 , i 4 5 5 a i o  σ υ ν ε λ ο γ ισ α ν το  

την ειμαρμένην ότι iv τοντω εΐμαρτο άποθανείν, and Plato Rep. 535 A 
μέμνησαι ονν την προτέραν εκλογήν των αρχόντων, οΐονς εζελέζαμεν;

εν oTs ουκ ε σ τ ι δήλον is added because there are situations in 
which the moral purpose of the agent is too obvious to require to 
be revealed in an 1 ethical’ speech; see 19, 1456 b 7 for a parallel 
statement on the subject of διάνοια.

π ρ ο α ιρ ε ίτα ι. Though the usual opposite of φενγειν is the simple 
verb αίρεΐσθαι (Bon. Ind. 18 b 3), there is a certain propriety in 
προαιρείται in a clause explanatory of προαίρεσις. The word is 
found in a similar antithesis in Eth. N . 10. 1, 1172 a 25 τ ά  μεν yap 
ήδέα προαιρούνται, τα δε λνπηρά φενγονσιν.

9* διόπερ κτε. In the Rhetoric we are told that a mathematical 
argument does not admit of any colouring of character, because 
the facts with which it deals are indifferent to us— not objects of 
either desire or aversion: Rhet. 3. 16, 14 17a 19 διά  τοντο ονκ 
εχονσιν οι μαθηματικοί λόγοι ηθη, οτι ονδε προαίρεσιν τό γαρ ον 
ένεκα ονκ εχονσιν. In like manner a speech in a play may be on 
a subject wholly indifferent to the speaker, and in that case there 
is no room for any infusion of ήθος into his statement.

J12  καθόλου τ ι  ά π οφ α ίνοντα ι replaces the άποφαίνονται γνώμην in a 7 

(v. ad loc.).
τέτα ρ το ν  δε τών ^v λό γ ω  κτε. On the reading which I have 

ventured to introduce into the text see the J. of Phil. 5 p. 119 1. 
It is clear that the four elements in a tragedy, the μνθος ηθη διάνοια 

and λέξις, belong to it as a work of literature, and that the music 
and ‘ spectacle' are accessories, which attach to it only when it 
comes to be acted on the stage. Apart from these accessories, 
a tragedy is, like an epic (comp. 23, 1459 b IO), a μίμησις εν λόγω 
(see on 1, 1447 a 29), and all the elements which constitute it are 
εν λόγω. τα εν λόγω, therefore, is a comprehensive designation for 
the four literary elements, as distinct from the non-literary elements 
(τώ ν  δέ λ ο ιπ ώ ν  b 15), the music and ‘ spectacle', with which the 
enumeration concludes. If τώ ν  μεν λόγων be retained, the genitive

1 Comp. Markland’s εστιν εν νπολόγφ for εστι μ ϊν  viro λ 6·γφ in Lysias 4. 18, 
and Canter’s άκοτ) kv ήμΐν for άκοη μ\ν ήμΐν in Clem. A l. Str. 7. 36, 852 P.
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has to be taken as an objective gen. after λε'£ι$. Valla renders the 1 4 5 0  b  1 2  

words by * orationum dictio ’, Paccius by * sermonum dictio ’, and 
Goulston by * ipsarum orationum elocutio \ The main difficulty, 
however, is in the particle, which has never been satisfactorily 
explained. Vahlen formerly (Symb. Phil. Bonn. p. 181) connected 
the clause with that which follows in b 15 τώ ν  δέ λοιπών κ τέ ., sup
posing the sense to be ‘ viertens fur die Dialoge (των λ ό γ ω ν ) die 
sprachliche Form; fur das iibrige (τώ ν  λοιπών) die Melopoie \
His later view (1885) is that the μ ε ν  in τώ ν  μ έ ν  λ ό γ ω ν  may be an 
instance of μέν solitarium, and that Aristotle may have meant at 
first to append something about the μέλη (των δέ μ ε λ ώ ν  . . .). Such 
a division of the fourth part, it seems to me, is wholly inconsistent 
with the general scheme of the six parts, which is throughout this 
chapter so clearly before Aristotle’s mind, as well as with the 
express mention of the μ ε λ ο π ο ιια  in its proper place in the next 
sentence.

ώ σπ ερ π ρ ό τερ ο ν  ε ϊρ η τ α ι. If the reference is to 6, 1449 b 34, where b 13 
the λέξις is defined as η των μέτρων σννθεσις, Aristotle must have 
forgotten the exact terms of his previous formula. The point, 
however, is practically the same in both instances ; λέ$ις is to be 
understood in the sense of 4 diction’ or ‘ expression in language', 
and not in any of the other senses which the word might bear .
(see on 23, 1459 a 12).

δ ιά  τη$ ό νο μ α σ ία ς =  δια  τώ ν  ονομάτων, i. e. by means of the words b 1 4  

or language of the speaker. As the όνομ α, which includes the 
verb and the adverb as well as’ the noun, is the directly significant 
part of all language, ο ν ο μ α σ ία  means practically the same thing as 
vocabulary or language.

έρμ ηνεία ν, ‘ communication ’, ‘ expression ’ ; the Latin equivalent 
for it is interpretatio. After ερμ η νεία ν we may supply τώ ν έν τη 
διανοια, the spoken word being the outward sign or expression 
of a thought in the mind : De interpr. 1, 16 a 3 ε σ τ ι μ έ ν  ovv τά έν 
τη φωνη των έν τη ψυχή παθημάτων σύμβολα. On the meaning of 
ερμ ηνεία  in Aristotle see Waitz, Organon 1 p. 323, and Steinthal,
Gesch. der Sprachwissenschaft2 1 p. 235.

ε χ ε ι τή ν  α υ τή ν  δυναμ ιν  =  ταντο δό να τα ι, * is practically the same b 15
thing’ (see on 1, 1447 a 8).

[π έ ν τ ε]. Similar instances of an intrusive numeral will be found 1 6  

in Rhet. 1. 2, 1356 a 21, and 1. 13, 1373 b 3 (v. Roemer ad loc.).
Vahlen accepts the correction πέμπτον, in the sense of quinto loco:
' reliquarum autem partium (h. e. quae post illas quattuor iam



145°  b 1 6  reliquae sunt duae) quinto loco μελοποιία gravissimum est condi
mentum, όψις autem ad poeticam artem omnino non pertinet \ 

μέγιστον των ήδυσμάτων: see on 6, 1449 b 25 (ήδυσμενω). For 
the pleasure given by music comp. Pol. 8. 5, 1339 b 20 την δε 
μουσικήν πάντες έΐναί φαμεν των ήδίστων.— 1 3 4 °  a 2 δβι μη μόνον της 
κοινής ηδονής μετίχειν απ’ αυτής, ης εχουσι πάντες αισθησιν εχει 
yap η μουσική την ηδονήν φυσικήν, διό πάσαις ήλικίαις και πάσιν 
ηθεσιν ή χρησις αυτής εστι προσφιλής.— b 1 5  οι μεν yap νέοι δια την 
ηλικίαν άνήδυντον ουδεν υπομένουσιν εκόντες, ή δε μουσική φύσει των 
ήδυσμενων [? ήδυσμάτων] εστίν. Bernays (Zwei Abhandl. p. 157) 
supposed that a further statement on the subject of music, like that 
in the Anonymus De Comoedia (Kaibel, CGF. 1 p. 52), μέλος της 
μουσικής εστιν ίδιον, δθεν απ’ εκείνης τας αυτοτελείς άφορμας δεήσει 
λαμβάνειν, may have dropped out after ήδυσμάτων. 

b 17 ψυχαγωγικόν: see on a 33.
ά τ€ χ νό τα το ν: 13, 1453 15 7 τ° δε δια της όψεως τούτο παρασκευάζειν 

άτεχνότερον και χορηγίας δεόμενόν εστιν. άτεχνος is frequently used 
in the sense of ‘ depending on means outside the art itself comp, 
Rhet. 3* 16, 1416 b 18 συγκειται yap εχων ο λόγος τό μεν άτεχνον, 
ουθεν γαρ αίτιος ό λίγω ν των πράξεων, τό  δ’ εκ της τέχνης, The 
opposite of it in this sense is €ντ€χνο9 (Bon. Ind. 119 b 4). 

b 18  ή  γ ά ρ  τη ?  τρ α γ ω δ ία ς  δ ύ ν α μ ις  κτε. The tragic effect may be 
produced by a good tragedy even without any actual performance 
of it on a stage, i. e. as a mere work of literature (comp. 14, i453b4, 
and 26,1462 a 11). The reading of Ac here, ως yap, is defended by 
Vahlen, who translates it by quia enim (wetin namlicH), on the 
assumption that the apodosis is omitted in the same way as 
in Eth. N. 8. 6, 1 157 b 3 0L αγαθοί δι αυτους φ ίλοι· ή γαρ αγαθοί 
[scii, φ ίλοι εισίν].— 8. IO, I l 5 9 b l ° χρήσιμοι δέ καί ήδείς επϊ 
πλείον διαμενουσιν* Ζως γαρ αν πορίζωσιν ήδονα,ς ή ώφελείας άλλήλοις 
[scii, διαμενουσυν], and certain more or less similar passages. The 
present passage (with the reading ως γαρ) does not seem to me to 
be a genuine parallel. On behalf of the amended reading {ή yap) 
it has to be remembered that a confusion between ή and the com
pendium for ως is not so uncommon in MSS. of a certain date 
(Bast, Comm. Palaeogr. p. 780).

avcu άγώνος. άγών is generally rendered by certamen or ‘ con
test ’, but it is not clear that that is the sense Aristotle attaches to 
it in the present and other places (7, i 4 5 i a 6; 13, 1453a 27) 
of the Poetics. It seems to mean rather little more than a ‘ public 
performance \ Similarly άγωνίζεσθαι in 7,1451 a 8 and 24, i46oa9

ιηβ COM M EN TAR Y
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means apparently ‘ to perform in public', σνναγωνίζέσθαι in 18 ,1 4 5 0 b 18  

1456 a 26 ‘ to take part in such a performance’ ; and αγώνισμα in 
9, 1451^37 a ‘ work to be performed in public’. The word 
αγωνιστής, likewise, in Pol. 8. 7, 1342 a 18 and Probl. 19. 15,
918 b 28, means no more than a ‘ public’ or ‘ professional per
former’ (comp, πρωταγωνιστής etc.). In Rhet. 3. 12, 1413b 4 
αγωνιστική λέζις  means the style allowable in public speaking, as 
distinct from the γραφική λίξις,  the more formal style required for 
a purely literary work. The idea of contest or competition, there
fore, is not always a recognizable element in the meaning of this 
group of words (comp. Nitzsch, De historia Homeri 2 p. 1 13).

άγώνος καί υποκριτών : 13 , 1 4 5 3  a 2 7 επί τώ ν σκηνών και των 

αγώνων.— Probl. 19· 15» 9*8b 28 ό ρ \ ν  y f r p  νποκριτής αγωνιστής.—

Rhet. 3. 12, 1413 b 8 ε σ τ ι  δέ λ.£$ις γραφική μ έ ν  ή ακριβέστατη, 

αγωνιστική δέ ή νποκριτικωτάτη κτέ. T h e  present clause shows 
that the δφις is ήκιστα  οίκεΐον της ποιητικής; the next, that it is 
άτέχνότατον.

σκευοποιοΟ, the theatrical costumier, who enabled the actors to 
appear in character by supplying the masks, dresses, and other 
paraphernalia of their make-up; comp. Aristophanes Eq. 230 καί 
μη δέδιθ' * ου yap εστιν ίζηκασμένος. υπό του δέους yap αυτόν ουδεις 
ήθελε των σκευοποιων είκασαι (ν. Schol. ad loc.).— Aelian V. Η. 2. 13 
οι σκευοποωι έπλασαν αυτόν ως οτι μάλιστα έζεικάσαν τες. —  
Pollux 4· 115 σκευή μεν η των υποκριτών στολή  . . . σκευοττοώς 
δέ δ προσωποποιός.— 2. 47 V δε νέα κωμωδία και προσωποποιον ειρηκεν 
ον η αρχαία σκευοποιον έκάλει (ν. Meineke, FCG. 4 Ρ· 68ο). For 
σκευή in the sense of the make-up of actors see Eurip. Suppl. 1054, 
Aristoph. Ran. 108, Plato Rep. 577 b .

κεΐται: as has been stated in the definition of Tragedy in 6, b 23 

1449 b 25 (comp. Bon. Ind. 380 b 43).
τελείας καί δλης. Although there is strictly speaking a certain b 24 

distinction between the idea o f 4 complete' (τέλειος: v. Metaph. Δ 
16, 1021 b 12) and that of ‘ whole’ (δλος: v. Metaph. Δ 26,
1023 b 26), the two terms are so closely allied in sense as to be 
all but synonymous: Phys. 3. 6, 207 a 7 άπειρον μεν ουν εστιν ου 
κατά ποσδν λαμβάνουσιν αιεί τ ι λαβεΐν εστιν ε£ω. ου δέ μηδέν έ£ω, 
τοντ έστί τέλειον καί όλον* ουτω yap δριζόμεθα τό ολον, ου μηθέν 
άπεστιν . . . όλον δε και τέλειον η τό αυτό πάμπαν η σΰνεγγυ? την 

φυσιν εστιν.
έχοόσης τι μέγεθος : see on 4» 1449 a ι 9 an<̂  6, 1449  b 25· b 25
POETICS N

δψ εων: for the plural see on 6, 1449 b 33. b 2 0
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b
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25 μηδέν εχον μέγεθos, ‘ of no size,’ as we say, means the same 
thing as πάμμικρον in b 37 (Sauppe ap. Teichmiiller, Aristot. Forsch. 
i p. 54), just as in 6, 1450 a 28 ουδέν έχει ηθος means practically 
‘ has but very little character’ in it.

27 μή εξ άνάγκης. By a ‘ beginning ’ Aristotle does not mean 
something without antecedents, but only something that may be 
detached as it were from its antecedents, and viewed apart from 
them as the first term in a new series of events.

28 μ«τ* έκεΐνο 8*: comp. ^30 μετά δέ τούτο.— ̂ 3Τ και μετ’ εκείνο.—  
An. pr. I. 4j 25  ̂35 *<*λώ δέ μέσον μέν δ και αυτό έν άλλω και άλλο 
εν τουτω εστιν.

34 ιδέας. ίδεα, i form/ ‘ sort/ or ‘ kind/ is frequently used, just 
like εΤδο?, which has much the same sense, without any genitive 
to explain it. Instances of this allusive, or rather evasive, use 
will be found in 5, 1449 b 8, in 19, 1456 b 3, and in 22, 1458 t> 18. . 
It is a favourite term with Isocrates also: 24 c άμφοτεραις ταΐς 

ιδέαis τανταις κατεχρησαντο.— 3 6 Α χρη δέ δοκιμάζειν τάς άρετάς ονκ 
έν ταΐς ανταΐς ιδέας άπάσας, άλλά την μεν δικαιοσυνών έν τ α ς  άποριας, 

την δέ σωφροσύνην εν ταΐς δυναστείας κτέ.— 3*9 D τα 5̂ ά λ λ α ς  ιδέας 
επιφανεστεραις και πλειοσιν όλον τον λόγον διοικουσιν.— De perm.
§ 183 τας ιδέας άπάσας, αΐς ο λόγος τυγχάνει χρώμένος, διεζέρχονται 
τοΐς μαθηταΐς. For instances from other authors see CampbelFs 
Essay on Plato’s use of language, Rep. of Plato 2 p. 301.

τό καλό»' κτέ. Having just laid it down that the μνθος must be 
a complete whole, Aristotle assumes that it must also be a beautiful 
whole, and proceeds to show that, if it is to be that, it must be 
of a certain magnitude, neither too long nor too short. Beauty, 
he says, depends on two conditions: the beautiful object must be
(1) large enough to allow of our seeing the orderly arrangement of 
its parts, and (2) not so large as to be incapable of being taken 
in as a whole in one coup d'oeil. With this we may compare 
Metaph. M 3, 1078 » 3 6  του δέ καλόν μέγιστα εΐ8η τάζις και 
συμμετρία και τό ώρισμένον— where τάζις corresponds with the first, 
and τό ώρισμένον with the second of the two conditions in the 
present passage. For the form of the opening statement comp. 
De long, vitae 5> 4^6 & 26 τά μεγάλα και ζωα και φντά. 

ζωον: 23> I 4 5 9 a’ 2°  ώσπερ ζωον εν όλον ποιη την οίκείαν 
ήδονην. The analogy between a literary whole and a living 
organism is postulated in Plato Phaedr. 264 c άλλά τόδε γε οιμαι 
σε φάναι άν, δείν πάντα λόγον ώσπερ ζωον σννεστάναι σώμα τι 
εχοντα αυτόν αΰτου, ώστε μητε άκεφαλον είναι μητε άπουν, άλλά



7· 1450 b 25-37 179

μεσα τε ίχ^ιν καϊ άκρα, πρεποντ άλλήλοις και τώ όλω γεγραμμένα 14 5 °  b 34 
(comp. Hermias and W. H. Thompson ad loc., and Dionysius 
Hal. 5, p. 381 R .); and also in Rhet. 3. 14, 1415 b 7 αν μη τοιοντος 
ή  [scil. ό ακροατές], ονθεν δει προοιμίου, άλλ’ ή όσον τό πράγμα ειπεΐν 
κ€φαλαιωδώς, Γνα ώσπερ σώμα κεφαλήν [scil. ό λόγος]— where 
the exordium of a speech is likened to the head of a body. The 
same assumption underlies many of the terms of early grammar 
or rhetoric, e.g. κώλον, άρθρον, σύνδεσμος (see on 20, 1456 b 38), 
ακέφαλος, κολοβός, μείονρος (see on 26, 1462^6). I am unable, 
therefore, to accept Susemihl’s view, that ζωον both here and in 
chap. 23 means a picture or statue (Gemalde, Bild)— though it 
certainly has that sense in a passage not very unlike this in form,
111 Plato Polit. 277 B άτεχνώς ό λόγος ήμΐν ώσπερ ζωον την εζωθεν 
μεν περιγραφήν εοικεν ικανώς Ζχειν κτε. It seems to mean here 
a living, as distinct from an artificial, whole, as it clearly does 
in another Aristotelian passage, Top. 1. 15, 106 a 20 τω καλώ τώ 

μεν επι τον ζωον το αισχρόν [scil. εναντίον], τω δ* επι της οικίας τό 
μοχθηρόν. In Saying και ζωον και άπαν πράγμα  δ σννεστηκεν εκ 
τινων Aristotle passes from the living wholes called ζωα to a 
large kind of whole, ‘ everything made up of parts ’, a formula wide ' 
enough to include the creations of human art as well as those 
of nature. This addition is of some importance for the argu
ment ; it prepares us for the application of the general law to the 
case of the μύθος, which, as a σύστημα  or σνστασις πραγμάτων 
(comp. 6, 1450 a 15), is a πράγμα δ συνεστηκεν εκ τινων. I may add 
that the conjunctions in Aristotle’s statement (κ α ί . . . καί =  cum 
. . . ium) seem to imply that the stress is really on the second of 
the two points.

πράγμα, a * thing':  Top. 1. 5j 102 a 18 ίδιον 8’ εστιν δ μή δηλοΐ b 35 
μεν τό τ ί  ήν είναι, μόνω δ* υπάρχει και άντικατηγορεΐται τον πράγματος, 

οΐον ίδιον ανθρώπου τό γραμματικής είναι δεκτικόν.— De anima 3· 8,
432 a 3 άραγμα ονθεν εστι παρά τά μεγεθη, ώς δοκεΐ, τά αισθητά 
κεχωρνσμενον.— Plato Crat. 39° D Κρατόλος αληθή λεγει λεγων 
φύσει τα ονόματα είναι τοΐς πράγμασιν.

ταυτα =  τα μέραj, implied in συνεστηκεν εκ τ ιν ω ν .
μέγεθος υπάρχει  ̂ μή τό τοχόκ: De gen. an. 2. 6, 745 a 5 γάρ b 36 

τι πάσι τοΐς ζωοις πέρας τον μεγεθους.— Pol. 7· 4> 132  ̂a 35 2στι τι  
και πόλεσι μεγεθους μετρον, ώσπερ και τών άλλων πάντων, ζωων 

φυτών οργάνων.
μεγέθει: Eth. Ν. 4· 7> 1123^6 εν μεγεθει γάρ ή μεγαλοψυχία, b 37 

ώσπερ και τό κάλλος εν μεγάλω σώματι, οι μικροί δ* αστείοι και
Ν 2
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1450 b 37 σύμμετροι, καλοί δ* ον. Similarly in Pol. 7. 4, 1326 a 33, speaking 
of the size of the καλλίστη πόλις, Aristotle explains that τδ καλόν 
ev πλήθει και μεγεθει εΐωθε γίνεσθαι.

τάξει. According to Top. 3· n 6 b 2i, beauty is thought to 
consist in συμμετρία  (τό δέ κάλλος των μελών τις συμμετρία όοκεΐ 
ctvai); and according to Metaph. M 3, 1078a 36 in τάξις και 
συμμετρία και το ωρισμενον. In the beauty of a μύθος, however, 
there is no room for the idea of συμμετρία. A well-constructed 
story involves a certain order in its incidents and a limit of length; 
but there is nothing in it directly corresponding to the symmetry or 
proportion which is one element in the beauty of a living creature. 

b 38 συγχεΐται. The reason for our not seeing any beauty in a very 
minute creature is that we perceive it as a whole too quickly to 
discern the parts and the order and symmetry there may be in 
them, συγχεΐται =  ‘ becomes blurred, or indistinct *, as in H. A. 7.5, 
585 b 34 συγκεχυμενον μελαν, and the other passages noted in Bon. 
Ind. 709 b 43.

θεωρία, ‘ sight * or ‘ view * (comp. Bon. Ind. 329 a 3 1). 
b 39 άμαισθήτου χρόνου. There is no necessity to bracket χρόνου 

(with Bonitz). The time a thing takes to be seen may be of 
perceptible or of imperceptible duration; and in the latter case it 
may very well be described as an αναίσθητος χρόνος, a time too 
short for one to be conscious of its duration. This expression, 
αναίσθητος χρόνος, appears in the definition’ of the ‘ sudden* or 
‘ instantaneous* in Phys. 4. 13, 2 2 2 b 15  τό δ* εξαίφνης τό εν 
άναισθήτω χρόνω δια μικρότητα εκστάν (comp. Probi. 3· ΙΟ> 872 b 9). 
The equivalent in the Analytics is άσκεπτος χρόνος: An. post. 1. 34, 
89 b ΙΟ η δ* αγχίνοιά εστιν ευστοχία τις εν άσκεπτω χρόνω του μέσου, 
οΐον ei τις ίδών ότι η σελήνη το λαμπρόν άει εχει προς τον ήλιον, ταχύ 
ενενόησε δια τι τούτο, ότι δια τό λάμπειν από του ήλιου. The con
verse of all this is the assertion in Probl. 19. 2 1, 9 i 9 a 32, that the 
longer the time is, the more perceptible it is : πλείων ο χρόνος ό του 
βαρέος, ουτος δέ μάλλον αισθητός. According to the stricter 
psychology of the De sensu (7, 448 a 24) there is no such thing 
as a χρόνος αναίσθητος.

ούτε παμμίγεθες: comp, the rule for the size of the πόλις in 
Pol. 5. 2, 1302 b 35 and 7. 4, 1326 a 35.

1 4 5 1a 2 oioy cl κτέ. refers back to παμμεγεθες. Other instances of an 
illustration with olov (=  e. g.) at some distance from the main 
statement will be found in 18, 1456a 13; 19, 1456b 11; 20,
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14573-27; 22, 1458 α 29; 26, 1462 b 7. Comp. Soph. el. 24, 1451s 2 
l 8 o a 20 κ α ι yap τό ημισυ είπόντες τον επονς δο? μοι Ί λ ιά δ α  

ρημαίνομεν, οΐον τό μηνιν άειδε θεά; and Eth. Ν. I. 9» ΐ°99 b 2 
ενίων δε τητώμενοι ρυπαίνουσι τό μακάριον, οΐον ενγενείας, εντεκνίας, 
κάλλους,

ώ στε marks the apodosis (comp. 9, 14523-10 and Bon. Ind. a 3 
873" 3 i)·

κ α θ ά π ερ  4m  τω ν σ υ σ τη μ ά τω ν. T h e argument proceeds on the 
assumption o f an analogy between a beautiful whole that addresses 
the eye, and one that addresses the m in d ; and the conclusion is 
that as the one is εύσύνοπτον, so the other must be ενμνημόνευτον.
At this point Aristotle changes his construction, repeating his 
original statement (1450 b 34) in the form required for an argument 
from analogy, καθάπερ m  των συστημάτων και επι των ζωων . . . οντω 
και €7γι των μύθων, with συστημάτων as a short equivalent for the 
foregoing άτταν πράγμα ο σ υ ν ε σ τ η  κεν εκ τινων. Α σύστημα  is 
a product of combination, something that comes into being 
through a union, natural or artificial, of parts into a whole ; 
a state, for instance, is a σύστημα  (Eth. N. 9. 8, 1168^32) as 
being due to a combination of classes or individuals, and a ζωον is 
a σύστημα  (De gen. an. 2. 4, 740» 20), as being an organized 
whole of parts. The present passage, however, implies a more 
restricted sense of σύστημα, as though the term were properly 
applicable only to a whole that is made, as distinct from an organic 
whole, which grows to be what it is. This or some similar sense 
is suggested by the passage also in Eth. N. 9. 8, 1168 b 32 ώσπερ 

δε και πόλις τό  κνριώτατον μ ά λισ τ είναι άοκεΐ και παν άλλο σύστημα, 
οντω και άνθρωπος— where the implication is that a man is not a 
σύστημα  proper, though his composite nature gives him a certain 
resemblance to one.
. The difficulty in the manuscript reading σωμάτων is that the word 
would have to be understood in one of two senses, either in that of 
‘ material substances’, or in that of ‘ living bodies’. The first 
interpretation is out of the question, since beauty is in the τάξις or 
συμμετρία των μερών, and, therefore, in the form, not in the matter, 
of things. The second, which makes επί των σωμάτων and επι των 
ζωων mere synonyms, leaves us without any equivalent for the 
άπαν πράγμα ο συνεστηκεν εκ τινων of his original Statement 
(1450b 34), which was, if I am not mistaken, far too important 
for Aristotle’s argument to be ignored in any resume of it (comp.
J. of Phil. 5 p. 120).
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3 επί των ζωωμ: see on 1450^36.
4 ευσύνοπτον, ‘ easily taken in as a whole by the eye’, as opposed 

to ευμνημόνευτον (a 5), ‘ easily taken in as a whole by the memory \ 
The word, however, is metaphorically used as equivalent to 
ευμνημόνευτος in 23, 1459a 33> as *n Rhet. 3. 9, 1409a 35 
λεγω δε 7τερίοδον λέζιν  εχουσαν άρχην και τελευτάν αυτήν καθ' αυτήν 
και μέγεθος ευσυνοπτον. ηδεΐα δ’ η τοιαυτη και ευμαθής . . . ευμαθής 
δε οτι ευμνημόνευτος.

6 ορος (ό) μεμ προς του? άγώνας: the limit in practice, in contra
distinction to the theoretic limit of length, δ κατ' αυτήν την φυσιν 
του πράγματος δρος (a 9)· In actual practice the length of the play 
is determined by the conditions of the public performances (αγώνες) 
in which it will be presented on the stage; the time it is to occupy 
there is fixed by custom and convention rather than theory.

7 τήμ αΐσθησιν, scil. τών θεατών (see on 15, 1454^15); comp. 
4, 1449a 8 προς τά θέατρα. The language here, though quite 
general, seems to refer more especially to the power of attention 
in the audiences.

έκατό»' τραγωδίας άγωνιζεσθαι: an extreme instance like the 
μυρίων σταδίων ζωον in a 2. The subject of άγωνιζεσθαι, if ex
pressed, would be ‘ the performers ’, άγωνιζεσθαι τ ι in stage matters 
being synonymous with υποκρίνεσθαί τ ι ; comp. Demosth. 19, 246 
τούτο δε τδ δράμια . . . Μδλων ηγωνίζετο.— 2 50 α ηγωνίσω και ακρι
βώς έζηπίστασο.— 337 τα Θυέστου . . . ηγωνίζετο (see on 6, 145°1318). 
In the sense of ‘ contend as said of the dramatic poet, it would 
require an instrumental dative (τραγωδίαις) after it. The personi
fication implied in Tyrwhitt’s rendering, ‘ si centum tragoedias in 
theatro certare oporteret’, is (I think) questionable in Aristotle. 
Goulston takes άγωνιζεσθαι as a passive (= a g z ), as it certainly 
sometimes is.

8 προς κλεψύδρας. For the preposition comp. fr. 468 Teubn. 
μέτρον τ ί έστιν υδατος προς μεμετρημένον ημέρας διάστημα ρέον . · · 
προς δη τούτο ηγωνίζοντο οΐ μέγιστοι και περι των μεγίστων αγώνες.

9 ώσπερ ποτε καί αλλοτύ φασιτ. The idea of tragedies having 
been at some date or other timed by the clepsydra is to my mind 
highly improbable, and there is no hint of such a thing elsewhere. 
The language also here is not free from difficulties. Tyrwhitt 
translates it by ‘ quemadmodum aliquando alias etiam factum esse 
perhibent’ ; and Vahlen (Berlin Academy, Sitzungsberichte 1897 
p. 639) by ‘ wie man sagt, dass sie auch sonst gespielt haben’. 
To get this out of the words, and make them relate to Tragedy,
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or rather the past history of Tragedy, it becomes necessary to i4 5 ia 9 
supply (with Vahlen) an aorist infinitive, άγωνίσασθαι, from the 
preceding imperfect ήγωνίζοντο, and also to make 7rorc και άλλοτε 
mean simply * once * or ‘ formerly’, though its natural meaning 
would be ‘ at a certain other time’. Two instances have been 
pointed out of ποτέ και άλλοτ€ : Xenophon Anab. 6. 4.12 υμάς 
δει παρασκευάζεσθαι ως μαχονμένους el 7rore και άλλοτε [ = csi un
quam alias’]; Lucian Hermot. 24 ήδη yap ποτέ καί άλλοτε 
£ = ‘ alias quondam ’] πρεσβύτου άνδρδς ήκουσα διεξιόντος. These, 
however, are not enough to show that ποτε καί άλλοτε can only 
refer to an indefinite past or future; with a verb in the present it 
may very well refer to the indefinite present also, and have the 
sense of ‘ at certain other times ’, just in the same way as ποτε', 
with a present, means ‘ at certain times’ in Soph. el. 16, 17 5 a 27 
συμβαίνει δε ποτε καθάπερ εν τοΐς διαγραμμασιν, and in the 
familiar antithesis of ποτε and act. M. Schmidt’s correction, 
εΐώθασιν (for φασιν), though perhaps too bold, yields an unim
peachable sense, ‘ as is regularly done at certain other times’,
i.e. by another class of άγωνισταί, the pleaders in the law-courts.
As a variation on it, to make the sense clearer, I would suggest 
ώσπερ ποτε και άλλοι εΐώθασιν.

6 8c . .  . δρο5 is appositional to what follows.
6 μείζωκ, scil. μύθος; comp. Tyrwhitt’s rendering ‘ quo maior est a io 

fabula’.
συμδηλοε is explained in the reference to this passage in 24,

1459 18 του μεν ουν μήκους δρος ικανός δ ειρημένος' δυνασθαι yap
δει συνορασθαι την αρχήν και το τέλος.

Ιν δσω μεγέθει κτε. A  reminiscence apparently of the language a 12 
of Plato Rep. 423 B Ουκουν, ήν δ’ εγώ, ουτο? αν ειη και κάλλιστος 
δρος τοΐς ήμετεροις αρχουσιν, δσην δει τό μεγεθος την πδλιν ποιεΐσθαι 
, . . Tts, εφκ/, δρος ΟΤμαι μεν, ήν δ’ εγώ, τόνδε" μέχρι ου αν εθελη 
αυξανόμενη είναι μία, μέχρι τουτου αυξειν, περα δε μη.

κατδι τό εικός ή τό ά^αγκαΐοι/ εφεξής γιγί'ομ^ωΐ', scil. των πρα
γμάτων (see on 6, 1449 h 26). The consequents must be always 
the natural or necessary effect of the antecedents. A well-con
structed μύθος is a consecutive whole, not a mere series of inci
dents which happen to follow one after the other in actual order of 
time (comp. 10, 1452 a 19); and it is this that differentiates it from 
a history or a biography (comp. 9, 1451 a 36), which records every
thing that may have befallen a community or an individual, how
ever loose and separate the various incidents were in themselves
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I45ia i2 (comp. 23, 1459 a 23). The poetic story in fact must satisfy our 
sense of logic, incident following after incident as its necessary 
and inevitable, or as its probable and natural consequence. The 
technical meaning of the terms είκός and άναγκαΐον in Aristotle 
may be seen from An. post. 2. 27, 7o a 4 τό  μεν είκός εστι
πρότασις ένδοξος* δ γάρ ώς επί τό  7τολν ισασιν οντω γινόμενον η μη
γινόμενον, η ον η μη  όν, τοντ εστιν είκός, οΐον το μισεΐν τονς φθονούν-*

τας η το φιλεΐν τους ερωμενονς.— Rhet. I .  2, I 3 5 7 a 34 y&p

είκός εστιν ( τ ό )  ώς επι το πολν γινόμενον . . .  το περι τά ενδεχόμενα 
άλλως εχειν.— Metaph. Γ 5> 1010^28 τό  άναγκαΐον ονκ ενδεχεται 
άλλως και άλλως Ζχειν.— A  5> 1 0 1 5 a 34 τ ° μη ενδεχόμενον άλλως 
εχειν άναγκαΐον φαμεν όντως ^χειν. The distinction between the 
two terms had been already recognized by Plato: Theaet. 149c 
είκός τε και άναγκαΐον.— Tim. 4° Ε άνεν τε είκότων καί αναγκαίων 
άποδείξεων λεγονσιν. They were, it would seem, already estab
lished in the rhetorical terminology of the sophists (Stallbaum on 
Tim. 40 e ).

a 13 cis €υτυχίαμ κτε. This is obviously meant to apply only to the 
tragic hero, not to the secondary personages in the play, about 
whom Aristotle has very little to say. Though he acknowledges 
the legitimacy of a transition from misery to happiness as a 
dramatic motive— it will be remembered that it is the motive in 
the Iphigenia in Tauris (comp. 17, 1 4 5 5 b 12 κα* έντενθεν ή 
σωτηρία)— he does not think it so distinctively tragic or so effective 
in Tragedy as the opposite kind of transition, that from happiness 
to misery (13 , 1453 a 14 sqq·)· 

a 1 4  μ ετα β ά λλει. The synonym for this in 13, 1 4 5 3 a  2 is μετά- 

πίπτειν. The implied subject of μεταβάλλειν  is ‘ the tragic hero';  
comp. 13, 1452 b 34 οντε τονς επιεικείς άνδρας δει μεταβάλλοντας 

φαίνεσθαι εζ εντνχίας εις δυστυχίαν, and 14» 1453 α 1 °^ ’ τ®ν 
σφόδρα πονηρον ε£ εντνχίας εις δυστυχίαν μεταπίπτειν. 

a i6  μΰθος δ* έστίν cts κτε. See Schoemann, Opusc. Acad. 3 p. 31. 

ώσπερ τινες οΐοητιι: i. e. certain post-Homeric poets, whose 
theory apparently is inferred from their practice (comp. a 21). 

a i y  πολλά  καί άπειρα: De caelo I .  9, 2 7 8 a l 9  δρω μεν . . . πλείω καί 
άπειρα όντα τά δμοιοειδη. Vahlen (Rh. Mus. 28 p. 184 ) quotes 
also Plato Theaet. 159 Α ελεγομεν ώς πολλά μεν ειη τα  ποιοι5ντα  και 

άπειρα.— Tim. 3 1 Α πότερον ονν ορθώς ενα ουρανόν προσειρήκαμεν, 
η 7τολλους και άπείρονς λεγειν ην ορθότερον ;

τω  e r i : Phys. 2. 5? 1 9 6 ^ 2 8  τ ό δέ κατά σνμβεβηκδς αόρ ισ τον  

άπειρα γάρ άν τω ενί σνμβαίη. On the strength of this parallel
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τώ ένί in the present passage is taken as a neuter1 by Vahlen, who 1451*17 
translates the clause accordingly by ‘ in unam rem innumera 
cadunt’. This interpretation, it seems to me, misses the point 
— the distinction Aristotle assumes between the many things that 
befall the individual ( π ο λ λ ά ,  τ ω  ένί συμβαίνει,), i.e. that he suffers or 
has done to him, and the many things that he does {πράξεις ενός 
π ολλοί είσιν a 18). That τ ώ  ένί is masculine here is shown not 
only by περί ένα (a 17)5 πράξεις ενός (a 18), and ο σ α  αντω συνέβη 
(a 25) in the context, but also by the parallel in 23, 1459a 23, 
ο σ α  εν τουτω συνέβη περί ενα η πλείους.

ένίων, which has been questioned by Spengel and others, is an a 18 
understatement of a kind not so uncommon in Aristotle (see on 6,
1450a 12). The sense is: In the infinite variety of things that 
befall the individual in the course of his life there are some 
[i. e. many] which it is impossible to bring into relation with the 
rest, as parts of one connected whole. The qualifying ένίων 
is like ενίοτε in 23, I 459a 27 οΰτω καί εν τοΐς εφεξής χρόνο ις 
ενίοτε “γίνεται θάτερον μετά θάτερον, εξ ων εν ουδεν “γίνεται τέλος· 
έξ ων ενίων has been rendered by ‘ ex quorum aliquibus ’ (Tyrwhitt), 
or * quorum ex quibusdam' (Hermann). In the parallel, however, 
in Dem. 18.12 περί ων ενίων both Weil and Goodwin regard ενίων 
as appositional; and the same view has been taken of the word in 
Dem. 19. 260 {τάς άκρο πόλεις αυτών ενίων), and in Xen. Anab.
6.6. 34 {περί υμων ενίων). Another instance of this same ambiguity 
is in Meteor. I. 3, 339 b 9 πολυ καί των άστρων ενίων ελάττων εστιν 
(comp. L. Dindorf in HSt. s. v. ένιος). There is a clear instance 
of the appositional use of ένιοι, in a different case, in Poet.
9, 14 51 b 19 iv ταΐς τραγωδίαις ενίαις μεν κτε.

πάντες ^οίκασιΐ'άμαρτώ'ειμ : comp. 235 1459 &29> 37· &Ι9
' Η ρ α κ λ ή tδ α .  Several Η ράκλειοι were known in antiquity (Kinkel, a 20

EGF. i p. 212, 249, 254).
Θ η σ η ί δ α :  Kinkel, 1 p. 217.
τ τ ρ ο σ ή κ € ΐ τ  =  ‘ must be ’, ‘ ought to be ’ according to the fitness of a 22 

things, as in Meteor. 1. 3, 340 a 26, De anima 1. 5, 411 b 15, Rhet.
2. 2, 1379 b 3, and Plato Rep. 362 c.

’Οδύσσειαν: for the absence of the article see on 4, 1448 b 38. a 24
o u k  £ π ,ο £ η σ € ΐ ' a i r a r r a  δ σ α  α υ τ ω  σ υ ν έ β η :  i . e .  his poem was not a 25 

made to cover the whole ground of the life of Ulysses, but only 
a selected section of it, a limited group of incidents sufficiently

1 The version in the Paraphrase of Averroes, uni rei multa accidunt, implies 
the same interpretation.
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1 4 5 1 a  2 5  coherent and connected to form a single action of the requisite 
kind (μίαν πρά&ρ οΐαν λεγομερ a 2 8). The unity in the story of 
the Odyssey, as Aristotle conceives it, may be seen from his survey 
of the poem in 17, 1455b 17. The sense of the ονκ εποίησεν 
άπαρτα in the text may be illustrated by the very similar expressions 
in 18, 1456 a 13 τον της Ίλια8ος ολορ ποιεΐρ μνθορ, a 16 περσιρ JΙλιον 
οληρ ποιεΐρ, and 23, 1459 a 32 τ°ν πόλεμορ ποιεΐρ ολορ.

οΤομ ττληγήμαι μεν, scil. αντω σννεβη. This and the second inci
dent, μαρηραι δέ προσποιησασθαι εν τω άγερμω, are given as examples 
of two disconnected events in the life of Ulysses (ών ουδέ θατερον 
γερομερον άραγκαΐορ η εικος θάτερορ γερεσθαι, a 2 7)· The antithetic 
particles (μέν, δέ) imply a difference between them; the one 
(πληγηραι) is a πάθος, and the Other (μαρηραι προσποιησασθαι) a πράζις 
— a distinction which the preceding context (see on a 17) shows to 
have been already present in Aristotle’s mind. I have ventured to 
restore ουδέ in place of ονδέν for two reasons, partly because with 
ονδέν the verb (γερεσθαι) seems to have two subjects (ούδέν and 
θάτερορ), and partly because the ών being followed by θατερον 
and θάτερορ naturally refers to the two incidents just mentioned. 
It has been urged, as one of the difficulties in this statement, that 
the wounding of Ulysses is actually part of the Odyssey, being 
described at considerable length in the story of the Discovery 
in Od. 19, 392-466. The Discovery is certainly part of the 
action of the Odyssey (v. 17, 1455 b 21), but the incident on 
Parnassus is in a very different position; it comes in as an episode 
(v. 17, 1455 b 23), not as one ° f the series of incidents which 
form the action of the poem. The action in the Odyssey (sum
marized in 17, 1455 b 17 SQ(1·) extends over a space of some six 
weeks; but the encounter of the boy Ulysses with the boar belonged 
to a period of his life not covered by the Odyssey. The second 
incident, his feigned madness, is said to have been part of 
the story in the Cypria (Kinkel, EGF. p. 18). Bergk (Gr. Litt. 1 
p. 711) thinks there may have been some epic in which both inci
dents were included. The superior unity of the Homeric Epic 
is emphatically reasserted in 23, 1459 a 30.

a 27 ώμ =  άλλα τοντωρ.
a a8 μίαν  πραξιν οΐαν λέγομ€μ, ca single action of the kind we are 

describing', i. e. one that forms a coherent and closely connected 
whole. The opposite of this is the μία πράξις πολυμερής of the 
inferior epics (23, 1459 b x)· The reading of Ac, οιαν λέγοιμ«ν, 
may have arisen through OIAN being misread, and taken to stand 
for oF ap.
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διαφή>εσθαι καί κινεΐσθαι has been rendered in various ways— I45ia 34 
by ‘ diversum reddatur vel moveatur' (Victorius), by ‘ dissolvatur 
et luxetur' (Heinsius), and by ‘ differatur et moveatur' (Tyrwhitt).
The general sense is clear: when a part in a whole is removed, by 
being transferred to another place or withdrawn altogether, the 
continuity of the whole is broken at that point. Both διαφερεσθαι 
and κινεΐσθαι seem to be (as Heinsius must have seen) metaphors 
from surgery, διαφερεσθαι may be regarded as a synonym for 
διίστασθαι, the term in use in medical Greek for the diastasis of 
a limb as distinct from a complete luxation (εξίστασθαι or όλισ0ά- 
νειν)\ COmp. Hippocrates 3 p. 132 Κ . όκοσα διισταται και όκόσα 
ολισθύνει. If this view is correct, the κινεΐσθαι which follows will 
mean to be ‘ dislocated'. Hippocrates often has κινεΐσθαι and 
κίνημα in the sense of ‘ displacement' as an equivalent for diastasis 
(comp. 3 p. 81 Κ. ην δε τ ι κινηθη εκ της χάρη s).

προσόν ή μή ττροσδν: comp. Metaph. Λ ίο, 1076 a 2 ονθεν γαρ η 

ετερα [scii, ουσία] τη ετερα. συμβάλλεται ουσα η μη  ουσα, and Plato 
Rep. 449 D μ^γα γάρ τι οιόμεθα φερειν και ολον είς πολιτείαν όρθως η 
μη όρθιος γιγνόμενον. For this use of the participle see Goodwin,
Syntax of Gk. moods and tenses § 829 (b).

ουδέν μόριον: it is not a part of the whole, but an accident or a 35 

addition to it; comp. De gen. an. 1. 4, 717 a 34 ονθεν γάρ είσι 
μόριον των πόρων οι ορχεις, άλλα πρόσκεινται καθάπερ τάς λαίας 
προσάπτονσιν αί νφαίνονσαι τοΐς ίστοΐς. In Metaph. Γ 5, I0 i0 a 30 
ουτο5 [scii, δ περι ημάς τόπος] ονθεν ως είπεΐν μόριον τον παντός 
εστιν, the phrase means practically ‘ is as nothing compared 
with’, just like ονδεν μέρος in Isocrates 90 E εϊ τις άθρήσειε και 
σκεψαιτο τάς των Ε λλή νω ν συμφοράς, ονδίν άν μέρος ονσαι φανεΐεν 

των . · . ημΐν γεγενημενών.
φανερόν δε κτε. In Aristotle's view a history is a chronicle, or a 36 

register, of events taken just as they came in order of time, 
however separate and disconnected they may have been in them
selves (23, 1459 a 21). The present distinction between a history, 
in this sense of the term, and a poetic story is a corollary to what 
he lays down in chaps. 7-8 on the unity and logical coherence of 
the parts in a well-constructed story. The action in such a story 
is a πράζις μία και όλη (a 32), i. e. a whole with a beginning, middle, 
and end (7, 145ο1* 26); each incident resulting from something 
that goes before it, and the entire series from the state of things 
presupposed, as the άρχη of the whole, at the opening. Given 
a personage of a certain character and in a certain position as the
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*45* a 36 beginning of the story, all the rest must be the natural or necessary 
consequence of this initial situation. Hence it follows that the 
incidents in the poetic story are not only possible but also always 
possible, because they are such as may or must happen at any 
time, whenever the man and the circumstances are found together! 
Aristotle accordingly notes two great points of contrast between 
history and poetry: (1) whereas the former is a record of actual 
events (τα γενόμενα), the latter describes rather possible incidents 
of another kind, τά δυνατά κατά τό είκός η το άναγκαΐον (a 38))
(2) whereas the one tells us what is true only of some particular 
person (or persons) at a particular time, the other tells us some
thing universally true (τά καθόλου b 7), something that will hold 
good at all times of - !’* persons of the same type in a similar set of 
circumstances.

a 38 τά δυνατά, scil. γενεσθαι (comp. b 32). The qualifying κατά τό 
είκός η τό άναγκαΐον excludes the third kind of δυνατά, viz. τά  ycvo- 
μενα. These also are obviously possible (see b 17 and De interpr! 
I 3 , 2 3 a l)> but as mere γενόμενα they belong to history rather than 
poetry. A little further on, however (b 29), Aristotle explains that 
under certain conditions even historic incidents may be a legitimate 
subject for poetry. 

b i  ου τω ή έμμετρα Χέγειν κ τ ε .: see ι ,  1447 h τ ι > where it is shown 
that metre is only one of the accidents of poetry. 

b 4 διαφέρει, scil. 6 ιστορικός του πονητου.
b 6 (πτουδαιότερον is the opposite of φαυλότερου. In Plato also 

σπουδαίος (v. Ast, Lex. s.v.) is applied to things in the sense of 
άξιος σπουδής, ‘ of serious value or interest', as the opposite of 
either ‘ trivial' (φαύλος) or ‘ ludicrous* (γελοίος: see on 4, 
1448 b 34). Poetry, as Aristotle conceives it, is ‘ more philosophic', 
because of the large and generalized view of human nature which 
it implies; it tells us in effect what all men of a certain character 
may or must do in a certain set of circumstances, whereas historic 

I truth is limited to particular times and persons. A great master of 
I rhetoric, Diderot, has enlarged on this text in a well-known passage 
i in his filoge de Richardson (GEuvres t. 3 p. 18 ed. 1821): ‘ 0  

Richardson! j'oserai dire que l’histoire la plus vraie est pleine de 
mensonges, et que ton roman est plein de vdrit ŝ. L'histoire peint 
quelques individus; tu peins l'espfcce humaine: l’histoire attribue 
k quelques individus ce qu'ils n'ont ni dit, ni fait; tout ce que tu 
attribues a l’homme, il l’a dit et fait: l’histoire n’embrasse qu’une 
portion de la durde, qu'un point de la surface du globe; tu



as embrass£ tous les lieux et tous les temps. Le coeur humain, 1451b 6 
qui a €16, est et'sera toujours le m§me, est le module d’apres 
lequel tu copies. Si Ton appliquait au meilleur historien une 
critique severe, y en a-t-il aucun qui la soutint comme toi ? Sous 
ce point de vue, j ’oserai dire que souvent l’histoire est un mauvais 
roman; et que le roman, comme tu Fas fait, est une bonne histoire.
O peintre de la n ature! c’est toi qui ne mens jamais.’

μάλλον τά καθόλου, μάλλον  implies a qualification, which r e - b 7 
appears in another form in b 9 ου στοχάζεται ή ποιησις ονόματα 
επιτιθεμένη. Poetry deals with ‘ characters ’ rather than actual 
individuals, and with universal rather than particular truth. Its 
universality, however, is somewhat disguised by the proper names 
it attaches to its characters, which acquire in this way a certain 
resemblance to the real personages of history. A  reason for the 
retention in Tragedy o f traditional names is given further on, 
in b 15.

τά καθόλου . . . τά καθ* έκαστον. T h e present explanation of the 
terms may be compared with that in De interpr. 7. 17 a 39 λεγω 
δε καθόλου μεν δ επι πλειόνων πέφυκε κατηγορεΐσθαι, καθ' έκαστον δέ 
ο μη, οΐον άνθρωπος μεν των καθόλου, Κ α λλια ς δέ τών καθ' έκαστον: 
comp, also; Rhet. I. 2, 1356 b 28 ουδεμία δέ τέχνη σκοπεί το καθ' 
έκαστον, οΐον ή Ιατρική (ο υ )  τι Σωκράτει τδ υγιεινόν εστιν η Κ α λλια , 
αλλά τι τω τοιωδε η τοΐς τοιοΐσδε.— 2. 1382 a 4 η μέν δργη άει περι
τα καθ' εκαστα, οΐον Κ α λλια  η Σωκράτει, τδ δέ μίσος και προς τά γένη.
For a similar use o f καθόλου see 17, 1455 b 1. T h e element of 
‘ universality’ in Greek Tragedy, as Aristotle understands it, means 
no more than is indicated in his present distinction between a 
poem and a history; and it is in no wise peculiar to Tragedy. 
Aristotle tells us it was to be seen in the Comedy of his time (b 1 1 ) ;  
and it is found in just the same way in the modern novel— even in 
the historical and in the so-called realistic novel. In all these forms 
of imaginative literature the personages are, as we say, ‘ characters 
in other words, ideal personalities, made to act and speak in 
accordance with the law of character which the author has assumed 
for each. T h e novel, however (owing in some degree to its length), 
admits o f characters o f a subtlety and complexity which would 
have been simply impossible in the ancient Drama. T h e  Greek 
dramatist was practically restricted to the larger and more obvious 
types of. character, which did not require much explanation to 
njake th^rn intelligible to his public in the brief space o f time 
allotted to his work.

9 · Ι45ϊ  a 36— 1451 b 7 189
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I45 l b IO ονόματα επιτιθεμόνη =  καίπερ ονόματα επιτιθέμενη ; comp. 25» 
1461® 30 ον πινόντων οίνον. The characters in the Drama are 
‘ universals \ i. e. types of character rather than actual individuals; 
that is what poetry really means them to be, notwithstanding the 
individualizing proper names it attaches to them. The alternative 
rendering of ονόματα επιτιθέμενη, ‘ in giving names to its personages' 
(‘ dum nomina imponit’, Heinsius), would imply that the names 
were definitely chosen as significant of character. This would be 
true to some extent of those in Comedy (see infra on *>13 τά 
τυχόντα ονόματα), but not of those in Tragedy. As abstracts of 
character the personages ought to have general names, like those 
in Theophrastus, instead of the individualizing proper names given 
them in Drama.

For the use of the middle verb in this connexion comp. 21, 
1457 b 34 and Homer Od. 8. 552 ον μεν yap τις πάμπαν άνώννριός 
εστ ανθρώπων . . . ά λλ’ επί πασι τίθενται, επει κε τεκωσι, τοκηες. 

b 12 ήδη : i. e. now that the New Comedy has taken the place of the 
Old (see on 5, 1449 b 8), Comedy instead of satirizing individuals 
(like Cleon or Socrates) tells imaginary stories of imaginary per
sonages labelled with imaginary names. 

b 13 διά τών εικότωκ. The same use of the preposition is found in 
26, 1462 a 16 δι* ης ai ήδοναϊ σννίστανται. It denotes the basis or 
chief ingredient in a compound, as it often does in later Greek, 
e. g. in expressions like τό δι’ αλόης, τό διά κολοκννθίΒος, etc. in the 
medical writers; comp, also Dionysius Hal. 5 p. 14 R. διά yap τών 
εντελέστατων τε και ταπεινότατων ονομάτων πεπλεκται πάσα η λε£ις.

ουτω, the reading of Ac, is too idiomatic to be lightly surrendered 
(comp. Bon. Ind. 546 b 13). The Arabic version is said to imply 
not ουτω but ov; the same Arabic word, however, which Dr. Mar- 
goliouth renders by nequaquam, would seem to occur also in the 
Arabic text in 6, i4 5 o a 3o, where it may be taken to represent 
ονπω. One may suspect, therefore, that the Greek reading before 
the Syriac translator in the present passage was οϋπω, a mere 
corruption of οντω.

τά τυχόντα όμόματα. Ritter has a note here on the names of 
the characters in the New Comedy. Aristotle's point is this. In 
the Old Comedy the names of the chief characters were already 
fixed and prescribed for the poet, because actually borne by the 
persons whom he wished to satirize. Socrates, Cleon, Agathon, 
Euripides are instances of such names in Aristophanes. But in 
the New Comedy the names were not thus fixed. In calling a
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soldier Thraso or Pyrgopolinices, for instance, the poet did not 1451b 13 
mean to satirize some actual person of that name; the name was 
a matter of choice or accident— invented it may be by the poet 
himself, or borrowed by him from his predecessors or from life.
Such names may no doubt be stock-names, or have a certain conven
tional or etymological appropriateness as suggestive of certain types 
of character (comp. Dieterich, Pulcinella p. 45) ; but they obviously 
stand on quite a different footing from the real names in Aristo
phanes. Names also like Phormio, Chremes, Menedemus, etc., 
were in Comedy fictitious names, though outside Comedy they 
may have been borne by real persons (comp, on b 21).

ύποτιθ^ασιμ, ‘ lay down as a foundation/ so that the story may 
look like one founded on fact (comp. 17, 1455 b 12).

ΐαμβοποιοί: see on 4, 1448 b 27 and 5, 1449 b 8· b i4
τών γ€κομ^ωμ ονομάτων ά^τεχομται: comp. Evanthius De Comoedia b 15 

4, 2 (Kaibel, CGF. 1 p. 66) omnis comoedia de fictis est argumetitis; 
tragoedia saepe ab historica fide petitur. The reading γινομένων has 
been questioned, but (as it seems to me) without sufficient reason, 
τα γενόμενα ονόματα are the already existing names, as fixed in 
history or legend (γνώριμα b 20), in contradistinction to a newly- 
invented name (comp, τά ονόματα πςποίηται b 2 2), or one which, 
whether new or not, is arbitrarily assigned to a character by the 
poet (τά τυχόντα ονόματα b 13) at the time of writing.

πιθάρι' (colhp. 7πστ€νομ€ν in the next line) is the Greek equivalent b 16 
of our modern term ‘ convincing *, and practically synonymous with 
eiKos (comp. 24, 1460 »27) and Ινδοξον (Bon. Ind. 593a 45).
The word was sufficiently established to be applied even by 
Xenophon to a work of art which has a look of life and reality:
Mem. 3. ΙΟ, 7 ομοιότερα re τοΐς άληθινοΐς και πιθανώτερα ποιέΐς 
φαίν€σθαι. In 17, 1455 a 3°  πιθανός is said of a person, the poet 
who writes * convincingly \ The adv. πιθανώς has the same sense 
in Aristophanes Thesm. 266 άνηρ μεν ημΐν οντοσι και δη γννη τό y 
etδος’ ην λαλης 8*, όπως τω φθόγματι γνναικιόις ev και πιθανώς (‘play
the woman well and convincingly ’).

Ινίαις: see on 8, 1451 α 18 for this appositional use of the word. b 19 
Άμθεΐ was first suggested, somewhat tentatively, by Welcker in b 21 

his Gr. Tragodien p. 995. ‘ The Flower' would certainly be 
a very strange title for a Greek tragedy. The play being on a 
purely fictitious story, the names also of the characters, instead 
of being taken over from legend or history, were fictions, and due 
to the choice of the poet himself. But they need not be supposed



192 COM M ENTARY

1451b 21 to have been new or newly-coined names. Άνθενς, for instance, 
seems to have been known already in mythical history as the name 
of certain legendary personages; and not so very long after 
Agathon’s time it was actually borne by an Athenian citizen 
(Kirchner, Prosopographia Attica 953). In this respect, therefore, 
it was in just the same position as so many of the names in 
Comedy, Chremes, Menedemus, Phormio, and the like. 

b 23 €υφραικ€ΐ: an incidental recognition of pleasure as the immediate 
end of Tragedy (see 14, 1453 b 12, and Doring, Kunstlehre des 
Aristoteles p. 104). ενφραίνειν serves as a transitive to χαίρειν: 
Top. 2. 6, 1 12 b 21 ε τ ι  κ α ι  c i  α υ τ ό  αντω σνμβεβηκδς εθηκεν ώς ετερον 
δ ια  τ ό  ετερον ε ίν α ι  ό νο/χα , καθάπερ Π ρόδικος διηρεΐτο τάς ήδονάς εις 
χαράν και τερψιν και ενφροσννην' ταντα yap πάντα τον α υ τ ο υ , της 
ηδονής, ονόματα c o r t v .  et ο υ ν  T ts  τ ό  χαίρειν τω ενφραίνεσθαι φήσει 
σνμβεβηκενα ι, α υ τ ό  ά ν  αντω φαίη σνμβεβηκεναt.— Eth. E. 3· 2» 
12 3 1 a 6  τ ώ ν  οσμών τανταις χαίρονσιν δσαι κατά σνμβεβηκδς ενφραί- 
ν ο υ σ ι ν .  The word may describe the pleasurable effect of anything, 
e.g. that of a painting (Poet. 6, 1450 b 2), of music (Pol. 8. 5, 
1339 b 24), and of odours (Eth. E. 1. c . ; Rhet. 3. 4, 1407 a 10).

ώστ* ou ττάμτω? €ΐη ζητητ^ομ. Spengel suggested that the 
e t v a i  of the M S. should be bracketed. In these negative statements 
o f result with <J>otc ο υ , which are so common in Aristotle, 
the verb is usually either in the indicative, ( 1 )  expressed or ( 2 )  

understood, or (3) in the potential optative, as the following passages 
from the Organon may suffice to show: ( 1 )  An. pr. 1 .  3 6 ,  4 8 a 3 6  

ώστε ονκ εσται μέσον τον A  Β .— Top. 8. ιγ , 151 b 3°  ώστε ον τω 
ταντ είναι y t v c T a t  ό σ υ λ λ ο γ ισμός [comp. Poet. 2 2, I 45^b5]· (2) -̂ η· 
pr. I .  3 2 ,  4 7  a 35 ώστ ονκ ει τ ι συμβαίνει τεθεντων τινων, πειρατεον 
άνάγειν € υ0 υ9 .— Top. 6 .  5> r 42 a 4 ώστ ονδε προς τον α υ τ ό ν  a c t  ό  

α υ τ ό ς  ορισρΰός άποδοτεος [comp. Metaph. Ζ 1 2 ,  1 0 3 8  a  1 2 ] .  (3) An.
post. I .  1 2 , 7 7 b I 2  ώ σ τ ’ ονκ άν εΐη εν άγεωμετρήτοις περι γεωμετρίας 
διαλεκτέον.— An. pr. I. 16, 36 a 14 ώστε ο υ δ € ν ι ή ον παντι τω Γ  τό Β 
ενδεχοιτ άν νπάρχειν.— Top. 6. 1 2 ,  I 4 9 b2 ώστ ονκ άν ειη χρώμα 
πνρι μεμνγμενον.— Soph. el. 6 ,  1 6 8  b 4 ώστ ct ό ελεγχος συλλογισμός 
τις, ονκ άν εΐη δ κατά σνμβεβηκος ελεγχος. T w o  instances o f ctvat 
for α ν  εΐη are to be found in M SS. o f  great antiquity and value, 
one in Par. A  o f Plato (Tim. 17 b ), and the other in K b of the 
Nicomachean Ethics ( 8 .  2 , 1 155 b 2 0 ) .  The error may have arisen 
either from the omission of α ν , a word very apt to be lost in M SS., 

or through ώ σ τ *  ον being misread and turned into ώ $  του (as it has 
been in fact in A c).
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τά γνώριμα όλίγοις γΐ'ώριμά Ιστιν. It may be observed here that 145115 25 

Antiphanes, who belonged to the generation before Aristotle, was 
not of the same opinion on this point (v. fr. 191 Kock).

δήλομ οΰν εκ τούτων refers back to the distinction drawn in the b 27 
earlier part of the chap. (1451b 1-5) between a poetic story and 
a history; a history was said to be still a history even if put into 
a metrical form. From this Aristotle once more (v. 1. 1447b τ ι) 
draws the conclusion that the story is a more essential part of 
a poem than the language or versification.

δσω ποιητής κτε. is added as a further reason for regarding the b 28 
story (rather than the verse) as the great and essential thing in 
a poem. The argument, which might have been more clearly 
stated, tacitly assumes what we have been told of the μνθος and its 
pre-eminent importance in chap. 6. The poet's function, says 
Aristotle, is to imitate (ποιητής κατά τήν μιμησιν), and it is actions 
that he imitates (μιμείται δε τάς πράξεις): but the μΟ009 in a poem 
is what represents the action (τής μέν πρά£εως ο μνθος ή 
μίμησις, 6,145° a 4) i the μνθος therefore is the poet's first business, 
and he must be accordingly a ποιητής τών μνθων μάλλον ή τών 
μιτρών.

ποιητής κατά τή»> μίμησιν : ι ,  1447 b *5 °νχ ως κατά τήν μιμησιν  
ποιητάς άλλά κοινή κατά το μετρον προσαγορεΰοντες. Vahlen, in the 
discussion on this chapter in his Beitrage, maintains that μίμησις 
may involve the idea of a poetic reconstruction of the traditional 
materials : ‘ Also die nach dem Gesetz der Wahrscheinlichkeit und 
Nothwendigkeit vollzogene dichterische Umbildung (μίμησις) des 
gegebenen, von Sage oder Geschichte iiberlieferten Stoffes macht 
den dramatischen Dichter aus' (Beitr. 1 p. 29). Such a meaning 
can hardly be ascribed to μίμησις (see on 1, 1447 a 16); it is 
rather part of the general idea of ποιησις (see on 1, 1447 b 23), 
which in the case of a traditional story implies a certain free 
handling of the materials to adapt them to the purposes of poetry 
(comp. 14, 1453 >> 25).

κδκ δρα συμβτ) yevofj-em iroieu'. Up to this point the subject o fb 29 
a poem has been assumed to be always a μνθος, a fictitious story 
(see on 5, 1449 b 9), either invented by the poet himself (b 12, b 21) 
or adapted from legend. Aristotle, however, now remembers that 
there may be such a thing as an historical play, one with incidents 
taken from actual history (γενομενα). Such incidents, he explains, 
are legitimate subjects for poetry, if they admit of being exhibited 
as probable and natural, as well as actual occurrences. It is only

POETICS 0
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I45I b 29 in this aspect, and on this condition, that they are admissible in 
poetry; as so many mere facts they belong to the domain of 
history, καν apa =  καί cav apa, the apa implying that the supposi
tion is not very probable (Kiihner, Gr. Gr.3 2. 2 p. 324). 

b 33 τώμ 8c άπλωμ μύθων κτί. An episodic story, as here defined, 
offends against the rule of unity and consecutiveness of incident 
laid down in chap. 8. Aristotle’s theory is that in a well-constructed 
story every incident is wanted (8, 1451 a 32); so that a plot with 
irrelevant incidents violates a fundamental principle of dramatic 
construction. Plots of this faulty kind, he adds, are sometimes 
produced even by good poets through the practical exigencies of 
the theatre ; as a play is expected to be of a certain length, if the 
story proves too short, it may have to be artificially lengthened out 
by the insertion of superfluous episodes. Tyrwhitt points to the 
Prometheus as an instance of this: ‘ Fabulae «τασοδιώδους lucu
lentum satis exemplum habemus Promethea Aeschyli. Episodia 
enim Oceani, 284-396. et Itis, 563-885. nec inter se, neque cum 
fabula principali ullam habent connexionem aut necessariam aut 
verisimilem . . . Satis manifestum est et Io et Oceanum, et ipsas 
etiam Oceanidas, quae chorum constituunt, in id tantum sine ulla 
verisimilitudine induci, ut argumentum tenue in iustam Tragoediae 
magnitudinem extendant.’ The episodic plot is mentioned here 
because of its resemblance to a history, since its incidents have no 
more necessary interconnexion than those in a chronicle. The 
paragraph, therefore, is a very natural sequel to the preceding 
discussion (b 1-32); and it is in its right place where it stands. 
Those who wish to find another place for it do so mainly on the 
ground that the text presupposes the distinction between the άπλονς 
and the πζπλςγμίνος μνθος explained in the next chapter. This 
anticipatory use of a technical term, however, is not so uncommon 
in Aristotle. Thus— to say nothing of his use of κάθαρσή in 6, 
1449 b 28— we find him talking of περιπίτζια and αναγνώρισή or 
άναγνωρισμός in 6, 1450» 34 and io, I452a i6, and giving an 
explanation of them afterwards in chap. 11. Besides this it has 
to be remembered that the expression άπλους μνθος need not be 
assumed to have been an invention of Aristotle’s ; for it may very 
well have been merely adopted by him as one of the already 
existing terms of dramatic criticism (see infra on «τεισοδιώδα*, and 
on 6, 1449 b 33, I45° a 34)· Another difficulty was found in the 
text by Tyrwhitt, who proposed to remove it by reading τών δ« 
άλλων μνθων, a suggestion which the Arabic Version is believed to
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confirm. The traditional reading τών δε απλών μνθων is supposed 1451b 33 
to restrict the fault in question to the άπλονς μνθος, whereas the 
same fault was no doubt quite possible in the πεπλεγμενος μνθος 
also. No such restriction, however, is involved in the text. All 
that Aristotle implies here is a distinction between the worst form 
of the άπλονς μνθος and the worst form of the πειτλεγμενος μνθος.
The worst fault in the one is the irrelevant episode. That in the 
other is no doubt the άναγνώρισις διά σημείων, which is so emphati
cally condemned in 16, 1454 b 20 as the least artistic of Discoveries.

έΐΓ€ΐσο$ιώδ6ΐς. An επεισοδιώδης μνθος is a plot in which the 
continuity of the action is not maintained. That the term was 
fairly established in this sense is shown by the metaphorical use of 
it in Metaph. Λ IO, 1076 a I επεισοδιώδη την του 7ταντδ$ ουσίαν 
ποιονσιν' ονθεν yap ή ετερα τη ετερα σνμβάλλεται ουσα η μη  ουσα.—

Ν  3» 109° b *9  °νκ ζοικε δ’ ή φνσις επεισοδιώδης ουσα . . . ώσπερ 
μοχθηρά τραγωδία.

τά έΐΓ€ΐσόδια: for the origin of the term see on 12, 1452 b 20. b 34 
In this definition of the επεισοδιώδης μνθος, as also in 4, i449a 28 
and 18, 1456a  31 j επεισόδιον has the technical sense given it in 
12, 1452 b 20 επεισόδιον δέ μέρος δλον τραγωδίας τδ μεταξύ δλων 
χορικών μελών, (an episode is all that comes in in the interspace 
between two entire choral songs \ In other words the επεισόδια 
together with the πρόλογος and έξοδος are the acted parts of the 
play, the ‘ acts ’, as we should say. The term, however, often has 
the more general meaning of an * insertion ’ ; a sense which takes 
us back to the early days of the Drama, when Tragedy was still 
essentially choral, and the episode, or acted part, was only a sort 
of interlude in the singing. There are several instances even in 
the Poetics of this sense of the word. In 17, 1455b 13 the 
accessories worked into the story are termed 4 episodes'— the process 
of working them in being επεισοδιονν (v. 17,1455 b 1; 24,1459 b3o); 
and in 23, 1459 a 3 6 the Catalogue of the Ships is said to be 
one of the ‘ episodes ’ in the Iliad. The adj. επεισοδιώδης in the 
present context involves the same notion; the επεισοδιώδης μνθος 
is one with acts or incidents inserted into it, i. e. only loosely 
connected with the main course of the story.

δποκριτάς. κριτάς, the reading of certain of the apographs, has b 37 
an air o f plausibility, but it is difficult to see how the judges, 
whatever their weaknesses, could be responsible for the particular 
fault under consideration, the undue lengthening out o f the story 
through the insertion o f irrelevant episodes. T h e statement in

0 2
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J45l b 37 the text has to be read in the light of that in 7, 1451°-6, where 
Aristotle draws a distinction between the theoretical and the 
practical limit of length, and explains that the latter depends on 
conditions imposed by the public performances (71730s τους αγώνας 
και την αΐσθησιν). As every play, as an acting play (comp, αγωνί
σματα  in the context), has by custom to be of a certain length, the 
poet, if his story proves too short, may have to spin it out (wapa 
την δνναμιν παρατείναντες) by the insertion of additional incidents, 
which will break the sequence of the story (διαστρεφειν τό εφεξηs, 
1452 a 1). δια τους νττοκριτάς, ‘ with a view to the actors/ may be 
taken as equivalent to δια την νπόκρισιν, (because the play has to 
be acted ’ (comp. Ueberweg ad loc.); the more concrete form of 
expression makes an antithesis to the δι αντους in b 36. A much 
less probable interpretation of these words is that the actors are 
assumed to put pressure on the poet to make him provide them 
with parts of sufficient importance.

άγωνίσρατα: see on 6, 1450b 18; comp. Schol. Eurip. Phoen. 
88 ώ κλεινόν οίκοις : η τον δράματος διΑθεσις ενταύθα άγωνιστικωτερα 
γίνεται* τα γαρ της Ύοκάστης παρελκόμενά εισι' και ενεκα τον θεάτρου 
εκτεταται (ν. Trendelenburg, Gramm. gr. de arte tragica iudiciorum 
rei. p. 91).

b 38 παρατείςαςτες. The story being too short, they stretch it out, as 
it were, to make it fill up the time. This can only be done in two 
ways, either by a diffuse treatment of the incidents (comp. 26, 
1462 b 2-7), or by the insertion of additional incidents not wanted 
for the main purpose of the story. A similar combination of a 
present and an aorist participle is found in 16, 1455 a 2 άκουων . . .  
και μνησθείς, and in 22, 1458b 19 ποιησαντος . . . μετατιθεντος.

1452 a ι διαστρέφεις . . . τό έφεσής: comp. Aeschylus Suppi. 1017 ίχνος 
τό πρόσθεν ον διαστρέφω φρενός. The sense is that a side incident 
is introduced, one not in the natural course of the story— not in line 
with the rest.

άςαγκάζοςται. They do so because they cannot help it, not like 
the inferior order of poets, through their own fault (δι* αυτου'ς). 
For another instance of άναγκάζεσθαι see 14, 1454 a 12. 

a 3 και μάλιστα. The και emphasizes μάλιστα  (comp. De sensu 3, 
440b 12 ; De part. an. 1. 5, 643^24; also Riddell, Digest of 
Idioms § 133). At this point Aristotle recognizes a new element 
of interest in Tragedy, the element of surprise, but only incidentally, 
in order to bring it under the canon of construction laid down in
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chap. 7. The φοβέρα καί ελεεινά of Tragedy, he says, have the 1452a 3 
very greatest effect on the mind, when they come in unexpectedly, 
but at the same time as the natural or necessary consequence of 
incidents within the play itself (Si άλληλα).

τά θαυμαστόν, the element of the marvellous, is recognized as a 4 
a legitimate source of interest in Tragedy in 24, 1460a 12. 
Teichmuller has a lengthy discussion on it (Aristotelische Forsch- 
ungen 2 p. 282 sqq.).

ούτως, i. e. if they come about Si άλληλα , through incidents in a 5 
the preceding part of the play.

άπο του αυτομάτου και τής τύχης. Aristotle treats the two terms 
here as synonymous, though a distinction is drawn between them in 
Phys. 2.4-6 (Bon. Ind. 780 b 33 ; comp.Torstrik, Hermes 9 p. 425).

ώσπ€ρ Επίτηδες : De caelo 2. 8, 290 a 33 η φνσις . . . εοικεν ώσπερ a η 
έπίrηSες άφελεΐν πάντα Si ων ένεδέχετο προϊεναι καθ' αυτά.

άνδριάς 6 του Μίτυος κτέ. Excerpted by the compiler of the a 8 
De mirab. ausc. 156, 846 a 22. The same story is told, apparently 
from another source, by Plutarch, De sera num. vind. 553 d  και 
τδ Μιτυος τοΐ> *Αργείον κατά στάσιν άναιρεθεντος ανδριάντα χαλκουν 
εν ayopa θέας ονσης έμπεσείν τω κτε έναντι τον Μιτυν καί άνελεΐν.
A certain Mitys of Argos is mentioned in [Demosthenes] 59, 33 in 
connexion with an occurrence which took place in b . c . 374.

θεωροΰντι is usually understood to mean * when he was looking a g  
at it' (‘ spectanti incidens,’ Tyrwhitt; comp. Bon. Ind. 328«· 5).
But as the parallel in Plutarch has θέας ονσης, Dacier would seem 
to be right in translating it by ‘ au milieu d’ une grande fete ’, taking 
it in the sense of ‘ being present at a θεωρία, or public spectacle \ 

ώστε: see on 7, 1 4 5 1 a 3. a io
εϊσί δέ τών μύθων κτέ. Chap. 10 is a sequel to 9. 1452 a ι - i i ,  a i2

and an application of its results. The real point is not in the 
formalistic distinction between the two kinds of μνθοι, with which 
it opens (a 12 -1 8 ), but in the assertion that follows, viz. that even 
the complex story comes under the general canon of construction 
laid down in chap. 7, and that the element of surprise (the 
άναγνώρισις and περιπέτεια) must be, like everything else in a play, 
part of the unity of the whole, the natural or necessary consequence 
of something before it (εκ των προγεγενημένων a 19).

εύθυς: see on 5, 1449 a 36. a 14
ώσπερ ώρισται, i. e. in chaps. 7-8. a 15
περιπετείας ή άναγνωρισμοΰ: see on 6, 1 4 5 0 ^ 4 .  Both terms 

are explained in the next chapter.
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ai 7 δέ Χέ£ι$. The editors generally acquiesce in the corrected 
reading δέ έ(  9̂, in lieu of which Vahlen has δέ εστιν έξ rjs, and 
Susemihl δ’ έστιν 9̂. I have suggested that Aristotle may possibly 
have written πεπλεγμένην δέ λέγω 9̂, on the supposition that Xcfi9 
may be taken to represent λεγης. 

a 18 ταυτα, i. e. άναγνωρισμο9 and περιπέτεια.
a 20 ταυτα. If any correction is wanted, αυτά or τά μετ' αυτά is 

perhaps simpler than either τά υστέρα (Gomperz) or τάναντία 
(Bonitz)— though this last has certainly the great advantage of 
supplying an easy explanation of the καθάπερ εΐρηται in 11, 14521*23. 
The objection to ταυτα is its supposed inelegance and superfluity. 
It is not more inelegant, however, than the γίγνεσθαι that imme
diately precedes it (ταυτα δέ δ€Ϊ γίνεσθαι . . . ώ σ τε  . . . γίγνεσθαι 
ταυτα); and its apparent superfluity is a common phenomenon with 
demonstratives in Greek (v. Kiihner, Gr. Gr.3 2. 1 p. 660).

διαφέρει το γίγνεσθαι τάδε διά τάδε ή μετά τάδε. Aristotle's 
construction after διαφέρει is not always quite the same as that in 
the present passage. (1) The disjunctive is sometimes doubled: 
Rhet. I. 15) 1375  ̂20 °νδέν διαφέρει η μη κεΐσθαι η μη χρησθαι 
[comp. Poet, g, 1451 b 1 ; 1456 a 30]. (2) It may be replaced
by a καί: An. post. 1. 11, 77 a 13 το δέ μέσον ουδέν διαφέρει είναι 
και μη εΐναι λαβεΐν— ΟΓ by τε κ α ί: Soph. el. 18, 177 a  ̂ διαφέρει 
δέ πλεΐστον έρωτωμενόν τε και μη λνειν λόγον. (3) A clause also 
with εί may take the place of one with the infinitive: De interpr. 
9, 18^36 ουδέ τούτο διαφέρει ει τινες έΐπον την άντίφασιν η μη 

έΐπον.— Soph. el. 17, 176 a 6 ουδέν γαρ τοντο διαφέρει η εί ηρετο 

κτέ. [comp. Poet. 18, 1456 a 3°]· 
a 22 περιπέτεια, as a stage-term, seems to mean a complete change or 

reversal of situation within the limits of a single scene or act [v. 
Festschrift Theodor Gomperz dargebracht p. 168]. Apart from 
the stage it has the sense of a sudden change of fortune in Rhet. 
I. 11, 1371 b 10, και αί περιπέτειαι [repentinae mutationes, Goulston] 
και τδ παρά μικρόν σωζεσθαι έκ των κίνδυνων [scii. ήδυ]. πάντα γαρ 
θαυμαστό, τα υ τα ; and that of a reversal of the natural order of 
things in H. A. 8. 2, 590 b 13 1. This same idea of an unforeseen 
reversal of fortune is implied also in the adj. περιπετέβ in Herod. 
8. 20 περιπετέα τε έποιησαντο σφ ίσι αντοΐσι τά πρ-ηγματα, and in

1 Bekker’s punctuation of this passage requires to be amended, as the 
whole statement from καί τis συμβαίνει in b 13 to σαρκοψάγα εστίν in b 20 is 
a digression. The clause that precedes it, ol δε κάραβοι κρατούσι μ\ν των 
μεγάΚων Ιχθύων (b 12), is answered by νέμονται δ’ οί κάραβοι τά ϊχθύδια in b 20.
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Eurip. Andr. 982 περιπετεΐς τνχας, και ζνμφοραν τήνδ' έσπεσονσ 145  ̂a 22 
άμηχανεΐς. Every tragedy, according to Aristotle (7, 1451*13), 
describes a transition from happiness to misery or vice versa; but in 
the * complex story' the change, however gradual it may be, seems 
to the hero to come upon him all at once, by a sudden reversal 
of the state of things; he thinks himself a happy man (let us say) 
at the beginning of an act, and a miserable man at the end of it.
It has been argued, however, by Vahlen (Beitr. 2 p. 6), and more 
recently by Dr. Lock (Class. Rev. 9, 251) *, that a περιπέτεια in 
Aristotle's sense of the term is something different from this—  
that it is conceived as arising when a man's actions (τών πραττο
μένων) are found to have consequences the direct opposite of what 
the agent meant or expected. The language in *25 (v. ad loc.) 
hardly justifies such a very artificial interpretation of a word like 
περιπέτεια, which must be presumed to have been already an 
established and well-understood term of dramatic technique (see 
on 6, 1450*34, and comp. 10, 1452*15). If we refrain from 
putting pressure on isolated points, the general sense and connexion 
of ideas in Aristotle's statement is sufficiently clear. He begins by 
assuming (1) a working definition of περιπέτεια (ή είς τό εναντίον 
των πραττομένων μεταβολή καθάπερ εϊρηται), with an addition to 
remind us (2) that even an incident like this (και τοντο 8έ) is in 
a well-constructed play κατα τό είκδs η τό άναγκαΐον, i. e. the natural 
or necessary consequence of antecedents in the story (10,1452 * 18- 
20), as it is for instance (3) in the Oedipus Tyrannus (* 24-26), 
and (4) in the Lynceus (* 27-29). In the Ο. T. the sudden fall of 
Oedipus is the consequence of the revelation of his parentage 
(δηλώσας os ην * 26), and the revelation of his parentage the conse
quence of the presence of the messenger from Corinth (eXfltW * 25).
Similarly in the Lynceus the sudden change of situation— the 
salvation of Lynceus and death of his enemy (* 29)— is the con
sequence of certain incidents in a previous act (συνέβη έκ των 
πεπραγμένων *28). This second instance— which seems to be 
added as a reminder that the περιπέτεια may be a turn for good 
(comp, τον δε σωθηναι * 29) as well as a turn for evil— is too clearly 
described to leave any opening for any subtleties of interpretation.
Aristotle's language puts before us an act or scene, which begins 
with Lynceus being led off for execution (ως άποθανονμένος * 27) 
and ends with his salvation (σωθηναι * 29). This was the περιπέτεια—  

the εις το εναντίον τών πραττομένων μεταβολή  (* 2 2)— of the Lynceus ;
1 Pye anticipated this suggestion in his Commentary on the present passage.
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1452a 22 and as it came about according to Aristotle through incidents in 
the preceding portion of the play (συνέβη έκ τών πεπραγμένων a 28), 
it was in conformity with the great law of construction laid down 
in the preceding chapter and elsewhere.

a 23 καθάττερ εϊρηται may be taken (with Vahlen) as =  κατά τους 

είρημένους τρόπους, i. e. είς ευτυχίαν η εις" δυστυχίαν, as was said in 
7, I 4 5 ia i3, and tacitly assumed in 6, 145ο*1 3, a 17. If we 
accept Bonitz’s correction in 10, 1452 a 20, the reference will be 
to that passage.

κ α ί τούτο  δε κτε. By omitting the stop before these words 
Vahlen makes them part of the definition of περιπέτεια. But it is 
much more natural to take them as an additional clause, like that 
in 10, 1452 a 18 ταυτα δέ δει γίνεσθαι κτε.— in which case the 
illustrations from the Ο. T. and Lynceus are given as instances 
not of περιπέτεια in general, but of the kind of περιπέτεια which 
accords with Aristotelian principles of construction.

ώσπερ λέγομεν : ‘ in the way we are saying', what follows being 
the explanation of this. The reference is to the formula at the end 
of chap. ΙΟ, η έ£ ανάγκης η κατά το είκός γίγνεσθαι ταυτα.

a  24 T<? Ο ϊδ ιττ ο δ ι: Soph. Ο. Τ. 924 · The Oedipus Coloneus is never
mentioned in the Poetics or elsewhere in Aristotle.

a25 έ λ θ ώ κ  k t c .  ‘ Bene factum est quod ipsam tragoediam adhuc 
superstitem habemus, nam alioqui ex Aristotelis verbis credere 
deberemus Nuntium eo consilio venisse ut Oedipum a metu circa 
matrem liberaret' (Tyrwhitt). It is to be remembered that the 
Messenger in the Ο. T. arrives in the scene (911-1085) preceding 
the peripety (1110-1185). Even after the announcement of the 
death of Polybus Oedipus is not quite freed from his old anxieties, 
as Merope, his supposed mother, is still living; all further dis
quietude on that account the Messenger seeks to allay by his 
assurance that Oedipus was no son of Merope but a foundling, 
whom he had himself received from one of the servants of Laius. 
This disclosure is enough for Iocasta (1056); but neither Oedipus 
nor the chorus has as yet any suspicion of its import. It is only 
in the next scene (1110-1185) that he learns the whole truth, and 
thus falls, all at once as it were, from happiness into misery. This 
is in brief the peripety in the Ο. T . ; and it is, as Aristotle says, the 
natural result of the arrival of the Messenger and his disclosure in 
the preceding scene. Vahlen and others point to this passage, 
έλθών ως ευφρανών . . . τουναντίον έποίησεν, as evidence for their 
contention, that a peripety is said to take place when something



II. 1452 a 22-33 201

done by a man with a certain end in view has consequences of a 1452 a 25 
directly opposite kind. If that were the meaning, the peripety in 
the Ο. T. would surely be a fact in the life of the Messenger, 
not the turning-point in that of Oedipus, 

ευφρανών : Ο. T. 934 sqq. 
άτταΧλάξων κτε. : Ο. T. 989 sqq.
δηλώσας ήν: Ο. T. 1016 sqq. It is this that leads to the a 26 

examination of the Servant in the following scene, which is the 
immediate cause of the catastrophe.

τουναντίον: not the opposite of what the man intended, but the 
changed situation. The meaning is sufficiently shown by the use 
of τδ εναντίον in the first line of the chapter.

Λυγκεΐ: the Lynceus of Theodectes; comp. 18, 1455 b 29 and a 27 
Nauck, TGF.2 p. 801. It is clear from Aristotle's account that it 
must have been a play with a ‘ double plot' (v. 13, 1453 a 30).

rbv μεν συνέβη κτε. The construction is changed in order to a 28 
show that the new situation was the result of something that had 
gone before it, some incident in a preceding scene (συνέβη εκ τών 

πεπραγμενών).
τών πεπραγμένων: comp. ΙΟ, Ι452 ί1 ι9 άστε εκ τών προγεγενη· 

μενών συμβαίνειν κτε., and 18, 14 55 b 3°  δεσΐ9 μέν τά τε π ροπεπραγ
μένα και η τον παιδί'ον ληψις.

άναγνώρισις. Aristotle has already laid it down in 10, 1452 a 18 a 2g 
that the Discovery should arise εξ αντης της σνστάσεως τον μνθον, 
and he does not repeat his rule in the present chapter. He 
assumes that in a 37 (η μάλιστα τον μνθον), and also later on, in 
chap. 16, which is a sort of appendix to this discussion (see 
esp. 16, 1455 a 16).

irpos ευτυχίαν . . . ώρισμενων: comp. Eurip. fr. 218 ed. Nauck a 31 
(TGF.2 p. 424) φεν φεν, τδ δονλον ώς άπανταχη γένος προς την 

έλάσσω μοίραν ώρισεν θεός.
περιπ^τειαι. The plural is used, just as in 6, 1450a 34, 18, a 33 

1456a 19, 24, 1459b 10, t0 denote the concrete instances of 
περιπέτεια, as actual incidents in plays. The formal incongruity of 
number in the juxtaposition of άναγνώρισις and περιπέτειαι in the 
present passage is certainly not greater than that in 9, 1451 b 3 μετά 

μέτρου η άνεν μέτρων, ΟΓ Thuc. 2 . 4· 2 λίθοις τε και κεράμω βαλλόν- 
των. See also the instances quoted on 19, 1456 b i (μέγεθος και 
μικρότητα).

οιαν. Bon. Ind. 5oa 20 would restore οιαν for οΐον in Magna 
mor. 2. 8, 1207 b 18. If (with Vahlen) we retain the MS. reading
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i4Sa a 33 οΐον (=  e.g.), it becomes necessary to understand περιπέτειαν 
after έχ ε ι.

ή  iv τω  Ο ίδ ίπ ο δ ι, scil. άναγνώρισις. 
a 34 πρός άψυχα καί τά τυχόντα. The καί here means ‘ even1, not 

* and ’, as is often assumed by the interpreters. Aristotle distin
guishes between three possible forms of Discovery, according as it 
relates to (1) persons, (2) things, or (3) acts or deeds. In dealing 
with the second form he adds that the things recognized may be 
even of a very casual kind, και τ ά  τυχόντα— thinking perhaps of 
objects like certain of the σημεία mentioned in 16,1454 b 21 sqq. 

a35 εστιν ώς οπερ εϊρηται συμβαίνει. If we adopt Vahlen s sugges
tion, εστιν, ( ο σ )  ώσπερ εΐρηται συμβαίνει, we have to dissever τά  

τυχόντα from άψυχα, and take οσ ώσπερ εΐρηται συμβαίνει as an 
explanation of it. It is not easy to see how τ ά  τυχόντα, i.e. con
crete things of some sort or other, can be said to ‘ happen ’ or 
‘ come about ’ (συμβαίνει) in a particular way. Spengel's reading 
όπερ εΐρηται aptly recalls the idea of άναγνώρισις as defined at the 
beginning of this paragraph, εζ ά γν οια ς εις γ ν ώ σ ιν  μεταβολή , ή εις 

φιλίαν ή είς εχθραν. As this recognition of ‘ things ’ however is not 
a μεταβολή  είς φιλίαν ή είς εχθραν, but at best only a means to that, 
Aristotle throws in the qualifying έ σ τ ιν  ώς ( ‘ in a way ’ , ‘ in a sense ’ ) 

— an expression that always implies some reserve or limitation; 
comp. Phys. 2. 5» *97α 1 0  έ σ τ ιν  ώς ούδεν άπο τύχης δό£ειεν άν 

γίγνεσθαι.— De anima 3· 2> 425 ^22 κα̂  ορών εστιν ώς κεχρωμΑ- 
τ ισ τ α ι.— De mem. 1. 45°  ̂ 20 ν ε σ τ ιν  ώ ς ενδ έχετα ι και συμβαίνει 
τούτο ;—  Eth. Ν. 5· 1136 b 30 καί εστιν ώς τ ά  άψυχα κτείνει.
The construction πρός άψυχα συμβαίνει is sufficiently assured by the 
parallel in Pol. 7. 17, 1336 b 31 συμβαίνει δε τ αυτό τούτο και προς 
τ ά ς  τω ν ανθρώπων ομιλίας και προς τάς των πραγρΑτων— where ταυτο 
τούτο recalls a previous statement just in the same way as the 
οπερ εΐρηται in the amended text of the present passage (comp. 
J. of Phil. 14 p. 45). 

a 36 πέπραγε is transitive, as often in Aristotle, if our existing texts 
are to be trusted (comp. Bon. Ind. 632 a 17). 

άναγνωρίσαι: see on b 5. 
a 37 μάλιστα του μ ύ θ ο υ : comp. IO, I 452a l 8 γίνεσθαι έ£ αυτής της 

συστάσεως του μύθου. As the relationship between the parties is 
presupposed, the discovery of it in the course of the play is a 
very natural kind of incident.

μάλιστα της πράξεως is explained by what follows, ή γάρ τοιαύτη 
άναγνώρισις κτε.
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ή eXcov εξει ή φόβον. The grammatical subject is άναγνώρισις, 1452 a 38 
και περιπίτεια being overlooked (see on 26, 1462 a 16). The 
Discovery will produce pity, when it synchronizes with the πάθος 
or anguish of the hero, as it does in the Ο. T . ; but may also only 
suggest the coming of evil, in which case it will arouse fear. It is 
to be remembered that pity arises through the spectacle of suffering 
actually present and before u s; whereas fear is apprehension of 
evil still to come (see on 13, 1452b 32).

I t i  και τδ άτυχεΐν και τδ ευτυχεΐν κτε. is a further reason for b 2 

saying that the discovery of relationships is ή μάλιστα της πράξεως 
(a 37)· If the play has a happy ending, like the Lynceus (a 2 7) 
or the Iphigenia in Tauris for instance, such a Discovery will 
be a very natural way of bringing that about; and it is equally 
natural in the Ο. T. and other plays with an unhappy ending.

t u w  άττιν άναγνώρισι?. For the emphatic position of the in- b 3 

definite pronoun comp. Soph. el. 13, 173 b 3 η re ορεξις τίνος opefis 
και η επιθυμία τίνος επιθυμία και τδ διπλάσιον τίνος διπλάσιον.

άκαγμωρίσαι, scil. tiW s ά σίν  (to be supplied from the preceding b 5 

δηλος arepos τις  εστιν), * to reveal who they are ’ , ‘ to make them
selves known'— not asTyrwhitt renders it, ‘ se invicem agnoscere '.
The simple verb γνώριζαν has (just like our English ‘ discover') 
two meanings, that of 4to learn' (=  γιγνώσκειν) and that of ‘ to 
make known' (=  γνώριμον ποιείν or δηλουν). The first sense 
reappears in certain of the compounds {προγνωρίζειν, συγγνωρίζαν), 
and the second in Others (διαγνωρίζειν, Ιπιγνωρίζειν). αναγνώριζαν 
recalls both senses of γνωρίζειν, sometimes meaning ‘ to recognize', 
and sometimes ‘ to reveal'. (1) It means to ‘ recognize’ in 14,
1 453 b 31 αναγνώρισαι την φιλίαν , and (with φιλίαν or some such 
word understood) in 14, 1453 b 35> *454 a 3> 6» 8. This is the 
sense o f άναγνωρίουντος also in 16, 1455 a 15 — where τδ τόζον is 
understood, as the context (τδ τόζον γνώσεσθαι) will show ; and 
of αναγνώρισαi in I I ,  I 452a35 e'L ττεπραγε τις η μη πεπραγεν 
αναγνώρισαι, ‘ utrum fecerit aliquis an non fecerit agnoscere ' (Ritter).
Another instance is in the passive, άνεγνωρίσθη νπο της τροφον, in 
16, 1 4 5 4 b 27· (2) On ^e other hand the word must mean
‘ reveal' in 16, 1454b 32 άνεγνώρισεν on Ό  ρέστης, ‘ manifestum 
fecit se esse Orestem' (Ritter), and in the parallel in 17, 1455 b 9, 
where δτι Ό ρεστης or some equivalent has to be understood after 
άνεγνώρισεν (comp. 17, 1455b 21). The same sense is found in 
the passive in the present context (b 6), τω Όρέστη άνεγνωρίσθη, 
which means ‘ was revealed to Orestes', rather than ‘ was recog-
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1452b 5 nizecT by him; and also (if I am not mistaken) in άνεγνωρίσθησαν 

in 16, 1455 a 3. A third sense has been found for άναγνωρισας in 
τ7> M55 b 21) cm which see note. 

b 6 Ιφιγένεια: comp. 16, 1454 b 32. The reference is to Eurip. 
Iph. Taur. 727 sqq.

τω *Ορ&ΓΤΥ| is probably not a dative of the agent but equivalent to 
προς τον Όρέστην. 

b 7 εκείνου is to be taken as a genitive after the avaγνωρίσεως that 
follows in b 8 (comp, τινων b 3, and θάτερον b 4). For a genitive 
depending on a following genitive compare έκαστον in 18, 1456 a 6 
(v. ad loc.), and Plato Rep. 534 B λόγον έκαστον . . . της ονσιας 
[comp. Campbell, Rep. of Plato 2 p. 185]. 

b 9 irepl ταυτ Ιστί. There is no reason to delete the preposition. 
The μνθος being a μίμησις πράξεως (comp. esp. 10, 1452 a 13), two 
parts of the μνθος (the περιπετεια and άναγνώρισις) are said to 
relate to certain portions of the πράξις, i. e. to the kind of incidents 
already considered in the preceding statement (10, 1452 a 12— 11, 
1452 b 8). The μνθος in fact has a περιπετεια and άναγνώρισις 
because the πράξις which it represents is conceived as having them. 
It will be observed that the ‘ simple plot’ of 10, 1452a 12 is 
now tacitly set aside, no doubt on account of its inferior dramatic 
value (v. 13,1452 b 31). 

b n  εϊρηται, ‘ has been already described, or explained'; comp. 25, 
1460 b 24 τό γάρ τέλος εϊρηται.— De anima 2. 8, 420 b 21 TO 8' αίτιον 
εν ετέροις εΐρησεται.— Eth. Ν. 4· 7> H 2 7 a l8 ol μεν προς ηδονην 
καί λνπην ομιλονντες ειρηνται.

ττάθοξ δ’ £στ! πραξις κτε. The term πάθος requires definition 
because of the variety of senses attaching to it. In ordinary 
language it often involves the idea of great suffering, and has the 
concrete sense of a great trouble or affliction of body or mind: 
Metaph. Δ 21, I02 2 b i9 πάθος λέγεται . . . αι βλαβεραι αλλοιώσεις 
και κινήσεις, καϊ μυάλιστα αί λυπηροί β λά βα ι. ΐτ ι  τα μεγέθη τών 

σνμφορών και λνπηρών πάθη λεγεται (comp. Bon. Ind. 557 a 2 )̂· 
The sense the present definition gives the word was probably one 
already established in theatrical usage (see on 6, 1450 a 34). The 
πάθος is, just like the άναγνώρισις and the περιπέτεια, one of 
the incidents of the play and as such part of the πράξις or action. 
Aristotle defines it accordingly as a πράξις of a certain kind, a 
πράξις φθαρτικη η οάννηρά. Apart from the theatre the terms πάθος 
and πράξις are natural opposites (comp. 1, 14 4 7 ^ 8  and Eth. N. 
5. 7, 1132 a 9).
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ττράξις φθαρτική ή όδυνηρά κτέ.: compare the enumeration of 1452b π  

things piteous’ (ελεείνά) in Rhet. 2. 8, 1386 a 4 οσα τε γαρ τών 
λυπηρών και οδυνηρών φθαρτικά, πάντα ελεεινά, και οσα αναιρετικά,
Και όσων η τύχη  αίτια κακών μέγεθος έχόντων. εστι δ’ οδυνηρά μέν 
και φθαρττικά θάνατοι και αικίαι σωμάτων και κακώσεις και γήρας και 
νόσοι και τροφής ένδεια κτέ.

& τω φα^ερώ θάνατοι: i. e. violent deaths on the stage, before the b 12 
eyes of the spectators, such as Horace condemns in A. P. 185 (comp.
Tumlirz, Die tragischen Affecte Mitleid und Furcht nach Aristo
teles, p. 16).

τΓεριωδυνάαι signifies bodily agonies, as the context shows; 
comp. Eth. E. 1. 5, I 2 l 5 b l 8  πολλά γάρ έστι ταιαυτα των άποβαι- 

νόντων, δι* α προ'ιενται το ζην, οιον νόσους περιωδυνίας χειμώνας.
δσα τοιαυτα serves to include the less physical forms of pain. b 13 

In the Oedipus Tyrannus, which Aristotle so constantly holds up 
as the perfect model of a tragedy, the πάθος is the mental anguish 
of Oedipus (Ο. T. 1317 sqq.) much more than the physical 
horror of his self-inflicted blindness.

Bernays (Zwei Abhandl. p. 167) and Bernhardy (Gr. Litt. 2. 23 b i4 
p. 236), as well as most of the recent editors of the Poetics, agree 
with Ritter in rejecting chapter 12 as an interpolation. The 
reasons advanced by Ritter against it are threefold:— (1) that 
it breaks the continuity of the main discussion; (2) that it 
gives us a string of names and definitions of the external accidents 
of Tragedy, which it was not at all necessary for Aristotle’s purposes 
to consider— ‘ non nisi nuda nomina exhibentur, quorum descriptio 
non ex fine tragoediae proposito, non ex interna eius forma et 
constitutione, id quod deceret philosophum, sed ex habitu illius 
externo petitur’ ; (3) that the form of the conclusion, a mere 
repetition of the opening sentence, betrays the hand of an interpo
lator. These arguments, however, which are hardly so conclusive 
as has been supposed, ignore a good many points which have to 
be taken into account in the general balance of probabilities.
(1) There is the mark of style; the terminology in κατά τό ποσον 
και εις ά διαιρείται κεχωρισμένα is Aristotelian, and the brevity of 
these clear-cut definitions can hardly be said to be un-Aristotelian.
(2) Aristotle may very well be conceived to have felt that the 
‘ parts ’ κατά τό ποσόν were not only of great technical importance 
but also too obvious and too recognized to be passed over in 
silence; and further that, as certain of them (πρόλογος and έπει- 
σόδιον) had been already mentioned in the book, a short note
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145ab 14 explaining what they were might be expected. (3) Besides 
this, it has to be borne in mind that the very term ‘ parts ’, in the 
present sense of the word, had actually appeared in the definition 
of Tragedy in 6, 1449b 25 ηδνσμίνω λόγω χωρίς έκάστω των (Ιδων 
Ιν τοΐς μ ο ρ ίο ις .  In the analysis also of Tragedy in 6, 1450a 7 
ανάγκη ovv 7τάσης τραγωδίας μίρη  c i v a i  c£ , καθ δ π ο ι α  τ ι ς  c o t i v  η  

τραγωδία, the only motive for the qualifying clause καθ’ δ π ο ι α  τ ι ς  

εστιν η τραγωδία is to distinguish the parts under consideration 
from another series of parts of a different kind— the μίρη κατά το 
ποσον of the present chapter. It is clear that Aristotle was already 
thinking of these latter; and the clause added prepares us, as 
it were, for a more formal recognition of them.

The doubt as to the genuineness of this chapter is often sup
posed to be confirmed by the difficulty of reconciling one or two of 
its definitions with the known facts of the Drama as seen in 
the works of the three great tragedians. If we look at the 
structure of our surviving Greek tragedies, certain of these defini
tions are either inadequate or untrue. ‘ It is not true to say that 
the stasimon is distinguished from the parodus by the absence of 
anapaests and trochaics. Anapaests are far from being universal 
in the parodus, while they occur not uncommonly at the beginning 
of stasima . . . and in the Medea one of the stasima (1081-1115) 
is anapaestic throughout. Again, the ordinary trochaic metre 
is frequently found in stasima, while trochaic tetrameters are 
equally unknown both to the stasima and the parodi of tragedy * 
(Haigh, Tragic Drama of the Greeks p. 356; comp. Westphal, 
Prolegomena zu Aeschylus Tragodien p. 57). The question, 
however, on which so much ingenuity has been expended, admits 
of another answer if one remembers Aristotle’s purpose in writing. 
His work is, in intention at any rate, a practical treatise, an Art of 
Poetry, not a record of learned research; and it was written for 
the benefit of the men of his own day, and with reference to the 
theatrical conditions of the time. Although he thinks that in 
certain particulars the existing practice of the stage should be 
reformed by a return to that of the older dramatists, the general 
assumption in the Poetics is the theatre as it was in the middle 
of the Fourth Century. One of the chief difficulties a student of 
the older Drama finds in this chapter is in a point relating to the 
Chorus. We do not know much of the economy of the later 
Tragedy; but one thing is fairly ascertained, that the chorus was 
no longer what it had been in the age of Sophocles and Euripides.
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Aristotle himself tells us (18, i4 5 6 a 28) that its songs, instead of 1452 b 14 
forming a more or less integral part of the play, had degenerated 
into mere lyrical intermezzi (εμβόλιμα). This, however, can 
hardly have been the only change it had undergone. The proba
bility is that the dramatic dance also had been curtailed, and that, 
when once in its place in the orchestra, the chorus simply sang its 
pieces without any accompanying dance. What the comic poet 
Plato (fr. 130 Kock) said of the choruses of his day:

ωστ cl τ ις όρχοΐτ  eu, θίαμ ην* νυν de δρώσιν ούδίν}

α λλ’ ώσττep άπόπ\ηκτοι στάδην ΐσ τώ τξς ωρύονται,

was presumably as true of those of Tragedy as of the rest in 
Aristotle’s age. If it was true of Tragedy, however, the new state of 
things would naturally imply a new technique in the treatment of the 
χορικά; the so-called στάσιμα  would be what their name in fact 
suggests, stationary songs, as opposed to the πάροδοι or entrance- 
songs; and there would accordingly be no place in them for verses 
in a metre of movement. The definition of the στάσιμον, there
fore, as a μ ίλος avev αναπαίστου και τροχαίου may not be quite so 
paradoxical as it seems at first sight (comp. Westphal 1. c. p. 64).
The difficulty we find in this instance seems to be really due to the 
grammarians having transferred the word στάσιμον  from the later 
to the earlier Tragedy, where the position of the ‘ sung parts ’ (as 
Aristotle calls them) was the same, though their structure and 
dramatic importance were not the same. This conclusion is 
confirmed by the way in which the ancients dealt with this chapter.
The explanations of πάροδος, στάσιμον, etc., in the grammarians 
(to be seen in Westphal 1. c. and elsewhere) reproduce the defini
tions in the text, but with modifications manifestly due to a desire 
to re-shape them into conformity with the actual facts of the great 
Drama, that of Sophocles and Euripides. ‘ Duodecimi capitis cir
cumscriptio cum haud quaquam ad omnes tragoedias quadraret, 
pars eorum qui postea id genus tractarunt eam additis aliis 
notionibus amplificare, pars eam vocibus accuratius terminatis 
emendare, pars eam aliquo modo varietati rerum quae apud poetas 
obversatur adaptare studuerunt, unde haud paucae dissensiones 
manarunt ’ (L. Schmidt, De parodi et stasimi nominibus p. viii).
This may perhaps be taken as evidence not only for the antiquity of 
the definitions in this chapter (comp. Consbruch, Comm, in honorem 
Gu. Studemund p. 223), but also for their having made their appear
ance in a work of considerable authority at the time.
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els & διαιρβΐται : Metaph. Δ 25, 1023b 12 /̂ P0? λεγεται cva μεν 
τρόπον ets o διαιρ€#αη αν το ποσδν δπωσουν. 

b 18 απάντων. The sense of this sentence seems to be rightly under
stood by Tyrwhitt (who is here only following Goulston): * Atque 
hae quidem communes sunt tragoediarum omnium; propriae vero 
quarundam sunt e scena cantus et κόμμοι, sive planctus/ For the 
neuter απάντων comp, πάν in 6 ,14 50  a 13 and εξ άλλου els άλλο in 
18, 1456 a 31. Hermann with less probability supposes χορευτών 
to be understood (comp. Haigh, Tragic Drama of the Greeks 
p. 361). Others, understanding δραμάτων, imagine Comedy as well 
as Tragedy to be meant.

ταυτα. It is not clear whether this refers to all the parts men
tioned, or only to the two chorica, the πάροδος and στάσιμον. 
I incline to the second alternative, notwithstanding the arguments 
that have been urged against it (Klein, De partibus formisque 
quibus tragoediam constare voluerit Aristoteles p. 5). Aristotle is 
thinking primarily of the parts sung; and by a very natural 
association of ideas he passes from the parts sung by the chorus 
first to the lyrical passages sung by an actor (or actors), and then 
to the dirges sung by an actor (or actors) and the chorus in 
conjunction.

τά άπό τής σκηνής, the solos (μονωδίαι), duets, and trios sung by 
the characters on the stage. These dramatic lyrics are recognized 
in Probl. 19. 15, 918 b 26, and contrasted with the songs of the 
chorus: τά μ\ν άπο της σκηνής ουκ αντίστροφα, τά δε του χορού 
αντίστροφα' δ μεν yap υποκριτής αγωνιστής και μιμητής, δ δε χορδς 

ήττον μιμείται (see also Probl. 19. 3°> 92° a &— 48, 922 ι6).
Comp. Suidas Μονωδία* ή άπο της σκηνής ωδή εν τοΐς δράμασι. και 
μονωδεΐν το θρήνεΐν. μονωδία λεγεται δταν εις μόνος λεγη την ωδήν 
και ουχ δμου δ χορός. 

b ig  πρόλογος. The term, which appears several times in Aristophanes, 
is used in the sense the present definition gives it in 5, 1449 b 4, and 
in Rhet. 3. 14, I 4 l5 a 8 τά του δικανικου προοίμια δει λαβεΐν δτι 
ταυτδ δυναται οπερ των δραμάτων οί πρόλογοι καί των επων τά 
προοίμια . . . (a ΐ8) και οι τραγικοί δηλουσι περί (ου) το δράμα, καν 
μή ευθυς ώσπερ Ευριπίδης, άλλ’ εν τω προλόγω γε που. 

b 20 έπεισάδιον may be compared with ρόδιον (from έξοδος); it seems 
to be derived from επείσοδος, in the sense the word has in Sophocles 
O. C. 7 29 δρω τιν υμάς ομμάτων είληφότας φόβον νεώρη τής εμής 
επεισόδου ('my coming in upon you’). This seems to me a more

1452 b 15 πρότερον: in chap. 6.



probable explanation than those noted by Haigh, Tragic Drama 1452 b 20 
of the Greeks p. 353.

πάροδος. For the definitions of it in the grammarians seeb 22 
J. Aschauer, Ueber die Parodos und Epiparodos in der griech- 
ischen Tragodie p. 5. As the negative part of the definition of 
στάσιμον, άνευ αναπαίστου καί τροχαίου, must be supposed to 
differentiate it from/the parodus, it seems clear that in the view 
of the writer of thisj/chapter anapaestic and trochaic passages were 
not out of place in jthe parodus. In the existing Greek tragedies, 
however, trochaic passages are all but unknown in the parodi, 
though they are common enough in Comedy: there is no instance 
of them in Sophocles or Euripides, and apparently only one in 
Aeschylus (Persae 155)· All this points to the conclusion (comp.
Westphal 1. c. p. 64) that it is a later form of Tragedy that Aristotle 
is thinking of, and that the practice of the tragedians in this matter 
had changed since the time of Euripides. For the actual use of 
trochaics in the tragic parodi there is some faint evidence in Schol.
Aristoph. Ach. 204 γέγραπται δέ τό μίτρον τροχαϊκόν πρόσφορον ττ} 

των διωκόντων σπουδή, ταυτα δέ ποιειν ς,Ιωθασιν οί των δραμάτων 
ποιηται κωμικοί καί τ ρ α γ ικ ο ί , έπειδαν δρομαίως είσάγωσι τους 
χορούς, ΐνα δ λόγος συντρέχη τω δράματι.

λέξις ολη. Ever since Twining’s time there has been a tendency b 23 
to press the meaning of λέξις, and distinguish it from μέλος (comp.
K. 0 . Muller, Kleine deutsche Schriften 1 p. 510); it is supposed 
to stand for recitative, or to be a general term including recitative 
and song. This interpretation is hardly reconcileable with the 
language of the adjacent definitions. (1) The definition of the 
στάσιμον, as a μέλος άνευ αναπαίστου καί τροχαίου, presupposes 
the possibility of a μέλος with anapaests and trochaics; (2) the 
definition also of επεισόδιον, as that which is μεταξύ όλων χορικών 
μελών, will not apply to the first επεισόδιον, if the parodus which 
precedes it is not to be regarded as a μέλος (comp. Westphal 1. c. 
p. 58). λέξις όλη is to be compared with the μέρος ολον in the 
preceding definitions of πρόλογος, επεισόδιον and έξοδος. The 
traditional reading λέξις όλου χορού involves a distinction between 
the entire chorus and individual χορευται, which would probably 
have had very little meaning in Aristotle's day, when the chorus had 
practically ceased to take a serious part in the action of the play.

στάσιμον. For the origin of this technical sense of the word 
it is usual to refer to Aristophanes Vesp. 270 άλλά μοι δοκίΐ 
στάντας ένθάδ\ ωνδρζς, αδοντας αυτόν έκκαλείν, as showing that
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b 23 στάσιμον meant the song sung when the chorus had taken up its 
position in the orchestra; and to Ran. 1280 μή, πριν γ  άν άκουσης 
χάτέραν στάσιν μελών— where the Scholiast explains στάσιν μελών 
by στάσιμον μέλος δ αδουσιν ιστάμενοι.οι χορευτάι. The interpre
tation, however, of this second passage is by no means clear, as 
στάσις μελών may very well mean a ‘ set of songs', a σύστημα μελών. 
The general sense of the adj. στάσιμος is ‘ without movement' or 
‘ action' (=  ακίνητος), and hence ‘ steady ', ‘ stable * q u i e t T h e  
στάσιμον, accordingly, should be the ‘ stationary s o n g a s  distinct 
from the πάροδος, a song of movement. This is exactly what Plato 
Comicus implies in his description of the chorus of his time (see. 
above); and it is in accordance with the statements of the 
grammarians, e. g. that in Schol. Eurip. Phoen. 202 τούτο το μέλος 
στάσιμον λέγεται' όταν γάρ δ χορος μετά την πάροδον λέγη τ ι μέλος 
προς την υπόθεσιν άνηκον ακίνητος μένων, στάσιμον λέγεται το ασμα, 
and that in Schol. Soph. Trach. 216 τό μελιδάριον ουκ εστι στάσιμον 
άλλ’ υπο της ηδονης όρχουνται. If we may suppose that in Aristotle’s 
time the chorus after the πάροδος stood motionless in its place in the 
orchestra, the songs in this part of a tragedy would be rightly termed 
στάσιμα-, and the absence of anapaests and trochaics would be 
a good formal mark of distinction between them and the πάροδοι. 

b 24 ά α̂παίστου : not the foot itself, but the verse or verses made 
up of it.

τ ρ ο χ α ίο υ : trochaic verse or verses, in the same way as ίαμβος 
often means an iambic verse. The reason for the exclusion of the 
trochaic tetrameter is that, as one of the κινητικά μέτρα, it has 
a special fitness for the dance (see on Poet. 4, 1449 a 2i). 

b 3° τ ο ΐς  νυν ε ίρη μ έΐΌ ΐς, i.e. in the discussion in chaps. 7-11, which 
dealt with the μύθος in general and its unity of structure. Aristotle 
now turns to the question of the particular form of μύθος required 
to produce the emotional effect of Tragedy (pity and fear). 

b 31 μ ή  άττλήΐ' ά λ λ ά  πεπλεγμένην: see the explanation of these terms 
in 10, 1452 a 12-18. The finest kind of tragedy involves a complex 
plot, because the element of surprise (comp. 9, 1452°· 4, and 14, 
1454a 4) in the complex plot accentuates the tragic impression 
(comp. 6, 1450 a 33 and 9, 1452 a 4). It may be observed, as an 
instance of Aristotle’s inconsistency in matters of language, that 
in 13, 1453 a 13 the απλούς μύθος is the opposite of the διπλούς, not 
(as here) of the πεπλεγμένος μύθος. 

b 32 φ οβερώ ν κ α ι ίλεεινων εΤκαι μ ιμ η τ ικ ή ν :  as was assumed in the 
definition of Tragedy (6, 1449 b 27), and again in 9,1452 a 2 and
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II , 1452 a 38. φοβερά καί ελεεινά (scil. πράγματα) is a compre-I45a b 32 
hensive designation for the incidents distinctive of Tragedy, just as 
γελοία describes those of Comedy. A  tragic scene may be either 
φοβερον} ‘ alarming', suggestive of coming evil or danger to the 
hero, or cXc€ινόν, ‘ piteous', a representation of his anguish and 
suffering. Fear (the opposite of hope) relates to the future; pity 
to evil or suffering actually present and before us. In Aristotle’s 
time the definition of fear was ‘ expectation of coming evil', προσ
δοκία κακόν (Eth. N. 3. 9, 1 1 15 a 9), or προσδοκία μέλλοντος κακού 
(Plato Laches 198 b );  or, as he puts it in Rhet. 2. 5, 1382 a 21, 
λνπη τις η ταραχή έκ φαντασίας μέλλοντος κακού φθαρτικον η 
λυπηρόν. In pity on the other hand the evil or suffering, instead of 
being possible and prospective, is actual and before our eyes as it 
were: Rhet. 2. 8, 1385b 13 έστω 8η ελεος λνπη τις έπί φαινομένω 
κακω φθαρτικω η λνπηρω  (comp. Tumlirz, Die tragischen Affecte 
Mitleid und Furcht nach Aristoteles p. 15). The distinction be
tween the φοβερά and ελεεινά in a play may be seen in the Oedipus 
Tyrannus, in which we are gradually prepared for the piteous 
incidents of the catastrophe by a series of premonitions of coming 
evil in the earlier scenes. The sympathetic interest we are thus 
made to take in the fortunes of the tragic hero depends, according 
to Aristotle, on one condition, his being more or less like ourselves 
(ομοιος), i. e. neither exceptionally good nor exceptionally wicked.
This ethical similarity is what renders fear for another possible 
with us, as we are told in the context, 13, 1453 a 5 φόβος περί τον 
ομοιον; and in the Rhetoric the same is said of pity: Rhet. 2. 8,
1386 a 24 τονς opιοιονς έλεονσι . . . κατά, ηθη. It would be easy, if 
it were worth while, to amplify the present statement by further 
illustrations from the corresponding chapters of the Rhetoric (2. 5 
and 2. 8). The general point of view, however, in the two dis
cussions is not the same. The pity and fear of the Rhetoric are 
the pity and fear of the judges whom the rhetor is addressing; it 
is part of his art to work, it may be, on their fears, and deter them 
from an adverse decision by showing how injurious its consequences 
may be to them and theirs. But the apprehension the tragic poet 
arouses in us is not of this personal description; it is a disinterested 
fear for another, the danger that arouses it being that of the hero, 
not that of the audience in the theatre. The point being so obvious, 
it is strange to see a diametrically opposite view taken by a critic 
of such distinction as Lessing. ‘Aristotle’s fear (he tells us) is 
not the fear which the impending evil of another arouses in us for

p 2
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J452 b 32 that other; it is the fear that arises for ourselves from our likeness 
to the sufferer; it is the fear that the misfortunes, which we see 
hanging over him, may befall ourselves; it is the fear that we may 
ourselves become the pitied object’ (Hamb. Dram. St. 75). The 
rhetoric of Lessing’s statement may perhaps conceal the under
lying confusion of thought: he has confused our fear that some
thing will happen with our recognition of the possibility that 
something may happen to us. This latter is the general condition 
of all sensibility to pity and fear; but it is not a πάθος, and cannot, 
therefore, be identical with either of these emotions (comp. Tumlirz
I.e. p. 7 ; Zeller, Phil. d. Gr. 2. 2s p. 783). Lessing has an equally 
paradoxical view of the Aristotelian lAco?— one inspired, if I am 
not mistaken, by Hobbes rather than by Aristotle himself. He 
thinks that according to Aristotle ‘ the feeling of pity is impossible 
without fear for ourselves . . . fear is a necessary ingredient in pity’ 
(Hamb. Dram. St. 77); one of his modern followers even goes so 
far as to assert that the Aristotelian pity is only ‘ a disguised fear ’ 
(‘ eine verkappte Furcht’, Doring, Kunstlehre des Aristoteles 
p. 310). This rapprochement of the two feelings is not warranted 
by the texts in the Rhetoricl. A distinction between them is 
implied not only in the present, but also in other passages of the 
Poetics; comp. εΧεος καί φόβος (6, 1449 b 27; 14, 1453 b 12), 
η εΧεον εξει η φόβον ( i i ,  1452 a 3 )̂, οντε εΧεον οντε φόβον (scil. 
Ιχοι av, 13, 1453 a 3), φοβερόν καί εΧεεινόν (9, 1452a 2; 13, 
1452 b 32 ; 14, 1453 b T)> οϋτ€ ελεεινόν οντε φοβερόν (13, 1453 a I,

1 The logical weakness of Lessing’s reasoning at times may be seen from 
his interpretation of Rhet. 2. 5, 1382 b 26, where the enumeration of φοβερά 
is summed up in a brief formula, us δ’ άπλως εΐιτειν, φοβερά εστιν οσα Ιφ' 
ετερων -γινόμενα ή μέλλοντα ελεεινά εστιν— 1 speaking generally, one may say 
that all evils are fearful, which arouse pity when they befall or are about to 
befall others *. On the strength of this Lessing tells us that with Aristotle pity 
necessarily involves a feeling of fear: ‘ So dachte Aristoteles von dem Mitleiden, 
und nur hieraus wird die wahre Ursache begreiflich, warum er in der Er* 
klarung der Tragodie nachst dem Mitleiden, nur die einzige Furcht nannte. 
Nicht als ob diese Furcht hier eine besondere von dem Mitleiden unabhangige 
Leidenschaft sey . . . sondem weil, nach seiner Erklarung des Mitleids, dieses 
die Furcht nothwendig einschliesst; weil nichts unser Mitleid erregt, als was 
zugleich unsere Furcht erwecken kann ’ (Hamb. Dram. St. 75). But the feet 
that a particular kind of evil (e. g. a painful death) is in one relation a cause 
of fear and in another of pity is not enough to show the substantial identity 
o f the two feelings, or to prove that one of them includes the other.

. Aristotle’s φοβερά εστιν οσα ελεεινά εστιν is not an analysis of the feelingtff 
φόβο*, but merely an attempt to determine the kind of facts to which it relates.
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6).- It will be seen from the instances just quoted that in the 1 4 5 2 b 3 2  

formula ‘ pity and fear’, pity comes first, whereas in the corre
sponding formula φοβ€ρά often precedes e X c e i r a .  The explanation 
may perhaps be this, that Aristotle (like Plato) assumes a tragedy 
to be a picture of human suffering (πάθος); so that the excitement 
Df pity is its primary and essential purpose, the element of fear 
coming in as a sort of secondary matter, to quicken our sympathy 
with the tragic hero, and prepare us for a catastrophe. In a 
play like the Oedipus Tyrannus, for instance, which Aristotle has 
30 constantly in mind, the φοβερά precede the cAeeivd and lead up 
to them; but the great tragic interest is in the later scenes, in which 
Oedipus becomes an object of pity.

πρώτοι μ€ΐ> is answered by ούδ’ αν in 1453 α ι (comp. Plato b 34 
Symp. 219 e  ; Laws 935 a ) .

The connexion between the main points in the discussion in this 
md the next chapter is as follows. After laying down (1) the 
general rule that, if a tragedy is to arouse pity and fear in us, the 
tragic hero must be a man of a certain type of character (13,
1452 b 34), Aristotle adds (2) that the tragic effect is enhanced by 
the play having an unhappy ending (13, 1453 a 12), an<3 (3) weak
ened by a ‘ double plot in which the unhappiness of certain of the 
personages is balanced by the happiness of others (13, i4 5 3 a 30); 
and (4) that stories of horror in which kinsmen are involved have 
an especial tragic interest and value (14, 1453 b 14). This last 
leads him off (5) into a discussion on Discovery and its place in 
a play (14,1453 b 2 )̂ 5 ^e conclusion being (6) that, where kins
men are concerned, the best form of tragedy is one in which 
a timely Discovery prevents the actual perpetration of the contem
plated deed of horror (14,1454 a 4).

Επιεικείς, the opposite of μοχθηρούς in a 30; in ordinary usage 
Ιππικής is often synonymous with σπουδαίος or χρηστός (comp. 15,
1454 b 13), and opposed to φανλος (comp. 26, 1462 a 2) and 
similar terms (Bon. Ind. 271 b 36). The sense we are to attach 
to the term in this passage is shown by the equivalent that replaces 
it in 13, 1453 a δ άρ€τη διαφόρων και δικαιοσύνη. Aristotle tells us 
that a man of great worth and virtue is not sufficiently like our
selves (δμοως) for the purposes of Tragedy, because his sufferings 
will create an overpowering feeling of indignation or disgust instead 
of pity. It is difficult to reconcile his present view with what he 
tells us elsewhere of the tragic hero (see on 13, 1453 a 16), or his 
present use of the term Ιππικής with that in 15, 1454b 13.
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b1452 34 Besides this, according to the Rhetoric it is quite possible for one 

who is επιεικής to be an object of pity: Rhet. 2. 8, 1385 b 34 
καν οΐωνταί τινας είναι των επιεικών (scil. ελεουσιν). All this may 
perhaps show that strict consistency of language is not always to be 
expected even in Aristotle. 

b 36 μιαρόν: as an offence to our moral or religious feelings ; comp.
14, M53b 39> 1454 a 3· 

b 38 φιλάνθρωπον. The situation having no πάθος, actual or pro
spective, does not arouse any kind of tragic emotion; it does not 
appeal to our ‘ philanthropy', or our pity, or our fears. It is 
assumed here that τό φιλάνθρωπον has some sort of tragic value, but 
not the same as τό ελεεινόν ΟΓ τό φοβερόν. τό φιλάνθρωπον is that 
which appeals to the φιλάνθρωποι. The φιλάνθρωπος, or tender
hearted man, is able to feel a certain commiseration even for the 
wicked in misfortune; this feeling, however, is not pity proper, 
since it lacks the moral basis of all pity, the belief that the misfor
tune is not deserved. This interpretation of τό φιλάνθρωπον 
accords with the use of the term in the context (1453a 3; comp. 
18, 1456 a 21), as well as with the ordinary Greek conception of 
φιλανθρωπία, ‘ fellow-feeling ’, ‘ kindliness ', ‘ tender-heartedness * 
(comp. L. Schmidt, Ethik der Gr. 2 p. 277). A certain affinity
between φιλανθρωπία and pity is recognized in Rhet. 2. 13,
1390 a 19, where the tender-heartedness of the young is said to make 
them easily moved to pity: ελεητικοί δε και oi -γέροντες είσιν άλλ*

> ϊ  \ > ν λ / * \ ν £ '  J \ Λ / « β >ου δια ταντο τοις vcois* 01 μεν yap όια φιλανθρωπίαν, οι όε οι
άσθενειαν (comp. Tumlirz I.e. p. 13). A very different sense has 

, been attached to the word by Twining and others, who suppose that 
I the situation described as φιλάνθρωπον is one that satisfies our sense 
j  of poetical justice, a true lover of mankind being bound to rejoice 
j at the punishment of evil-doers. Any one who remembers what 
I φιλανθρωπία meant to a Greek, will at once see the improbability 
. of this somewhat artificial rendering of τό φιλάνθρωπον in Aristotle.

1453 a 2 μεταπίπτειν : comp, the use of μεταβάλλειν  in 7> 1451 a 14 
(and passim), and that of μεταβαίνειν in 18, 1455 b 2 7· 

a 4  π ε ρ ί τόν Ανάξιον, π ερ ί=  ‘ in the case of’, i.e. as we say, ‘ for’ ; 
the preposition enables Aristotle to join φόβος and ελεος in the same 
construction. For this use of περί comp. Eth. N. 3. 9, n i 5  a 22 
ει τις νβριν περι παΐδας η γυναίκα φοβείται.— Plato Rep. 539 Α *να Μ  
γίγνηται ο ελεος ουτος περι τους τριακοντοντας σοι.— Lysias 168, 39 
περί τους ουδεν έχοντας κακόν ελεημονεστατοι δοκουντες είναι.
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ά μ ά ξιο μ : Rhet. 2. 8, 1 3 8 5  b I 3  έσ τω  δή ελεος λνπη  τ ις  επι φαινο- 1 4 5 3  a  4 
αένω κακω φθαρτικω ή λνπηρω τον α ν α ξ ίο υ  τύγχανειν, δ καν αυτός 

προσδοκήσειεν αν παθείν ή των αντον τιν ά , κα ι τοντο όταν πλησίον 
φαίνηται.

δυστυχοΟμτα: for the participle see Goodwin, Synt. of Gr. Moods 
and Tenses 829 (b). Another instance of the construction will 
be found in 14, 1453b 23.

περί τον όμοιοι. T h is disinterested fear, which rests, just like *5 
pity, on a basis o f sympathy, is not recognized in the Rhetoric, 
where the point o f  view from which the emotions are considered 
is different (see on 13, 1452 b 32). T h e antithesis in the text,
6 μεν περί τον ανάξιόν εστιν δ δε περί τον όμοιον, is too strongly put, 
since pity also is περί τον όμοιοι/, as one may see from Rhet. 2. 8,

1 3 8 6 a 24 και τους όμοιους ελεονσι κατά ηλικίας, κατά ήθη, κατά 
εξεις, κατά αξιώματα, κατά γενη.

δι* αμαρτίαν τιμά: a 16 δι* αμαρτίαν μεγάλην. αμαρτία in the a IO 

Aristotelian sense of the term is a mistake or error of judgement j 
(error in Lat.), and the deed done in consequence of it is an ' 
apAprrqpja (erraium). In the Ethics an αμάρτημα is said to ! 
originate not in vice or depravity but in ignorance of some j 
material fact or circumstance: Eth. N. 5. 10, 1135 b 12 τά μεν ; 
μετ’ άγνοιας άμαρτήματά εστιν όταν μήτε ον μήτε δ μήτε ω μήτε \ 
ον ενεκα νπελαβε πράξη· ή °ά β ά λλειν ή ον τοντω ή ον;
τούτον ή ον τοντον ενεκα ωήθη . . . όταν μεν ονν παραλογως ή β λ ά β η ) 
γενηται, άτνχημα, όταν δε μη παραλογως άνεν δε κακίας, αμάρτημα 
(comp. Rhet. 1. 13, 1374b 6). This ignorance, we are told im 
another passage, takes the deed out of the class of voluntary acts, 
and enables one to forgive or even pity the doer: Eth. N. 3.
2, 1 1 1 0 ^ 3 1  ου γάρ ή εν τή προαιρεσει άγνοια αίτια του ακουσίου 

ά λ λ α  τ^ ς μοχθηρίας, ονδ’ ή καθόλου (ψέγονται γάρ διά γε ταντην), 
ά λλ* ή καθ’ εκαστα, εν οΐς και περι ά ή πράξις· εν τοντο ις γάρ και 

ελεος καί συγγνώμη (comp. Thuc. ι. 32. 5)· ^us making the 
tragic story turn on an αμαρτία Aristotle is probably thinking 
more immediately of the Oedipus Tyrannus (comp. 14, 1453^29).
It is strange that the αμαρτία or αμαρτία μεγάλη, of which Aristotle 
is speaking, should have been taken by Tumlirz (I.e. p. 25) and 
others to mean not an error of judgement, but some ethical fault 
or infirmity of character, like those indicated in 15, 1454 b 12.
The Sophoclean Oedipus is a man of hasty temper (comp. Ο. T.
807), but his αμαρτία was not in that, but in the ‘ great mistake ’ 
he made, when he became unwittingly the slayer of his own father.
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1453a 12 άμάγκη apa κτε. is a corollary to what has just been said on 
the construction of the καλλίστη τραγωδία; two other forms of 
Tragedy, which had often been adopted by poets, are pronounced 
to be of inferior tragic quality and value.

τον καλώς εχοντα μυθο :̂ comp, the expressions in the context, 
την σννθεσιν της καλλίστης τραγωδίας (13,  1452 b 3 1)» an  ̂ V κατ® 
την τίχνην καλλίστη τραγωδία (13,  1453 a 22)· 

a i3 απλουμ . . . διπλού :̂ see on 13, i 452 b 3r· The meaning of 
διπλούς in this connexion is explained later on, in a 31. 

a i6 ή βελτίο^ος μάλλον ή χείρονος. No reason is given for this 
significant addition, but the intention of it is clear enough; it is 
an attempt to bring the present conception of the tragic hero as 
being δμοιος, like ourselves, of only average character and virtue, 
into line with that in certain other statements about him. Apart 

/from this chapter, in fact, the general assumption in the Poetics is 
/ that the tragic hero should be not like the average man, but 

better than that— βζλτίω ν η καθ’ ήμας (2, i448a 4> *8; 16, 
i 454b 9 i comp. 25, 1460 b 34). For the purposes of the present 

j chapter, however, which deals with the emotional effect of Tragedy 
and its conditions another and a somewhat different conception of 
the tragic hero is required; if we are to pity him and fear for him, 
he must be, like Oedipus and the pathetic characters in Euripides, 
a personage of a very human type, one like what we are ourselves.
It would take some discussion to reconcile the two views, and explain 
away the inconsistency of language into which Aristotle has drifted. 

a 17 τδ  γιγι/όμεκομ: Meteor. 1. 14, 352 b l 9 δηλοΐ δέ τδ  γιγνόμενον.—:
2. 8, 307al I r ζκμηρων δ’ εστι. . . και τδ γιγνόμζνον πςρΐ ταντας τάς 
νήσους.— De resp. 21, 480 b 26 μαρτυρώ το γινόμενον. — Pol. 7 . 14, 

*334 a 5 μαρτυρεί τά γιγνόμενα τοΐς λόγοις.— Xenophon Hiero 9· 3 
ώς δέ ταυτα καλώς εχει, μαρτυρεί τά γιγνόμενα ( =  ‘ quod Vere fit, die *̂ 
Erfahrung’ : Sauppe, Lexil. Xenoph. p. 25). 

a  18 ά π η ρ ίθ μ ο υ ν : perhaps a metaphor from the counting of money, 
in which each coin has to be accepted and allowed to pass as good.
‘ ατταριθμάν nova significatione dicit. . .  est ergo απαριθμζίν recevoir, 
metire en conte, et approuver’. (Casaubon, in Musei Oxon. litt. 
conspectus 1 p. 28.) In HSt. it is rendered by * narrare and in 
Liddell and Scott by * recount \ 

a 20 Άλκμ^ωμα. On this (the Attic) form of the name see HSt. s. v. 
and Meisterhans, Gr.3 p. 35. It survives in A° in Rhet. 2. 23, 
r397 b 3 and it is implied in 'Αλκμεωνιδ^ς, the form the patrony
mic always has in the Ath. Pol.
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Ευριπίδη. Aristotle’s conclusion as to the best form of Tragedy 1453 a 24 
enables him to say a good word for Euripides, who had been 
blamed by critics for the unhappy ending of many of his plays.
He insists that the procedure of Euripides is right, and points in 
confirmation to the eminent success of his plays on the stage, 
where in spite of all his faults Euripides is acknowledged to be 
the most moving and the most tragic of the tragedians. With 
this we may compare the estimate of Euripides in Quintilian 10. 1.
68 in adfectibus vero cum omnibus mirusi ium in its qui in misera
tione constant facile praecipuus. There is a long discussion of this 
passage by Neidhardt, Diss. Halenses 3 p. 279.

αυτά: the object after εγκαλονντες, and preparative to o n  τοντο 
Spa. For the construction comp. Eth. N. 4.1, i i2 o b 17 εγκαλεΐται 
tq τνχτ) o n  ol μάλιστα άξιοι άντεs ήκιστα πλοντονσιν.— g. 8, 1 168 a 32 
εγκαλονσι δη αντω οΐον οτι ονδεν άφ’ εαντον πράττει.

τούτο δρα: comp. 23, 1459 a 29 an(  ̂ Bon. Ind. 205 a 42· 
άφωνων: see on 6, 145° b *8. a 27
τραγικώταται: i.e. as arousing most directly the two distinctively 

tragic emotions of pity and fear (comp. 13, 1452 b 33 τοντο yap 

ίδιον τη$ τοιαντης μιμτησεώς εστιν). Similarly in the context (a 29)
Euripides is termed τραγικωτατος τω,ν ποιητών, because he is the 
greatest master of the art of arousing these same emotions (comp.
Neidhardt 1. c. p. 281).

αι τοιαυται =  at cis δνστνχιαν τελεντωσαι. a 28
άν κατορθωθώσιν. The proper management Aristotle has in 

mind is often supposed to be that of the actors, stage-mana- 
gers, etc., responsible for the execution of the piece. This inter
pretation, as was long ago pointed out by Diintzer (Rettung d. 
aristot. Poetik p. 159), makes the clause a superfluity, since it is 
obvious that, to succeed on the stage, every play requires fairly 
good acting and an adequate presentation. After α ν  κατορθωθωσιν 
we have to supply υπό τον ποιητου (comp, εν οίκονομεΐ, scil.
Euripides, in the next line); the sense is that the poet, having 
chosen a good tragic subject, must handle it with all due skill and 
care to secure a satisfactory result (comp. 14, 1453 b 25)· κατορθονν 
is practically synonymous with εν οίκονομεΐν, the term which 
replaces it in the context (a 29).

τά αλλα. An admission that Euripides, though a master o fa 29 
emotional effect (τραγικώτατο?), is not always equally admirable in 
his treatment of the other points in a tragedy. His artistic 
shortcomings are often noted in the Poetics. His plots are directly
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1453 a 29 or indirectly criticized in 14, 1453 b 28, m χ5> I454b L a^d in 
16, 1454 b 31; his characters in 15, 1454a 28-32, and in 25, 
1461 b 20; and his choruses in 18, 1456 a 27.

οΐκονομεΐ. This seems to be the first instance of the use of the 
word in literary criticism. In the grammarians and writers on 
style οικονομία (οικονομάν, οικονομικός, etc.) is the regular technical 
word for the disposition of the materials and management of the 
various points in an oration or a poem (v. HSt. s. v., and Trende
lenburg, Gramm. gr. de arte poetica iudiciorum rel. p. 91 and
p. 149)·

a 3i υπό τινών. A reference perhaps to the critics who are said to 
have disapproved of the sad ending of so many of the tragedies of 
Euripides (supra a 24).

σύστασι$ ή διπλήν τ€ την σύστασή εχουσα. Aristotle has to use 
the periphrasis σνστασιν εχονσa instead of the simple συνεστώσα, 
since διπλή συνιστώσα  would not have conveyed the sense 
required. Though there is a certain inelegance in this juxtaposi
tion of σνστασις and σνστασιν, the reading is sufficiently certified 
by the very similar repetition of φνσις in several Aristotelian 
passages: De part. an. 2. 8, 653 b 33 η τών οστών φ ν σ ις . . . σκληρά 

την φνσιν ονσα.— De gen. an. 5* 5> 7^5 a 23 φνσει λενκοτεραν αυτών 
είναι την τών πτερών φνσιν.— Eth. Ν. 7· 15> 1154 b 20 φνσει δ* ηδέα, 
α ποιεί ττραξιν της τοιασδε φνσεως, and in the Platonic Epinomis 
990 B ovk αν ραδίως ποτέ πασα φνσις ικανή yevoiro θεωρησαι μη 
θανμαστης μετεχονσα φνσεως (comp. Lobeck on Sophocles Aj. 277» 
cited by Vahlen).

a 32 καθάπερ ή *Οδυσσεια: see the synopsis of the Odyssey in 17, 
i 455b l6 - 23·

κ α ι  τ ε λ ε υ τ ώ σ α  κτε. explains διπλήν την σνστασιν εχονσα, as is 
sometimes the case with the second of two words or clauses 
coupled by τε καί (v. Ast, Lex. Plat. 3 p. 365, and Torstrik on De 
anima 1. 2, 405s127). 

a 34 θ ε ά τ ρ ω ν :  comp. 4, 14490-9 ^ρος τα θέατρα. — Plato Laws 700 E  
τα θέατρα εξ άφωνων φωνηεντ έ γ έ ν ο ν τ ο . — Aristoxenus ap. Ath. 
632 Β  τ ά  θέατρα εκβεβαρβάρωται. θεατρον, in the sense of ‘ the 
audience ’, is common enough, but the above quoted passages 
show that the word may be used in the plural also, in the sense of 
‘ the audiences \ The audiences in these days, says Aristotle, are 
too weak to like the strong situations of the great Tragedy. 

a 35 κατ* € ^ x V  T T O io G v T e s  t o i s  θ ε α τ α ΐ ς : Plato Gorg. 502 a  χαρίζεσθαι 

τοΐς θεαταΐς.



Ι3· 1453 a 29- 14· 1453 b 5 2x9

Ισ τ ιν  δέ ο υ χ  α υ τη . The ονχ here negatives the proposition, and 1 4 5 3  a  3 5  

lot the proximate word, αΰτη. Baumlein, Gr. Partikeln p. 308 
followed by Kiihner, Gr. Gr.3 2. 2 p. 179), quotes a very similar 
>assage from Isocrates 4? *3® &rn δ ονχ οίον τ άποτρέπειν, and 
;xplains the position of the negative as due to a desire to avoid the 
:ollocation οΰδ* εστι (i. e. ον δε εστι). αντη ( =  τούτο) is the subject 
vith its gender assimilated to that of the predicate (v. on 6,
450*4).

άπό τραγωδίας ήδοκή: ‘ the pleasure of Tragedy', as we should 
;ay (comp. Kiihner, Gr. Gr.3 2. 1 p. 336). For this use of the 

r̂eposition comp. Top. I. 15, 106 a 37 τη άπό του πινειν ηδονή.—
Eth. N. 10. 2, 1173k 28 at άπό τών καλών ήδοναι.— Plato Rep.
582 b της άπό του εϊδέναι ηδονής. For the absence of the article see 
Bon. Ind. 546 a 51.

κωμωδίας οικεία. The conclusions of the Orestes and Alcestis a 36  

Df Euripides were said to verge on Comedy (v. Trendelenburg, 
jramm. gr. de arte poetica iudiciorum rel. p. 36).

έκεΐ γάρ κτέ. The reference is probably to the Orestes of 
Alexis or some other comedy on the same subject (comp. Kock,
CAF. 2 p. 358).

"'Εστιν μέν ouv κτέ. Aristotle now passes on to the second of the b 1 
two points announced at the beginning of chap. 13, πό0εν εσται τό 

Γης τραγωδίας έργον (ΐ3> * 4 5 2 b 29)· 
όψεως: see on 6, 1449b 33· We may suppose him to be 

thinking of such theatrical artifices as the fearful appearance of the 
Furies in the Eumenides, and the rags and tatters of certain of 
the heroes of Euripides.

πρότερον, ‘ naturally prior*, i.e. better, as in Aristoph. Ran. 76 3
and Plato Lach. 183 b. This sense of πρότερον is recognized in 
Cat. 12, 14 b 6 είώθασι δε και ol πολλοί τους εντιμότερους και μάλλον 
άγαπωμενους ύπ* αυτών προτερους φάσκειν παρ* αυτοις είναι. Com
pare also the use of πρώτη in a 30 and a 33.

ποιητοΟ άμείνονος. As the poet is an imitative artist in language, 
a μιμητής έν λόγω (v. on ι, 1447 a 28), it follows that the poetic 
effect has to be produced by language, and not by means other 
than language.

όραν: i. e. όραν τά πράγματα γινόμενα. 4
ψρίττειν denotes the cold shudder (φρίκη : v. W. H. Thompson b 5 

on Plato Phaedr. 251 a ) experienced in moments of intense fear or 
horror. This may arise even from the mere thought of something 
horrible *. De motu an. 7> 701 b 22 και φρίττονσι και φοβοννται
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r453  b 5  νοήσαντες μόνον. A n d  it is often said to arise from w hat one h e a rs : 
A eschylus A g. 1242 την μεν ® νόστον δαίτα παιδειών κρεων ζννηκα 
καί 7τεφρικα.— Sophocles ΕΙ. 1408 ήκονσ άνήκονστα δνστανος ωστ 

φρΐζαι.— T ra ch . 1044 κλνονσ εφριζα.— Plato R ep. 387 Β τ ®- irepl 
ταυτα ονόματα πάντα τά δανά τ€ καί φοβερά αποβλητέα , Κωκυτου? τ 
και ^τόγας και ενερονς καί άλίβαντας καί άλλα οσα τοντον τον τόπου 
ονομαζόμενα φρίττειν δη ποιεί ως t  οΐεται t  πάντας τονς ακούοντας. 

b 8  άτ€χΐ'άτ€ροΐ': see on 6 , i 4 5 ° b l 7· suc^ instances the effec 
depends too much on t h e ' σκενοποιός (or costumier), and too little 
on the poet himself.

χορηγίας. The word has been taken to mean ‘ adminiculum ■ 
(Valla), ‘ impendium ’ (Paccius), ‘ choragi opera et sumptus * 
(Heinsius), ‘ suppeditatio aliena* (Tyrwhitt), ‘ expensive appa
ratus’ (Twining, Hermann), ‘ apparatus’ (L. and S.), and ‘ Unter- 
stiitzung durch aussere Mittel’ (Ueberweg, after Vahlen, Beitr. 2 
p. 20). This last rendering, which is practically the same as 
Tyrwhitt’s, is probably right. It aptly points the contrast between| 
the means supplied by the poet himself, and those which are! 
outside his art and have to be furnished by others; and it is alsof 
in accordance with Aristotle’s use of χορηγία and χορηγεΐν in the i 
Ethics and Politics (v. Bon. Ind. 852 b 52 and 60). Thus in Eth. 
N. 10. 8, 1 178 a 24 he says της έκτος χορηγίας επι μικρόν η επ 
ελαττον 8εΐται (scii, η τον νον άρετη), and in I. II, I l 0 I a l 5 
(comp. 10. 9, 1179 a l l )  τόν κατ’ αρετήν τελείαν ενεργονντα καί Tots 
εκτός άγαθοΐς ίκανως κεχορηγημόνον. More than One, however, of 
the recent interpreters of the Poetics seem to have assumed (with 
Heinsius) that in a discussion on matters theatrical χορηγία must 
be supposed to retain its original theatrical sense, that of the 
service of a choregus. The answer to this is that we constantly 
find Aristotle even in the Poetics using the technical terms of the 
theatre in the more general sense they had or had acquired in 
ordinary language. Instances of this are άγωνιζεσθαι (24, i40oa9), 
σνναγωνίζεσθαι (l8, 1456 a 26), πρωταγωνιστής (4, I449a l 8), επει- 

σόδιον (l7, 1455 b 23), επεισοδιονν (l7, 1455 b l )> όπεισοδιωδης (g, 
Μ 51 b 34), από μηχανής (ΐβ, 1454b 2)> όκ περιπέτειας ( ΐ6, 
1454 b 29), νποκριτικά (20, 1457 a 2ϊ ). It seems to be agreed 
too that the duties of the choregus were mainly, if not entirely, 
with the chorus, and that he had nothing to do with the make-up 
of the actors (A. Muller, Gr. Buhnenalterthumer p. 336). 

b 9 τδ τ€ρατώ8€$. The reference here is to the appearance of certain 
of the more monstrous creations of Greek mythology. Such



abnormal personages required on the stage a peculiar make-up 1453 b 9 
and special masks: Pollux 4. 141 τά δέ εκσκενα πρόσωπα Άκταίων  
εστι κερασφόρος . . .  η *Αργος πολνόφθαλμος, η Ένίππ-η ή Χείρωνος 

νπαλλαττομενη εις ίππον παρ Ενριπίδη (comp. Sommerbrodt, Scae
nica p. 204). In existing plays we have a clear instance of a 
personage of this kind in the βουκερως παρθένος, Io, in Prom. 588 
(comp. 674), and in the Furies in the Eumenides, who are said to 
look more like Gorgons than women (Eum. 48). The prominence 
of such figures in the dramas of Aeschylus was noted by the 
ancients: Vita Aeschyli (p. 2 Dind.) ταΐς τε yap δψεσι και τοΐς 

μνθοις προς εκπληζιν τερατώδη μάλλον η προς απάτην κεχρηται.
το τερατώδες on the stage may be φοβερόν, and thus a means—  

though an illegitimate one (supra b 7)— of producing a tragic effect 
(φόβος). When it does not serve this dramatic purpose (τό τερατώ
δες μόνον), however, it is out of place in Tragedy, since the pleasure 
it gives us is not the true tragic pleasure, which depends on the 
excitement.of pity and fear (την άπ ελεον και φόβον ήδονην b 12), 
and on that alone. Aristotle does not stop to explain our pleasure 
in τό τερατώδες, but it is easy to supply the omission, if one remem
bers that anything of the nature of a τέρας is marvellous (θαυμαστόν; 
comp. Herodotus 4. 28 and Plato Hipp. mai. 283 c), and that the 
marvellous is recognized by Aristotle (τό θαυμαστόν ηδν, 24,
1460 a 17) as one of the great causes of human pleasure (see on 
9, 1452 a 4).

κοικωκουσιμ =  κοινόν εχονσιν (Bon. Ind. 400 a 39). b 10
φαί'βρώ'. The argument here may be thus restated : A play is b 13 

essentially a μίμησις πράξεως (6, 1449 b 36 and passim); if it is to 
arouse pity and fear, therefore, it must do that through the ελεεινό. 
κ α ι φοβερά in its πράζις (εν t o i s  πράγμασιν), not through merely 
material accessories supplied ab extra by others (comp, supra b 7).

τούτο: i.e. τό ελεεινόν και φοβερόν. For similar instances of this 
allusive use of the neuter of the demonstrative, which is so common 
in all Greek (Ktihner, Gr. Gr.3 2.1 p. 35), see 13, 1453 a 24; 17,
1455 a 26 i 24,1460 a 8.

ποια oup Seim ή ποια οικτρά. Aristotle amends his question b 14 
ποια δεινά by the alternative ποια οικτρά. The tragic poet is not 
concerned with δεινά in general, but only with those calculated to 
arouse pity (οικτρά). rj^vel potius, as in De anima 2. 5, 417 a 5 
ων εστιν η αισθησις καθ' αυτό η τα συμβεβηκότα τούτοις (ν. Pacius 
ad loc. and Ktihner, Gr. Gr.3 2. 2 p. 297). As Aristotle proceeds 
to show, the deed of horror (τό δεινόν) may be either actual or only

Η· 1453 b 5~Ί4 221
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1453 b 14 contemplated; and if actual, it may be either within the play itself;
and identical with the πάθος (v. 11, 1452 b 11), or anterior to the 
action of the play, and distinct from the πάθος. In the Oedipus 
Tyrannus, for instance, the deed of horror, the slaying of Laius, 
takes place before the opening of the play, the action of which is 
made up (1) of a series of φοβερά (alarming incidents) leading up 
to the catastrophe, and (2) a πάθος, which consists in the agony 
and remorse of Oedipus (see on 11, 1452 b 13). 

b 16  τάς τοιαυτας πράξεις =  τάς δείνας πράξεις. With such actions 
there are three possibilities: the parties concerned (the slayer-and 
the slain, for instance) may be either (1) friends, or (2) enemies, or
(3) indifferent to each other; in all three situations there is 
something δεινόν, but it is only the first that is felt to be especially 
piteous; it is therefore at once δεινόν and οικτρόν, and thus emi
nently adapted for the purposes of Tragedy (ταυτα ζητητεον b 2 2). 

b 17 &v μέν ουν έχθρός έχθρόν, scil. τοιαντα ποιή, understood from the 
preceding είναι . . . τάς τοιαυτας πράξεις. In many instances 
the ellipse is not so easily supplied, e.g. in Rhet. 1. 6, 1363«- 27* 
(αγαθά εστι) και τά  ίδια καί ά μηδείς, και τά περιττά.— Rhet. 2. 23,
139 V b 20 KaL °Tt μηδέ Θησεΰς ήδίκησεν, ουδ* ’Αλέξανδρος, καί εί 
μηδ' οι Ύννδαρίδαι, οΰδ* *Αλέξανδρος, και εί Πάτροκλον Τ κτω ρ , καί 
Ά χ ιλ λ έ α  *Αλέξανδρος (comp. Vahlen on the present passage).

ουδέν ελεεινόν, scil. ποιεί. There is nothing in the deed then to 
call forth pity either for the doer or the sufferer. That the doer of 
the deed may sometimes claim our pity, is not distinctly said, but 
it is clear from the instances which follow, Orestes, Medea, 
Oedipus, etc.; it is incidentally recognized also in the analysis of 
‘ the involuntary ’ in Eth. N . 3. 1, i i0 9 b 3i επί μέν τοίς εκονσίοις 
επαίνων και ψόγων γινομένων, επί δέ τοίς άκονσίοις συγγνώμης, ενίοτε 
δέ καί ελεον (comp. 3· 2> I l I I a l). 

b 18 μελλων, scil. ποιειν, just as in b 2l μ ε λ λ η  =■ μ ε λ λ η  άποκτείνειν. 
The alternative οντε μελλων  is added because pity may be aroused 
by the spectacle of impending, as well as by that of actually 
present anguish: Rhet. 2. 8, 1386 b 1 τά γεγονότα άρτι ή μέλλοντα 
διά ταχέων ελεεινότερα (comp. 2. 5, 1382 b 20).

πλήν κατ’ αυτό τό πάθος: i. e. in this, as also in the following 
case (οΰδ* άν μηδετέρως έχοντες), the spectacle of suffering humanity 
may arouse a certain human feeling (akin to pity) for the sufferer 
(see on 13, 1452 b 38), but it is not, in the proper sense.of the 
term, ‘ piteous ’, since the moral condition of pity is wanting; .we 
cannot say that the man ought not to suffer (comp. 13, 1453 a 4).
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When the parties, however, are related to one another (<'όταν δ’ cV 1453b 18 
rats φιλίαις εγγενηται τα πάθη), the evil comes from a quarter from 
which it was not to be expected, and the situation is ‘ piteous ’ as 
well as horrible; comp. Rhet. 2. 8, 1386a 11 (ελεεινόν εστι) τδ οθεν 
προσηκεν αγαθόν τ ι πράξαι [νπάρξαι Vahlen] κακόν τ ι σνμβηναι.

iv Tats φιλίαις. φ ιλία  here practically means ‘ cognatio ’ (comp. b ig  
Bon. Ind. 818 b 10).

ή τι αλλο toioGtov. As defined in 11, 1452 b 11 πάθος includes b 21 
other forms of suffering besides violent deaths.

τήκ Κλυταιμνήστρα»' άποθανουσαν, ‘ the slaying of Clytaemnestra.’ b 23 
For this use of the participle see on 13, 14538-4 (δνστνχονντa).
On the alternative spelling Κλνταιμηστρα see Roscher’s Lex. s. v. 
and Vitelli, Studi Italiani 1 p. 239. There is hardly a trace of it 
in the MSS. of Homer (Ludwich, Homerica I-V  p. 5; comp. 
Wilamowitz, Commentariolum grammaticum IV p. 11). 

αυτδν: emphatic as in 9, 1451 b 36; 21, 1457 b 34; 24, 1460 a 6. b 25 
ευρίσκει»' is followed by an infinitive in 14, 1454 a 11 ενρον . . . 

παρασκενάζειν, and (in the middle) in Eurip. Med. 195 ονδεϊς λνπας 

ηνρετο μονση και πολυχόρδοις ωδαΐς πανειν.
είδότας και γιγνώσκοντας, scii, πράττοντας. Instead of saying b 28 

εστι γίνεσθαι την πράζιν νπ* είδότων και γιγνωσκόντων, Aristotle 
introduces the qualification in the clause with ώσπερ, which thus 
becomes a substantive part of the statement (comp. 11, 14520-23;
18, 1456*27; 21, 14571-24).

γιγνώσκοντας: Rhet. 2. I, 13780-14 ενδεχεται /λη τά βέλτισ τα  

σνμβονλενειν γιγνώσκοντας.—rDemosth. 10 .17 ταυτα τοίννν έκαστον 
είδότα και γιγνωσκοντά παρ αντω κτε.

Ευριπίδης : see on 6, 145° a 25·
Μήδειαν: Eurip. Med. 1236. b 29
ό Σοφοκλά>υς Οίδίπους: comp. 15, 1454b 8. Sophocles is b 3i 

named because there were others who had dramatized the Oedipus 
story (Nauck, TGF.2 p. 967) as well as Sophocles.

μεν οδν: see on 22,1458 a 25. b 32
!{ω του δράματος : 15, 1454 b 7 2£ω της τραγωδίας.— 17> Μ55 ^8 

ε£ω τον μνθον.— 24, 146°a 29 ε̂ ω τον μνθενματος. There is a 
reference to this form of dramatic construction in Eth. N. 1. 11, 

H O la 32Ta παράνομα και δεινά προνπάρχειν εν ταΐς τραγωδίαις.
6 'Αλκμέων 6 ’Αστυδάμαντος : Nauck, T G F .2 p. 777 anc  ̂964· b 33
τα τραυματία 'Οδυσσεΐ: another name perhaps for the Όδνσσευς 

άκανθοπλήξ of Sophocles (Nauck I.e. p. 230).
άναγνωρίσαι, scil. την φιλίαν, as in b 31 (see on 16, 1454 a 32). b 35
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1453b 38 τό τ€ γάρ μιαρόν κ τ έ .: i. e. it offends our moral sensibilities (see 
on 13, 1452 ^36) as a sin against the laws of natural affection; 
and it is untragic also, through the absence of the element of 
suffering.

*454  a 1 iroici ομοίως, said of a dramatic personage, recalls the idea of 
γινώσκοντα μελλησαι και μη πραξαι in 1453 b 3 ·̂ 

εν ’Αιπ-ιγόΐ'τ]: Soph. Ant. 1231.
τό^ KpEorra 6 Αΐμων, scii, τοντο ποιεί, i. e. μέλλει αποκτεινειν 

αποκτείνει 8ε ον (comp. a 6), as is implied in Goulston’s paraphrase,
‘ Creontem patrem Haemon sciens perimere conatus est, nec per
fecit tamen/ The ellipse is not unlike that in άν μέν ονν εχθρό$ 
εχθρόν in 1453  b *7-

a 2 βόλτιορ, scii, του γινώσκοντα πραζαι.
a 4 Εκπληκτικόν εκπληξis is a very general term for the loss of self- 

possession that may result from a mental shock. In use, however, 
it often has the more special sense of extreme surprise; the 
definition of it in fact in Top. 4. 5, 126 b 17 is θανμασιότης νπερ- 
βάλΧονσα, ‘ admiratio exsuperans ’ (Pacius). The Discovery is said 
both here and in 16, 1455 a 17 to be ‘ astounding’, just in the 
same way as a περιπέτεια— which in a play is so intimately con
nected with the Discovery— is said in Rhet. 1. 11, 1371b 10 
to be θανμαστόν. The affinity of sense between εκπληκτικόν 
and θανμαστόν is indirectly shown by the fact that Aristotle 
describes the ‘ pursuit of Hector' in the Iliad in one place as 
θανμαστόν (24, 1460a 14), and in another as εκπληκτικόν (25, 
1460 b 25). I cannot agree with Tumlirz (Die tragischen Affecte 
Mitleid und Furcht nach Aristoteles p. 34), who supposes that, as 
used in the Poetics, the terms εκπληξις and εκπληκτικόν denote the 
excitement or tension with which the audience awaits the Discovery.

κράτιστοκ =  potissimum. Aristotle’s view of the construction 
exemplified in the Iphigenia in Tauris is presumably this, that the 
full effect of Tragedy is attained in the most artistic way, without 
the adjunct of physical suffering, and with the minimum of offence 
to our moral sensibilities. His ultimate preference for this con
struction is intelligible enough in itself; and we have been 
prepared for it to some extent by his recognition throughout this 
chapter of the legitimacy of a situation like that in the Iphigenia, 
in which the deed of horror, though contemplated, is not actually 
carried out (comp, μέλλων  1453 b I ,̂ μέλλη  b 21, μέλλοντα  b 3 4 ). 

The criterion which now determines the relative value of these
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possible situations in Tragedy is a moral one, their effect not on 1454 a 4 
he emotions, but on the moral sensibility of the audience. The 
irst of the four situations is set aside as μιαρόν, ‘ morally offen
sive 1 (1453^38)» the second (τό γινώσκοντα πράξαι] see On a 2) 
ilso is μιαρόν; the third just avoids being that (1454 a 3), because 
;he unholy deed is done in ignorance; the fourth, however, in 
vhich a timely Discovery saves us from the rude shock to our 
noral feelings which is inevitable even with the third kind of plot, 
s pronounced to be κράτιστον. This seems to be the rationale 
>f the present classification, and the explanation of the discrepancy - 
between the statement in the text and that in 13, 1453 a 24. In 
:hap. 13 Aristotle was thinking only of the emotional effect of 
ragedy as produced by the most obvious means; here he comes 
o see that the same effect may be produced in a finer form without 
heir aid. It is his somewhat tardy recognition of the necessity of 
ivoiding τό μιαρόν that has caused this change of view.

iv τφ Κρεσφόμττ]: a play of Euripides (Nauck, TGF.2 p. 497). a 5 
!t is referred to in Eth. N. 3. 2, 1 1 1 1 a 11 οιηθείη δ’ αν τις και τον 
;ίόν πολέμιον είναι ώσπερ η Μερόττη.

iv Ttj Ίφιγενεία: comp. 17, 1455 b 9· a 7
iv Tjj Nothing more seems to be known of the play a 8

Nauck p. 837).
διά γάρ τούτο reverts to what was said as far back as 1453 b 19- a 9 

12; the whole of the intervening statement (i4 5 3 b 22 του? μεν 
wv— 1454 a 8 άνεγνώρισεν) is a digression. Other digressions of 
:onsiderable length are found in chap. 1 (see on 1, 1447 b 11), 
n chap. 9 (see on 9, 1451 b 27), in chap. 15 (see on 15, 1454 b 8), 
ind in chap. 22 (see on 22, 1458 a 31).

ιτάΧαι: in 13, 1453® 19. Aristotelian instances of πάλαι in a 
>ack-reference may be seen in An. post. 2. 19, 100a 14 (comp.
[3, 97 b 7), in Phys. 8. 3, 254 a 16 (comp. 253 a 32 and b 10), in 
5ol. 2. 4, 1262 b 29 (comp. 1262 a 26), and 3. 11, 1282 a 15 (comp.
281a 42).
ζητουητες : COmp. Metaph. Θ 6, 1048 a 30 διό ζητονντεs καί περι a 10 

οΰτων διηλθομεν.— Xenophanes Fr. 18 (Diels) οντοι απ' άρχης 
ravra θεοί θνητοΐς νπεδειξαν, άλλα χρόνω ζητονντες εφενρίσκονσιν 
ίμεινον. Quintilian (5. 10. 120) has a very similar observation on 
he discovery of the various forms of argument in oratory : Neque 
nim artibus editis factum est ut argumenta inveniremus, sed dicta sunt 
mnia antequam praeciperentur, mox ea scriptores observata et collecta 
diderunt.

POETICS Q
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*454 a ia  Αναγκάζονται: comp. 9, 1452 a 1. They are obliged to keep K 
to these well-known stories (comp. 9, 1451^23), because th(|r j 
have not the art to discover or invent new ones equally fitted for i 
the purposes of Tragedy. I.

a 13 τά τοιαυτα . . . πάθη: see 14, 1453 b 19-22. H
a 17 XPW™· χρηστός, which, as Aristotle tells us in the context (a 20), ( 

may be applied to anything good of its kind, is replaced in b 1$ J 
by επιεικής j it is equivalent to σπουδαίο? as used in 2, 1448» ?, \ 
the common opposite of both being φαύλο? or πονηρός. 

a 18 ώσπερ έλέχθη : in 6, 1450 b 8.
a 2 1  το  μέν χ ε ίρ ο ν :  Pol. I . 5> I254  ̂ *3 τ ο  οίρρεν προς τό θήλν φύσει i

τό μεν κρειττον τό 8έ χείρον.— Η. A. g. I ,  6o8b 8 διοπερ γυνη άνδρος (
ελεημονεστερον καί άριδακρυ μάλλον, ετι δέ φθονερώτερον και μεμψι· ι 
μοιρότερον και φ ιλο λ ο ίδ ο ρ ο ν  μάλλον και πληκτικώτερον' εστι δέ καί I 
άνσθνμον μάΧλον τό θήλυ τον άρρενος και δ υ σ ε λ π ι και αναιδέστεροι' και i 
ψενάεστερον κτε. In the Politics we are told that owing to the 1 
weakness of the rational faculty in them, the virtue of which women 1 
are capable is not so high as that of a man (Pol. 1. 13, 1260 a 20). |
Rhet. i. 5, 1361 a 6 summarizes the Greek idea on this pointί
θηλειών αρετή σώματος μεν κάλλος κ α ι μεγεθος, ψνχής δέ σωφροσύνη 1 

κα ι φιλεργία άνεν ανελευθερίας.
δλω? φαύλο μ. In the Politics, where the slave is viewed as 3 1 

being of the very lowest intellectual and moral capacity, Aristotle 1 
allows him only the bare modicum of virtue required to enable him 1 
to do his work : αρετής δειται μικράς και τοσαντης οπως μήτε δί i 
ακολασίαν μήτε διά δειλίαν ελλείψη τών έργων (Pol. I. 13, 1200 a 35)· | 

a 22 το αρμόττοντα, scii, τά ήθη ποιησαι (see on a 24 τρίτον το ομοιον)(| 
In the individual character there must be nothing at variance with i 
that of the class to which the individual belongs ; in a woman, for 1 
instance, there should be nothing ‘ unwomanly*. The opposite of s 
άρμόττον in a 30 is άπρεπες και μή άρμόττον. This Same use of the I 
term is occasionally found in later criticism, e.g. in Schol. Soph.I 
El. 126 to ‘ ει μοι θεμις τάδ* αυδαν * λίαν ηθικόν και άρμόζον γνναιξίν.ι 

a 23 γυναικεία), scii, ^ ε ι ; comp. Plato Laws 79° Α γυναικεία τε καιι 
δουλειά ήθη. ήθος in this connexion practically means a ‘ character
i. e. one of the personages, just as it does again further on in 24,1 
1460 a 11. An approximation to this sense is found in Plato, whoi 
uses the word now and then for a man or other creature possessing 1 
character: Phaed. 81 Ε ένδουνται δέ [scil. αί φυχαι], ώσπερ είκός,ι 
εί? τοιαυτα ήθη, όποΐ* άττ αν και μεμελετηκυΐαι τνχωσιν εν τώ βίωρ 
οιον του? μεν γαστριμαργίας . . . μεμελετηκότας . . .  είς τά τών όνων,
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ίνη και των τοιοντων θηρίων εΐκός ενδνεσθαι [v. Stallb. ad loc.J.—  1454 a 23 

êp. 496 B ycvvatov καί εν τεθραμμένον ηθος.—  5°3 c τά βέβαια  
χντα ηθη (comp. Festschrift Th. Gomperz dargebracht p. 165). 
dySpeiav. On the ανδρεία of women see Pol. 1. 13, 1260a 22 

ad 3. 4, 1277 b 21. In the present passage, however, Aristotle 
nds a certain incongruity in the idea of an ανδρεία γυνή, as though 
)e affinity of ανδρείος with άνδρες were still felt.

SeikV has been rightly explained by Giinther (Grundzuge der a 24 
ag. Kunst p. 280) as meaning ‘ clever', i.e. ‘ clever in speech 
ad argument' (‘ tiichtig im Reden', ‘ beredt’)— a quality which 
:cording to Greek notions was quite out of place in a woman 
Pol. i. 13, i20oa 3o; 3. 4, 1277 *>23). That this rather than 
terrible' is the meaning of δεινήν here is shown by the illustration 
l a 31, η της 'Μ.εΧανίππης prjcri9, where the reference is to the 
ιινοτης or rhetorical ‘ cleverness' of the speech put into the mouth 
f Melanippe by Euripides.
τδ δμοιορ, scil. τδ ήθος ττοιήσαι, as is implied in the clause of in- 
rpretation, τοντο yap έτερον τον χρηστόν τδ ηθος και άρμόττον 
οιήσαι» Instead of saying όμοια, to correspond with άρμόττον τα 
ia 22, Aristotle lapses into the singular όμοιον, through the influ- 
ice, as it would seem, of the singular in άνδρεΐον μεν τδ ηθος in 
ie context. In the absence of an example in a 28 sqq. to illus- 
ate the neglect of this canon, the meaning of όμοιον is not very 
ear; but a hint of it may be gathered from the language in the 
lalogy in I 4 5 4 b i 0 δμοίονς ττοιονντες καλλίονς γράφονσιν, where 
ιοίους (said of a portrait) means ‘ like the original This may 
;ry well be the sense of όμοιον in the present passage; the literary 
Drtrait produced by the poet should be ‘ like the original', i.e. like 
hat the personage in question is in history or legend (comp.
154 b 12). The fact of όμοιος being used in a somewhat different 
use in 2, 1448a 6, 12 and 13, 1453a 5 only shows how 
attentive Aristotle is at times to uniformity of language, 
ώσπβρ βΐρηται, ‘ in the present sense of this term (άρμόττον) \ a 25 
δμα\6v: i. e. the character should always remain the same, with- a 26 

it change or modification in the course of the play. The canon 
appears in Horace A.P. 126 servetur ad imum [scil,persona\ qualis 
J incepto processerit, et sibi constet. The logical scheme of these 
ur canons of character may be presented thus: the ηθος of the 
amatic personage should be (1) χρηστόν, not inconsistent with 
lodness of disposition; (2) άρμόττον, not inconsistent with the 
tos of the class to which the personage belongs; (3) όμοιον, not
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1454 a 26 inconsistent with the received idea of the particular personage;
(4) ομαλόν, not inconsistent with itself.

άνώμα\<5$ t i s .  Aristotle is perhaps thinking of Achilles, as a 1 

character subject to sudden changes of mood; comp. fr. 168 ! 
(Teubn.) 'Αριστοτέλης φησϊν ανώμαλον είναι τό ΆχιλΑέως ηθος, and i 
Eustathius on II. 24, 569 (v. Roemer, Bavarian Academy, Sitzungsb. , 
1884 p. 297).

0 την μίμησιν τταρεχων, as the explanatory καί τοιοντον ήθος νποτι· · 
θείς shows, means the original of the dramatic portrait, the person- ■ 
age as known from history or legend. 

a 29 μη Αναγκαίου: ‘ not required for the purposes of the story,. The i 
gratuitous πονηριά of Menelaus in the Orestes is noted again in 25, , 
1461 b 20.; the Scholiast also on the Orestes more than once ι 
draws attention to the evil nature Euripides has given him (to i 

κακοήθες της γνώμης). On the reading αναγκαίου See J. of Phil, i 

14 p. 46. I am not able to quote an Aristotelian instance of I 
αναγκαίος as a feminine, but it is certainly good Attic, and common 1 
enough in Plato. Though Aristotle's tendency was to treat such 1 
adjectives as of three terminations, his practice varied in the case 1 
of several (e. g. βέβαιος, εκούσιος, ελευθέριος, ίδιος, τέλειος), if our ! 
existing texts are to be trusted. 

a 30 (ό του) ’Οδυσσεως : comp, της Μελανιπττης in the next line. The i 
article has to be restored in like manner before Όδυσσεω? in 16, 
1454 b 26 and Ό ρέστης in 16, 1454 b 31. In all other passages in ι 
the Poetics— and they are very numerous— the rule laid down by ' 
Fitzgerald (Selections from the Nicomachean Ethics of Aristotle, ι 
p. 163) as to the use of the article in Aristotle with the names i 
of dramatis personae is duly observed. The same is true of the 1 
Nicomachean Ethics (see my Textual criticism of the Nic. Ethics: 
p. 52), and Politics. In the Politics δ Σωκράτης is regularly used 1 
for the Socrates in Plato’s dialogues, and in 2. 4, 1262b 11 
ό *Αριστοφάνης means the Aristophanes in Plato’s Symposium, i 
The rule in fact is observed in twenty passages in the Politics, i 
and ignored in two only, in 8. 3, 1338 α 28— where we may 
restore (ό) Όδυσσευ?, and in 8. 7, 1342 b 23— where the true 1 
reading is probably ( τ ω )  Σωκράτει. Similarly in the Rhetoric tljere ι 
are at least eighteen instances of the observance of the rule and 1 
but two exceptions, viz. 2. 23, 1400a 27— where we may restore' 
(ό) Ό δνσσενς (comp. 3.15, 1416 b i and b 12), and 3.14, 1415 b30 
--where the correction ( ο )  Σωκράτης is confirmed by the parallel 1 
in i. 9, 1367 b8.
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iv η§ IkuXXtj : comp. 26,1461 b 32. The Scylla Aristotle has in 1454 a 31 
mind has been often supposed to be a tragedy of Euripides. But 
there is apparently no mention elsewhere of a tragedy with this 
title by Euripides (comp. Wilamowitz, Analecta Eurip. p. 159), and 
the language in 26,1461 b 32 seems to point rather to a dithyramb.
All discussion has been set at rest by Gomperz's recovery among 
the Vienna papyri of a fragment of some ancient critical treatise, 
which mentions the θρήνος of Ulysses (i.e. a portion of the Scylla) as 
the work of the dithyrambic poet Timotheus : είσιν δέ τ ινέ? oi ον 

μεν προτίθενται ον μειμοννται [δ έ], άλλον  δέ καί τούτον καλώς, el 

τνγχάνοιεν ενεχοντες evvoiav και παράδειγμα παρ ήμεΐν αυτοί?, ώσπερ 

και Ύειμόθεος iv τω θρήνω τον Ό δ υ σ σ έ ω ?  ei μεν τινα μειμειται και τ ό  

ομοιόν τινι οΐδεν, άλλ* ου τ ω ’ Ο δ υ σ σ ε ί (v. Gomperz, Vienna Academy 
Anz. der phil. hist. Classe 1886, v ; comp. Wilamowitz, Timotheos 
p. iii).v To this Aristotle appends a second instance, one from 
a tragedy, as though conscious of the first being not quite to the 
point.

ή τη$ Μελαιάππης ρήσις, in the Μ ελανίππη ή σοφή of Euripides 
(Nauck, TGF.a p. 509). The rationalistic argument put into her 
mouth against the popular idea of monsters (τέρατα) was in 
Aristotle's view (see on δεινήν a 24) an exhibition of cleverness out 
of place in a woman, 

ή iv Αυλίδι Ίψιγ^εια: Iph. Aul. 1211 sqq. and 1368 sqq. a 32
χρή δε και iv tois ήθεσιν κτε. There should be a unity o fa 33 

character just as there should be a unity of action in every play.
This incidental reference to the action reminds Aristotle of a point 
(the use of the μηχανή) which had not been considered in his 
general theory of the plot in chaps. 8-11.

τό ά̂ αγκαΐομ ή τό cckos : comp, especially 9, 1451 a 38 and 10, »34 
1452» 24.

ή άμαγκαΐομ ή εϊκό?, scil. είναι (Bon. Ind. 239 a 22 ; see on 24, a 35
1459b 9)·

λύσει?: see 18, 1455 a 24, 1456a 9, where the λυ'σι? (the un-a 37 
ravelling, or denouement) is distinguished from the δεσις or πλοκή  

( the knotting, or intrigue). This is the first appearance of these 
terms in this sense, though they may be presumed to have been 
already well established in the technical language of the theatre 
(see on 10,1452 * 15). b

iv rrj Μ η δ ε ία : Eurip. Med. 1317. 1
μηχανή?. On the mechanical contrivance, whereby a god or 

other personage was suddenly brought on, or removed from

I
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1454b I the stage, see Haigh, Attic Theatre8 p. 209. Aristotle regards 
a denouement effected by such means as an inartistic way out (5f 
the difficulty, or else allowable only in certain exceptional cases 
(b 3-6). A similar view of the μηχανή  is implied in Plato Crat. 
4 2 5  D ο ί τραγωδοποιοί, επειδάν τ ι άπορωσιν, επι τάς μηχανάς κατά- 

φενγονσι θεονς αίροντας. From this theatrical use the term is 
sometimes metaphorically extended to matters apart from the 
stage, when a difficulty is solved by means which savour too much 
of artifice or miracle. Thus even in the present context (b 2) the 
sudden appearance of Athene in II. 2. 1 6 6  is said to be am 

μηχα νής ; and in Metaph. A 5, 9 8 5  a 1 8  reason is said to come in 
as a deus ex machina in the cosmogony of Anaxagoras: 9 Αναξα

γόρας τε γαρ μηχανή χρήται τω νω προς την κοσμοποιίαν, και όταν 

άπορήση δια τίν αιτίαν εξ ανάγκης εστι, τδτε παρελκει αυτόν. 
b 2 τά Trepi τόμ άιτόπΧουμ : II. 2. 155 > comp. Porphyry on II. 2. 144, 

p. 26 Schrader: ή Ά θ η νά  παραγίνεται άπο μηχανής [so cod. 
Townl.] ώσπερ καθενδοντα τον Ό δνσσεα εγείρονσα. His note ΟΠ

II. 2. 73 (where Agamemnon tries the feeling of his army) is worth 
quoting as a typical attempt to reconcile Homeric practice and 
Aristotelian theory : διά τι ό Α γα μ έμ νω ν άπεπειράτο των ’Αχαιών, και 
όντως επραξεν ωστε ολίγον τά εναντία σνμβήναι ή εβονλενετο ) και το 

κωλνμα άπο μηχανής' ή γάρ * Αθηνά εκωλνσεν* εστι δε άποίητον το 

μηχάνημα λνειν άλλως εί μη εξ αντον τον μνθον. φησι δε ο 'Αριστο

τέλης  (Fr. 142 Teubn.) ποιητικόν μεν είναι το μιμείσθαι τά είωθότα 

γίνεσθαι και ποιητώ ν1 μ ά λλον  τό  κινδννονς παρεισάγειν είκος δε και 

εκ λοιμοί) πεπονημενονς καί τω μήκει τον χρόνον άπανδήσαντας . . . μή 

ενθνς παρακαλεΐν επί την έξοδον άλλα πειραθήναι ήγήσασθαι δεΐν εί 

όντως εχονσιν . . .  ή δε λνσ ις ονκ άπο μηχανής' όταν γάρ διά των 

είκότων γίγνηται, ον μηχανή τοντ εστιν, άμ  [? άλλ*] οτε πρόσκειται 

θεός' άλλα τοντ είπων ο είκος ήν αντοΐς γίνεσθαι είς θεόν άνεθηκε τον 

Ό δνσσεα διανοηθήναι ταντα δράν ά πράζαι άν είκός εστιν (ρ. 24-25 
Schrader).

ά λ λ α  μηχαντ) κτε. : ( μηχανή  breviter dicit pro θεω άπο μηχανής' 

(Ritter). This clause (which ends apparently with θεοΐς opav 

in b 6) is a digression within a digression ; Aristotle remembers
1 Instead of καϊ ποιητών (for which various corrections have been proposed) 

I would restore κάποίητον (v. J. of Phil. 28 p. 252). The sense is: ‘ Though 
as a rule it is artistic to represent what is usual, and inartistic {άποίητον) to 
introduce hazardous situations (κινδύνους), still under the circumstances there 
is a certain propriety and probability (ci/fds δέ) in the Homeric story.* If this 
view is correct, the quotation from Aristotle’s *Aπορ. *Ομ. does not end at the 
words κίνδυνου: παρεισάγειν, as is supposed by Rose and Heitz.
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hat the appearance o f a god on the stage may be necessary for 1454b 2 
l  certain purpose, to reveal matters o f  interest which lie outside 
he play itself as being either anterior or subsequent to the action 
)f the piece. This may be taken as a tacit apology for the proce- 
lure of Euripides, who opens several of his plays with a prologue 
lelivered by a god to explain the historical antecedents o f  the 
.itualion, and concludes others with a sort o f epilogue, in which 
t god announces the future fortunes of the personages (see Haigh,
Tragic Drama p. 246-7). A distorted reminiscence of this state
ment may be recognized in the Horatian precept, A. P. 191 nec 
ieus inter sit nisi dignus vindice nodus inciderit.

άλογον is a general term for that which cannot be seen to be b 6 
rither necessary or probable (see above 1454 a 36 άναγκαΐον η είκός), 

in other words for that which does not admit o f explanation, that 
which we find unaccountable. It is o f frequent occurrence in the 
later chapters o f the Poetics (see esp. 24, 1460»28 and 25,
1461 b 14). T h e clause continues the statement in 1454 a 3 7 -b 2.
No improbability can be allowed within the story (iv τοΐς πρα- 

γμασιν) of the play, unless it happens to be in the part only pre
supposed and not actually presented on the stage (εξω της τραγω

δίας). Bonitz (Ind. 343a 32) seems to take a different view of 
the clause, connecting it with that which immediately precedes it, 
μηχανη χρηστώ ν κτε. T h e rule in the text is repeated in very 
similar terms in 24, 1460 a 27.

μηδέν cTvai, scil. 8ei, understood from a 37.
2{ω τη* τραγωδία* : see on 14, 1453 b 32· b 7
τδ iv τω Οίδίττοδι: see 24, 1460 a 29.
frrel δέ k tL  A t this point Aristotle returns to the subject of the b 8 

ηθη, which according to his theory (1454 a 17-26 ) should be at 
once χρηστά, άρμόττοντα, όμοια, and ομαλά, in order to meet any 
doubt that may arise as to the possibility of an ηθος being at once 
χρηστόν and ομοιον. H e shows that the corresponding difficulty 
has been solved in a sister art, that o f the portrait-painter, who 
without sacrificing the likeness makes a man look handsomer than 
he is (1ομοίονς ποιουντες καλλίονς γράφονσιν)', so that, if  the painter 
can do this, there is no reason why the literary artist also should 
not be able to represent a tragic personage truthfully, with any 
infirmities o f character which form part of the received idea of him 
(οργίλους και ράθυμους και τ α λ λ α  τα  τοιαυτα έχοντας επι των ηθών 

b 12), and at the same time as a good man (επιεικείς b 1 3 ).

βελτιδνων: see 2, 1448 a 4, 11 , 18. 9
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1454 b 9 ημάς, ‘ we poets ’, as is shown by what follows in b 11 οΰτω και 
τον ποιητήν. Aristotle speaks as though his hearers were poets, 
and studying the art of poetry for practical purposes. The Poetics 
in fact, whatever else they may be, are a practical treatise on Poetry; 
and the assumption throughout is that one is to learn from them 
how to write a good poem. Similarly in Rhet. i. 8,1366 a 12 ημάς 
means ‘ we orators ’ (δεοι αν τα ήθη τών πολιτειώ ν εκάστης ίχ ε ιν  ημάς).

b 10 και γά ρ  έκ εΐνο ι. Aristotle might no doubt have said ώσπερ yap 

εκείνοι. Vahlen illustrates the construction from Soph. el. 16, 
I 7 5 a 2 7 ο~νμβαίνει Se ποτε καθάπερ εν τοΐς διαγράμμιασιν και yap 

εκεί άναλυσαντες ενίοτε σννθεΐναι πάλιν άδννατουμεν’ οϋτω και εν τοΐς 

ελεγχοις είδότες παρ δ δ λόγος συμβαίνει σννεΐραι διαλϋσαι τον λόγον 

άπορονμεν, and other parallels in Aristotle (v. Bon. Ind. 546 b 25).
b 12  οργίλους καί ράθυμους, ‘ too quick or too slow to anger ' ;  the 

contrast is like that between όζυς and ράθυμος in Eth. E. 8. 5, 
1 2 4 0 a I άνομοίοις χαίρουσιν, οΐον αυστηροί ευτραπελοις και όζεις 

ραθυμοις. κ α ι τ ά λ λ α  τ ά  το ια υ τα  εχονταΞ is added in order to 
include all similar defects o f character, i. e. defects which are not 
incompatible with a general goodness o f disposition.

b 14 [π α ρ ά δ ε ιγ μ α  σ κ Χ η ρ ό τη το ς]. For the reason for bracketing the 
two words see J. of Phil. 14 p. 47. If they are not an ordinary 
‘ adscriptthey may possibly represent a marginal note by Aris
totle himself to indicate that a second instance, one of σκληρότης 

[obstinacy?], was to be added. According to Galen (t. 18. 2 
p. 879-80 K.) notes of a very similar description were to be found 
embedded in the text of Hippocrates.

Ά γ ά θ ω ν: perhaps, as Tyrwhitt suggests, in his Telephus (Nauck, 
TGF.2 p. 764).

b 15 δ ια τη ρ εΐν . This quasi-imperatival use of the infinitive (without 
δει or χρή) is common enough in Aristotle (Bon. Ind. 343 a 22). 
For the compound διατηρεΐν comp. Eth. N. 10. 8, i i7 8 a 13 διατη- 

ρουντες τδ πρεπον εκάστω.— Aeschines in Ctes. 6 όταν διατηρηθωσιν 

οί νόμοι.— Philemon 9 4 · 6  Kock os γ ε  ταυτα πάντα διατηρεί. At 
this point Aristotle sums up by saying that the rules laid down for 
the μύθος and ήθη in a play must be observed throughout by the 
poet. But besides these general principles of construction, it is 
necessary in practice to consider the spectators (comp. Teich- 
miiller, Aristot. Forsch. 2 p. 204) and the impression (αισθήσεις) 

the work is likely to make on them when presented on the stage, 
as it is easy to produce a bad impression through some fault of 
practical stage-craft. This seems to be the sense of the present
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passage; Aristotle, however, avoids details, and refers to another 1454b 15 
writing of his for a fuller explanation of his precept. The incident 
mentioned in 17, 1455 a 26 may perhaps be taken as an instance 
of the kind of fault he has in mind.

τά παρά τά$ έξ ά^άγκης άκολουθουσας αίσθήσα?. For παρά in 
a sense approximating to that of διά see Bon. Ind. 562 a 10 and 
Bernays, Dialoge des Aristot. p. 138. αισθήσεις means the im
pression produced on the spectators, i.e. as we should say, the 
stage-effect of a play. The qualification, however, τάς εξ ανάγκης 
άκολουθονσas τη ποιητική, limits the responsibility of the poet to 
that part of the stage-effect which directly depends on his own art 
(άκολονθονσας τη π οιητική); so far as it depends on that of others 
— actors, costumiers, and the like— it is not within his province 
(6, 1450 b 17). This interpretation, which is as old as Victorius, 
is much more probable than that of Bernays and others, who 
suppose the reference in the text to be to the business of the 
costumier and stage-manager. Throughout the Poetics Aristotle 
resolutely ignores all such matters as outside the art of poetry 
proper; and it is inconceivable that he should have given them 
any special attention in a work like the dialogue περι ποιητών 
(cv tois εκδεδομενοις λογοις). For the plural αισθήσεις comp, όψεις 
in 6, 1450®· 13, b 20, and Kiihner, Gr. Gr.3 2.1 p. 17 .

iv  tois iicSeSopeVois Xoyois: i. e. in the now lost dialogue περι b 18 
ποιητών, as Bernays following Victorius has shown (Dialoge des 
Aristot. p. 27 ; comp. Bon. Ind. 226 b 35). The reference must 
be to a work (1) by Aristotle himself, (2) published and written 
for publication, and (3) on a kindred subject.

This and the next two chapters form a sort of Appendix; b *9 
they discuss a series of special points and rules of construction which 
had been omitted in the sketch of the general theory of the μνθος.
If these afterthoughts seem out of place here, it is to be remem
bered that there is an even stronger instance of matter out of place 
in 15,1454 a 37. An excursus on the different forms of Discovery 
is justified not only by the great dramatic interest of the Dis
covery (6, 1450® 33), but also by the important part it plays in

14.1453b 3°·
εΐρηται πρότερον : I I ,  I 4 5 2 a 29 .
tj πλβίστη χρώκται: Pol.v7· 1 1, 1330 b II ots yap πλείστοις χρω- b 20 

μεθα προς το σωμα και πλειστάκις, ταυτα πλειστόν συμβάλλεται προς 

την νγίειαν.— Hippocrates Ι ρ. 4° Κ . οίς ειθισται δ άνθρωπος πλει- 

στοισί τε και αία χρήσθαι.
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b 22 σύμφυτα : COtnp. H. A . 7. 5, 585 b 31.
λόγχην ktc. From some unknown play (Nauck, TGF.2 p. 855); 

the allusion is to the mark said to have been visible on the Σπαρτοί 
of Thebes. The accusative λόγχην  Aristotle seems to regard as an 
instance of attractio inversa, since he continues the construction by 
saying αστέρας instead of αστέρες. 

b 23 Καρκίνο?: Nauck, TGF.2 p. 797. For the ellipse of the verb 
(έποίησε) see on 14, 1453 b 17.

Επίκτητα: De gen. an. 1. 17. 721 b 29 °v γαρ μονον τα σνμφντα 
προσεοικότες γίνονται τοίς γονενσιν οί παΐ8ες άλλα καί, τά επίκτητα· 
ούλα? τε γαρ έχόντων των γεννησάντων η δη rives έσχον έν τοΐς αυτοί? 
τόποις των έκγόνων τον τύπον της ονλής, και στίγμα εχοντος έν τω 
βρ ά χο ν ι τον πατρος έπεσημηνεν έν Χαλκη8όνι τω τέκνω . . .  το γράμμα. 

b 24 ο υλα ί : as in Od. 19. 392 an^ Eurip. El. 573.
τά Sc έκτός. The term in the New Comedy for tokens of this 

kind was γνωρίσματα (see on 17, 1455 a 20)· 
b 25 έν τη Τυροί: a play of Sophocles (Nauck, TGF.2 p. 272). With 

οΐον we have to understand ή άναγνώρισις γίνεται— the construction 
changing, as sometimes happens when a second instance of not 
quite the same order is introduced by οΐον; comp. De anima 2. 10, 
4 2 2 b 5 σημεΐον 8ε το μήτε κατάζηρον ονσαν την γλώτταν αίσθάνεσθαι 
μητε λίαν ΰγράν αντη γάρ άφη γίνεται τον πρώτον νγρον, ώσπερ οταν 
προγενματίσας τις ισχυρόν χυμόν γενηται ετέρον, και οΐον τοΐς κάμνουσι 
πικρά πάντα φαίνεται διά το τη γλώττη πληρει τοιαντης νγρότητος 

αίσθάνεσθαι.— Rhet. 3· 2, Ι4°4 b διο 8εΐ λανθάνειν ποιούνταν, καί' 
μη 8οκεΐν λέγειν πεπλασμένως αλλά πεφνκότως· τοντο γάρ πιθανόνt 
έκεΐνο 8έ τουναντίον ως γάρ προς έπιβονλενοντα 8ιαβάλλονται, καθά- 
περ προς τονς οΐνονς του? μεμιγμένονς, καί οΐον η Θεο8ώρον φωνη 
πέπονθε προς την τών άλλων υποκριτών η μεν γάρ τον λέγοντος 
έοικεν είναι, αι δ* άλλοτριαι. 

b 27 ^5  τροφοΟ : Od. 19. 386” 475·
b 28 ύπο τών συβοτών: Od. 21. 205-225. The distinction Aristotle 

finds between the two instances is this: whereas the scar is seen 
by Euryclia by accident and in the natural course of things, with the 
herdsmen Ulysses directly points to it πίστεως ένεκα, in order to 
convince them of the truth of his disclosure: Od. 21. 217 και σημα 
άριφρα8ές άλλο τι 8εί(ω, όφρα ρ! έν γνώτον πιστωθητόν τ* cvi θνμω, 
ονλην, την ποτέ με σνς ηλασε λενκω όδοντι. In one of his lost 
writings, perhaps the Άπορηματα  *Ομηρικά, Aristotle criticized this 
Discovery as resting on an error of logic: *Αριστοτέλης 8έ, φασΐν, 
έπιλαμβάνεται τον τοιοντον άναγνωρισμον, λόγων ώς άρα κατά τον
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ιτοιητην τώ τοιουτω λόγω ττάς ουλήν έχων Ό 8υσσενς έστιν (fr. 208 1454 b 28 
Heitz; Porph. in Od. p. 126 Schrader), 

πίστεως lycfca, scil. χρώμεναι τοΐς σημείοις.
έκ irepiw€T€tas : * repentino quodam casu ’ (Victorius), as in b 29  

Polyb. 32, 22 ου τυχη  τό 7τλειον συνεργώ χρωμενος ov8* έκ ττεριττε· 
rctas, άλλα δια της άγχινοίας και φιλοπονίας. The ordinary inter
pretation of at έκ 7r€/Dt7rcretas, ‘ quae ex peripetia oriuntur * (Tyrwhitt), 
makes it refer to the περιπέτεια or turn in the story, and 
assumes the Discovery in the Odyssey to be consequent on the 
Peripety, whereas it is rather one of the means to it. It is to be 
remembered (1) that περιπέτεια is not always a term of the theatre 
in Aristotle (see on 11, 1451 »22); and (2) that even in the Poetics 
he is very apt to use such terms in the sense they bore in ordinary 
speech (see on 14, 1453 b 8 X°PVγ««).

iv  Tois Νίτττροι?: Od. 19, 392 (comp. 26, 1460 a 26). On this, b 3o  

the earliest mode of citing Homer, see Bergk, Gr. Litteratur- 
geschichte 1 p. 496.

di'cyi' p̂urei' οτι *Ορόστης: ‘ manifestum fecit se esse Orestem ’ b 32 

(Ritter), as the context shows, έκ€ίνη μέν yap δια της έπιστολής, 
έκ€Ϊνος δέ αυτό? λέγει κ τ έ .; comp, the parallel in 17, 1455 b 9 θυεσθαι 
μέλλων άν€γνώρισ€ν . · . είπών ότι κτέ. For the senses of άναγνω- 
ρίζ€ΐν in the Poetics see on 11, 1452 b 5.

διά rfjs Επιστολής, scil. άν€γνώρισ€ν ότι ’I îycVeia. The reference 
is to Iph. Taur. 727 sqq.

αυτό? X£yei: Iph. Taur. 800 sqq. In Aristotle’s view this latter b 34 
Discovery is very like that in Od. 21. 205: just as Ulysses points 
to his scar to convince the herdsmen, so Orestes, to convince his 
sister (comp. 808 έχεις τ ι των8έ μοι τεκμηριον;), makes a statement 
showing his familiarity with their family history and the old home 
in ArgOS (comp. 822 α δ* eiδον αυτός, τάδε φράσω τεκμήρια).

διό τι iyyiis. Vahlen restores διο έγγυς τ ι, which is no doubt the b 35 
more usual order when τι is connected with an adverb. But there 
are certainly some instances of the order in the text, e.g. Thuc.
7 · 57* 1 °v κατα 8ίκην τ ι μάλλον.— X en. H iero I. 21 η ουν ορας 
τι τους τυράννους η8ιον . . . ιόντας;— Cyr. I. 6. ΐ ΐ  οΐει τι, έφη, 

ηττον τούτο είναι α ισχρόν ;— Plato Prot. 3 27 Β °*€ί Th *Φν> 
μάλλον κτέ.

Τηρεί: Nauck, TGF.2 ρ. 257· b 3^
ή τη? κ€ρκί$ος φωνή, the actual expression of Sophocles (as it b 37 

would seem) is to be compared with the Euripidean ίστότονa 

ττηνίσματα, κερκί8ος άοι8ου μελετάς in Aristophanes Ran. 1315—
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1454 b 37 where the allusion is to the humming-sound of the shuttle in its 
passage to and fro (comp. Diet, of Antiq.3 2 p. 767). In κερκιδο? 
φωνή, however, there is a suggestion that the shuttle told Philo
mela's story for her; comp. Achilles Tatius 5. 5 ή γαρ Φιλομήλας 
τέχνη σιωπωσαν €νρηκ€ φωνήν* νφαινει γαρ πέπλον , . και προς
αυτήν [scil. Πρόκνην] α πέπονθε τη κερκιδι λαλει. In Aristotle's 
view a disclosure by such means as these is quite as inartistic as 
that of Orestes in the Iphigenia (800).

διά μνήμης, τω αίσθεσθαι τ ι ιδόη-α. Vahlen (omitting the 
comma) supposes this to be the same as τω δια μνήμης αϊσθέσθαι 
π  ίδδντα, and explains it thus: ‘ τω αίσθέσθαι . . . non tam 
percipiendo significat quam offerendo obiiciendo quod sensibus percipi 
possit, ut quae in exemplis dicuntur κλαυσαι, δακρυσαι.' τω αϊσθέσθαι 
τι ίδόντα accordingly has been taken to mean ‘ when the sight of 
some object awakens a feeling’ (Butcher), or ‘ indem ein Anblick 
schmerzliche Empfindungen wachruft' (Gomperz). It is more 
natural, however, to take τω αισθέσθαι in the sense of ‘ by be
coming conscious of' (comp. Bon. Ind. 754 a 43 for the aorist), 
and as an equivalent for τω μνησθήναι. The connexion between 
the two terms may be seen from De mem. 1, 450 b 18 ό γαρ 
ενεργών τη μνήμη θεωρεί τδ πάθος τούτο [i. e. the impression left 
by experience] και αισθάνεται τουτου. In default of a word corre
sponding to our ‘ consciousness’, Aristotle has to use αΐσθησις 
and αίσθάνεσθαι in lieu of it (Bon. Ind. 21 a 1 ; comp, my Textual 
Criticism of the Nic. Ethics p. 65). In the illustrations which follow 
the emphasis is on the participles ίδών and άκου'ων . . .  και μνησθάς, 
not on εκλανσεν and εδάκρυσεν; the actual manifestations of the 
awakened memories (εκλαυσεν, εδάκρυσεν) are only the accidents, 
which happen to be found in the instances under consideration, 
ΐδοντα is a circumstantial participle (comp. μ€ταβαλονσα in 4, 
1449a 14). It is loosely put for ‘ seeing or hearing} (comp. 
Kiihner, Gr. Gr.3 2. 2. p. 570).

Ι455&1 έν KuiTpiois: Nauck, TGF.2 p. 775. Nothing more is known 
of the play.

a 2 iv ’aXkiVou άπολόγω: Od. 8. 521 SQ T  (comp. 8. 83 sqq.). In 
Rhet. 3. 16, I 4 i7 a i3 the designation covers the ground of 
Od. 9-12. See on 1454 b 30 for this mode of citing Homer.

a 4 iv Χοηφόροι?: Aesch. Choeph. 168-234 (comp. Eurip. El. 520). 
Electra reflects on what she sees, and concludes that it is her 
brother Orestes who has come home. It will be observed that in
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the other instances of άναγνώρισις εκ συλλογισμόν the discovery is I455a 4 
made by the party who overhears the reflexion of the other.

6 ’Ορ&ηης. For the article compare Herod, i. 68 σννφάλλετο a 5
τον Όρεστεα . . . τούτον είναι.

ΠοΧυίδου. It is agreed that this was the Attic form of the name a 6 
(Kock, CAF. i p. 508 ; Schulze, Qu. Epicae p. i n ) .  As literary 
criticism was part of the business of a sophist, the probability is 
that this suggestion of the * Sophist Polyidus' was propounded in 
some critical discussion on the technique of the dramatists; it is 
quite unnecessary to suppose him to have been also a dramatic 
poet (with Welcker, Gr. Trag. 1043), or to identify him with 
a certain dithyrambic poet of the same name (with Bernhardy,
Gr. Litt.3 2 p. 756). Aristotle reverts to this suggestion in 17, 
i 4S5 b io.

TuSel: Nauck, TGF.S p. 803. Nothing more is known either a 9 
of this or of the other two plays mentioned, the ΦινεΓδαι (Nauck 
p. 841) and Όδυσσενς ψευδάγγελος (Nauck p. 839). It is impos
sible . to say who the personage here referred to was (comp. 
Tyrwhitton 11, i45 2 a 27).

4κ ιταραλογισμοΟ: comp. a 4 εκ συλλογισμόν. Vahlen, who a l3 
connects this directly with συνθζτη, supposes the two factors in the 
Discovery to be a συλλογισμός  on the side of the one, and a 
παραλογισμός on the side of the other of the two parties: * quae 
[scil. άναγνώρισις] ut ex simplici unius ratiocinatione prodire, ita 
composita esse potest alterius ex syllogismo, paralogismo alterius'
(comp, also the discussion in his ‘ Zur Kritik Aristotelischer 
Schriften ’ p. 16). The illustration, however, from the Όδυσσευς 
i/ιενδάγγελος does not seem to imply anything more than an erro
neous inference by one party (παραλογισμός 6 θατίρου) from some 
statement made by the other. The reasoning in this instance 
Aristotle appears to regard as the illogical parallel to that in the 
Choephoroe: just as the recognition of Orestes by Electra came 
about through a συλλογισμός  on her part, so that of A  by B, the 
two personages in the Όδυσσενς ψευδάγγελος, is supposed to come 
about through a παραλογισμός on the part of the latter. The 
fallacy to be found there may have arisen from the ambiguity of the 
word 'know'. A  having said ‘ I shall know the bow*, B may 
have taken this to mean that he would ‘ know it again' (άναγνω- 
ριονντος)— which was not true (comp, δ ονχ εωράκει). In our 
ignorance of the play and its plot it is idle to speculate further as 
to the way in which the actual Discovery may have been worked
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1455 a 13 out in it. The present is one of many passages showing Aristotle's 
affection for the forms of logic even when dealing with matters of 
poetry (see on 16, 1454 b 28).

θατέρου: comp. 11, i452b 4. The error in the text of Ac 
(θεάτρου) is the converse of that in the inferior MSS. of Plato’s 
Laws 659 A (θατέρου for θεάτρου). 

a 15 <&s δή κτε. Both text and interpretation here are in the highest
degree doubtful, ως δή εκείνου άναγνωριοϋντος seems to be prac
tically an object-clause after ποιήσαι; for this use of the gen. 
absol. with ώ? see Kiihner, Gr. Gr.3 2. 2 p. 93, or Goodwin, Synt. 
of Gk. Moods and Tenses § 917 (comp. Lobeck on Soph. Aj. 281). 
After άναγνωριοΰντος we may understand τό τόίον, from τό τόίον 
εφη γνώσεσθαι in the preceding line— the distinction between 
γνώσεσθαι and άναγνωριοϋντος being like that between λήψις and 
άνάληφις in De mem. 2. 451 a 20 οϋτε yap μνήμης εστιν άνάΑηψις 
ή άνάμνησις οϋτε λήφις.

διά τούτου ποιήσαι. ποιήσαι here may perhaps have the sense 
of ‘ suppose' or ‘ assume’ (comp. Herod. 7. 184; Xenoph. An. 
5. 7. 9; Ast, Lex. Plat. 3 p. 136). The comma usually placed 
after τούτου has been removed in order that διά τούτου may be 
connected with ποιήσαι, so as to mean ‘ through' or ‘ in consequence 
of this statement'; comp, the use of διά in Soph. el. 1, 165a i 
0 συλλογισμός εκ τινων εστι τεθεντων ώστε λέγειν έτερόν τι ε ί 
ανάγκης των κείμενων διά των κειμένων. If the comma is retained, 
άναγνωριουντος διά τούτου must mean either ‘ would reveal himself 
by this' (see on 11, 1452 b 5), or ‘ would recognize him by this'. 
Butcher, keeping παραλογισμόν, and reading with Bekker and the 
Aldine έποίησε instead of ποιήσαι, translates the clause thus: 
‘ This remark led Odysseus to imagine that the other would recog
nize him through the bow, thus suggesting a false inference.' 

a i8 οΐον τό έν τω Σοφοκλέους Ο ιδίποδι: comp. 15, 1454^7 °*ον τ° 
εν τω Οίδιποδι— where a certain incident in the story of the Ο. T. 
is said to be άλογον, just as here another is said to be είκός. That 
the Discovery in the Ο. T. is probable was shown in 11, 1452 a 26 
(βηλώσας ος ήν).

τη Ίφιγενεία : Iph. Taur. 582. 
a i9 έπιθεΐναι γράμματα is ‘ dare epistolam’ (comp, Iph. Taur. 770 

επιστελλει), not as Bon. Ind. 281 a 44 says, ‘ addere epistolam’. 
The dative of the person to whom is omitted, for reasons which 
a reader of the play will easily understand. It is omitted also for 
the sake of brevity in Herod. 3. 43 γράψας δέ ες Αίγυπτον επέθηκε
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(scil. τό βυβλίον), which Valckenaer explains as meaning ‘ tradidit 14 5 5 a 19 

epistolam in Aegyptum perferendam ’.
at γάρ τοιαυται μύΐ'αι κτέ. The difficulty in this clause is 

obvious, and it has long been recognized. Vahlen’s explanation is 
as follows: ‘ haec planissima sunt quamquam a Spengelio prave 
intellecta, neque enim hoc voluit illas agnitiones unicas esse quae 
careant indiciis et monilibus, sed hoc dicit: hae αναγνωρίσω per 
se solae sunt (constant) sine illis extrinsecus adminiculis ascitis, 
et haec quidem sic universe significantur verbis των πεποιημένων 
σημείων καί περιδέραιων, quoniam ea nunc non attinebat singillatim 
per suas species referre/ The real crux of the passage, however, 
is in σημείων) as used at the beginning of the chapter, in the 
account of the first species of Discovery (ή διά των σημείων 

άναγνώρισις, 1464 b 2Ι)> the term denotes a visible mark or token; 
but the absence of a σημείον of that description is obviously not 
peculiar to this fifth and best Discovery —  ή έξ αυτών τών 
πραγμάτων. Twining plausibly suggests that Aristotle may be 
using σημείων in a more general sense, and that it denotes here—  
as it might very well do— anything that serves as a ‘ sign’ in the 
less artistic forms of Discovery. Thus in the second of these the 
statement of Orestes is a sort of ση μεΐον; in Euripides it is 
actually described as a τεκμήριον (see on 1454^34). The same 
may be said of the tears (έκλανσεν, έδάκρνσεν) in the third species 
of Discovery. As for the fourth (ή εκ σνλλογισμον), to judge 
from the instances, it may depend on a sign (comp, τεκμήριον,
Aesch. Choeph. 205), or it may result from a reflexion overheard, 
which thus serves as a sign. In comparison however with that 
in the Ο. T. or Iphigenia, all these forms of Discovery are in 
Aristotle’s judgment more or less artificial (comp. πεποιημένων), 
and thus of inferior artistic value.

8cpaia>v: comp. Eurip. Ion 1431 δέραια παώ\ νεογόνω φέρειν.—  a 20 
Menander (Lefebvre, Fragments d’un MS. de Μ.) Έπιτρέποντες 28 
κάκκείμενον παιδάριον ενρον νήπιον εχον δέραια και τοιουτονί τινα 
κόσμον.— 86 80s μοι, γνναι, τά δέραια και γνωρίσματα.— Alciphron 
Ε ρ . 3· ^3 μ*™  των σπαργανών δέραια τινα και γνωρίσματα 
περιθεΐσαι,

Sci δέ του? μύθου? κτέ. This begins a series of supplementary a 22 
rules for the guidance of the dramatic poet in practice. When 
writing his play in the study he must (1) see the various incidents 
in it as it were, so as to anticipate the impression they are likely 
to produce on the stage; and also (2) feel to some extent the
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1455a 22 various emotions of his personages, if his picture of emotion is 
to be convincing (1455 a 23-34). After these five further rules 
are added in the course of this and the following chapter. ^ 

συναπεργάζεσθαι : comp. a 30 σνναπ εργαζόμενον, and Rhet. 2. 8, 
1386 α 31 ανάγκη τονς συναπεργαζομένους σχήμασι και εσθητι καί 
ολως τη υποκρίσει ελεεινότερους είναι, σνναπεργάζεσθαι, ‘ to finish 
off’, stands in the same relation to άπεργάζεσθαι as συμπληρονν 
and σ-υντελεΐν to πληρούν and τελεΐν. It is to be remembered 
that in Aristotle’s view (6, 1450a 36; 9, i 4 5 i b 28) the language 
is but a secondary matter by comparison with the μνθος. Plutarch’s 
story of Menander’s mode of working may be worth quoting: 
De gloria Ath. 4, 347 E λεγεται δε και Μενάνδρω των συνήθων τις 
ειπεΐν' Έ γγνς ονν, Μένανδρέ, τα Διονυσία, και συ την κωμωδίαν ου 
πεποίηκας; τον δε άποκρίνασθαι, Ν ή τους θεούς εγωγε πεποίηκα την 
κωμωδίαν· ωκονόμηται γάρ η δίαθεσις [== ‘ the plan’]* δει δ* αντη τα 
στιχίδια επασαι.

tt 23 ττρο όμμάτων τιθίμενον : D e  mem. I. 4 5 0  a 4  ό νοών, καν μη ποσόν 
νοη, τίθεται προ όμμάτων ποσόν, νοεί δ* ονχ η ποσόν.— Probi. 4 0 . 14» 

9 5 7 a 22 τ€ ενυττνιόν εστιν δ τα ν  διανοουμενοις και προ όμμάτων 
τιθεμενοις νιτνος επελθη (com p. Bon. Ind. 509  ̂3°)·

ουτω repeats the idea of προ όμμάτων τιθεμενον ; what follows, 
εναργέστατα όρων κτε., is added as an explanation.

ορών. Vahlen retains the article before όρων, and supposes an 
hyperbaton like that in 6, 1449 b 23. The article, however, is cer
tainly not wanted, and may easily be explained as a dittographia.

a 26 Καρια̂ ω. The play referred to is assumed on the strength of 
this statement to have been entitled the Amphiaraus. Nothing 
more is known of it than what Aristotle here tells us, that the 
incongruity of a certain incident in it was observed and resented 
by the audience.

a 27 Ιξ tepou Avrjci: ‘ e templo exibat’ (Paccius), ‘ e fano exiit’ 
(Victorius), ‘ e templo ascenderat ’ (Tyrwhitt), ‘ had left the temple’ 
(Twining), ‘ ex delubro redibat’ (Ritter), ‘ was on his way from 
the temple ’ (Butcher), ‘ hatte das Heiligtum bereits verlassen ’ 
(Gomperz).

0 μή όρώντ τον θεατήν κτε. The sense is : If the incident 
had not been visibly before them, as part of the action of the 
piece (τά πραττόμενα), the incongruity would not have been noticed 
by the audience (τον θεατήν: see on 26, 1461 h 28) ; but they could 
not help observing it when actually put before their eyes on the 
stage. To guard against this kind of mistake, therefore, the poet
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shoul(J in his mind’s eye see his various incidents beforehand, so as 1 4 5 5  a  27  

to anticipate the impression they will make in the theatre. In the 
same way we are told in another place (24, 1460a 15) that the 
absurdity in the Pursuit of Hector in the Iliad would be observed 
on the stage, though it passes unnoticed in the poem, 

οσα δε δυκατδν: comp. a 23 δτι μάλιστα. a 29

tois σχήμασιι>: the attitudes and gestures in which great emotion 
finds expression. The meaning here is apparently this: If the 
poet is to portray great emotion convincingly, he must feet it 
himself; and if he feels it, he cannot but express it to some extent 
in gesture as well as in word. Aristotle, therefore, does not agree 
with the theory that the poet should write in cold blood, and that 
poetry is a matter of pure art and intellect; his view rather is that 
some emotional excitement is one of the conditions required for 
a strong and convincing picture of passion. With this we may 
compare the Horatian maxim, S i vis me flere, dolendum est primum 
ipsi tibi (A. P. 102), and that of Pope (Eloisa to Abelard 366), ‘ He 
best can paint 'em [i.e. their woes] who can feel ’em most’ ; or 
the perhaps even weightier dictum of Wordsworth (Pref. to 
Lyrical Ballads), ‘ It will be the wish of the Poet to bring his 
feelings near to those of the persons whose feelings he describes, 
nay, for short spaces of time, perhaps, to let himself slip into an 
entire delusion, and even confound and identify his own feelings 
with theirs.’ How consonant all this is with the actual experience 
of many great imaginative writers may be seen from the evidence 
cited by Biese, Das Metaphorische in der dichterischen Phantasie 
p. 24 (Berl. 1889). In the Carpentariana p. 193 a story is told 
of Domenichino as showing that the same emotional excitability is 
not unknown even among painters: ‘ Le Dominiquin avoit cofitume 
de jouer, pour ainsi dire, le role de toutes les figures qu’il vouloit 
representer; & de dire tout haut ce que la passion qu'il leur 
donnpit, pouvoit inspirer. Lorsqu'il peignoit le Martyre de 
S. Andrb, le Carache le surprit comme il dtoit en colere, pariant 
d’une yoix terrible & menapante; & il travailloit pour lors h. un 
Soldat qui menace le Saint. Aprbs que Γ enthousiasme fut passb, 
le Carache courut l’embrasser, & lui avoua qu’il avoit 6i6 ce jour-la 
son Maftre; & qu’il venoit d’apprendre de lui, la veritable manibre 
de r&issir dans les expressions.’ 

πιθανότατοι . Λ . ol iv τοΐς πάθβσιμ: Quintilian 6. 2. 27 In iis a 3o 
quae verisimilia esse volemus, simus ipsi similes eorum qui vere 
patiuntur affectibus. In the next clause / W m  . . .  και χαλ^παίνα

POETICS R
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a 30 · · . άληθινώτατα explains 7ηθανώτατοι, and ό χειμαζόμενος και . . . δ '· 
όργιζόμενος corresponds with ol εν τοΐς πάθεσιν. For the meaning 
of πιθανός see on 9, 1451 b 16.

άπδ τής αυτής φύσεως. The same use of από is found in Eth. 
N. 4. 4, 112 2 b 13 από της ΐσης δαπάνης τδ εργον ποιήσει μεγα· 
λοπρεπεστερον.— Meteor. 2. 3» 359 a 7 ωστε τα πλοία από τον αντου 
των άγωγίμων βάρους εν μεν τοΐς ποταμοΐς ολίγον καταδννειν, εν δε τη 
θαλάττη μετρίως εχειν.— Mech. 2 2. 854 b 7 οσω γαρ άν πλεΐον άπεχη 
τον νπομοχλίον ό μοχλός, ραον κινεί και πλεΐον από της ισχνός της 
αντης.

a 31 ci' tois ττάθεσιν: De insomn. 2, 460 b 3 ραδίως άπατωμεθα περί 
τας αισθήσεις εν τοΐς πάθεσιν δντες, άλλοι δ* εν άλλοις, οΐον δ 
δειλός εν φόβω, ό δ* ερωτικός εν ερωτι.

χειμάζει.. . χαλετταίνει are intransitive (comp. HSt. s.v. χειμαίνω). 
The usual interpretation is that of Victorius, who makes them 
mean ‘ fluctuare facit alium’ (or ‘ excitat fluctus in animis audi
torum’) and ‘ ad iram commovet'. As far, however, as the 
present passage is concerned, any such reference to the feelings 
of the audience is out of place; the poet is not supposed to make 
them angry (for instance), but to put before them a picture of anger 
which they can accept as sufficiently like reality (see on 19, 1456 br). 
The clause in fact is only an amplification of the πιθανώτατοι ol 
εν τοΐς πάθεσιν εισιν which precedes it

χειμαζόμενο?: comp, infra b 2i χειμασθείς. The subst. χειμων 
is similarly used of mental distress or agitation in Epicurus, p. 62,
18 Usener, λύεται πας 6 της ψνχης χειμών, where it is the opposite 
of η της ψνχης αταραξία (comp. Lobeck, Phryn. p. 387, and the 
Index to Meineke's FCG. p. 1148).

a 32 άληθινώτατα, which qualifies χειμαίνει as well as χαλεπαίνει, is 
emphatic, as its position shows. It is stronger than πιθανωτατα, 
the word which Aristotle might very well have used in this context.

διδ ευφυους κτε. Aristotle's curt and allusive statement needs ; 
some little expansion to bring out his meaning. It may perhaps - 
be rewritten thus: the imaginative power of identifying oneself 
for the time with one’s personages, which poetry demands, is a 
matter not of art, but of nature and temperament; it requires 
a natural gift or else a touch of madness in the poet's mental ; 
constitution. This natural gift consists in a certain impression
ability of soul; and the illusions of madness arise from a distem
pered form of the same quality.

ευφυοΰς. ενφνής (more fully ενφνης πρός τι) is a general term
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for one with a natural gift and aptitude for something, as distinct 1455 a 3a 
from one who acquires a power by training or study; comp. 22,
1459 a 7> and Top. 3. 2, 118 a 2 2 φιλοπονεΐν άρνονμεθα, ΐνα ευφυείς 
είναι δό£ωμεν, The word is of frequent occurrence in Plato, as 
well as in Aristotle, and it is occasionally found in Isocrates also.
In the present passage the poetic imagination is tacitly assumed 
to be a matter of nature, and to be the outcome in some instances 
of a healthy, and in others, of an unhealthy nature. The alter
native ευφνους η μανικού might be largely illustrated from Probl.
30. i, where the connexion between 1 great w it’ (as Dryden calls 
ευφυΐα) and madness is considered at length. The writer of the 
Problem (one of Aristotle's immediate followers, as it would seem) 
shows that they have a common physiological basis— that the 
‘ melancholic temperament' underlies all exceptional ability, and 
that a more or less morbid form of it is to be seen in madness, 
and in certain states of mind akin to madness, e.g. enthusiasm 
and * ecstasy';  comp. esp. Probl. 30. 1, 954 a 34 πολλοί δέ κ α ί . . . 
νοσημασιν άλίσκονται μανικοίς ή ενθουσιαστικοίs, δθεν ^,ίβυλλαι και 
Βάκιδες και οι ενθεοι γίνονται πάντες . . . Μαρακός δέ δ ^υρακουσιος 
και άμείνων ήν ποιητής, οτ εκσταίη. A close relation between 
genius and madness is implied also in Rhet. 2. 15, 1390^ 6 και 
ενίοτε αν η αγαθόν το γένος, εγγίνονται διά τίνος χρόνον άνδρες περιττοί, 
κάπειτα πάλιν άναδιδωσιν’ εζίσταται δέ τά μεν ενφνά [‘ clever',
‘ quick-witted'] γ έν η  eis μανικωτερα ηθη .. . τά δέ στάσιμα  [_* Steady ',
‘ painstaking ’] εις αβελτερίαν και νωθρότητα.

ή μαγικού. The alternative here is a rationalistic recognition a 33 
of the ancient idea of the poet being * possessed' and ‘ inspired' 
at the moment of poetic creation. Plato plays on this idea in his 
‘ praise of madness ' in Phaedr. 245 a  o s  δ* άν άνεν μανίας Μουσών 
επι ποιητικάς θνρας άφίκηται, πεισθεις ως άρα εκ τέχνης ικανός ποιητής 
εσόμενος, ατελής αυτός τε και ή ποίησις υπό της των μαινομενων ή του 
σωφρονονντος ήφανίσθη; and he returns to it in other dialogues 
(comp. Apol. 22 b, Meno 99 c, Ion 533 e sqq., Laws 719 c). For 
the survival of the notion in later literature see W. H. Thompson's 
note on Phaedr. 245 a .

ol μέν . . . ot δέ. The singulars which precede are practically 
equivalent to plurals, ευφυών . . .  μανίκων (comp. Kiihner, Gr. Gr.3
2. i p. 86).

εΰπλαστοι, * capable of assuming a variety of moods', i. e. as we 
should say, ‘ impressionable ’ or ‘ emotional' ;  comp, the Platonic 
απαλή ψυχή in Phaedr. 245 a  τρίτη δ' από Μουσών κατοκωχή τε

R 2
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1455 & 33 καί μανία, λαβονσα απαλήν και αβατον ψυχήν, and the explanation 
of Hermias (p. 98 Couvreur) απαλήν δε λεγει τήν ε ύ π λ α σ τ ο ν  και 
ενπαθώς εχονσαν προς υποδοχήν του θείου. T h e word is properly 
used o f material substances which, instead o f being hard and 
rigid, are easily made to take various shapes ; comp. D e gen. an. 
3. I I ,  761 a 32 πολύμορφα τα iv  τω υγρώ μαλλόν εστι τών εν τβ  γη' 
τό τε yap υγρόν ευπλαστοτεραν εχει τήν φύσιν της γης (also Plato 
Rep. 588 d)· A  metaphorical extension o f meaning, not unlike 
that in the text, is found in Plato Law s 6 6 6  b  επίκουρον της του 
γήρως αύστηρότητος εδωρήσατο τον οίνον φάρμακον, ώστε ανηβαν ημάς 
και δυσθυμίας λήθην γίγνεσθαι, μαλακώτερόν τ  εκ σκληρότερου το της 
ψυχής ήθος, καθάπερ εις πυρ σίδηρον εντεθεντα, γιγνόμενον, και ούτως 
ε ύ π λ α σ τ ό τ  ερον είναι. This impressionability o f soul, which marks 
the poetic genius (ευφυής), may be explained on the principles set 
forth in Probl. 30. 1, where the melancholic temperament is said 
to show itself in a certain variability o f mood (ανώμαλοί είσιν oi 
μελαγχολικοί), and a general capacity for strong feeling (ή φύσις 
δήλη ρεπουσα προς τα πάθη), 

a 34 Εκστατικοί describes the extreme form o f the emotionalism of 
the melancholic tem peram ent; some of the ‘ melancholic f are apt 
to be so completely carried away by their feelings as to be actually 
beside themselves for the time. According to Probl. 30. 1 a ten
dency to this description of ‘ m elancholy' was observable in most 
o f the poets (τών περι τήν ποίησιν οι πλείστοι, 953 a 2&)) 3. certain 
Maracus o f Syracuse— like our own Christopher Smart and others—  
was said to have been at his best in moments o f derangement, 
Μ αρακος ο %νρακονσιος και άμείνων ήν ποιητής, δτ εκσταίη (9 5 4 a 3^)· 
Am ong Aristotelian instances o f εξίστασθαι, εκστασις, and εκστατικός, 
as terms of mental pathology, the following may be noted : De gen. 
et corr. 1. 8, 3 2 5 a 19 ουδενα γάρ τών μαινομενων εξεστάναι τοσούτον 
ώστε το 7τυρ εν είναι δοκεΐν και τον κρύσταλλον.— Η .Α . 6. 22, 577a 12 
εζίσταται και μαίνεται.— Cat. 8, 9^3 6 V τ€ μανική εκστασις και ή 
οργή και τά τοιαυτα [scii, ποιότητες]" ποιοι γάρ κατά ταύτας λέγονται, 

οργίλοι τε και μανικοί.— Probl. 3°· χ> 953 a 1 7 V 7r€PL το 5̂ παίδας 
εκστασις [said o f Hercules slaying his children in his madness]. 
— a 22 ο μεν [i.e. A jax] εκστατικάς εγενετο παντελώς. - ^ 3 1 4 τών 

μελαγχολικών οσοι εκστατικοί. Theophrastus Η. Ρ. 9· J3> 4 has 
Εκστατικός in the active sense o f producing εκστασις: γίνονται 
δε τινες τών γλυκειών [scii, ριζών] αί μεν εκστατικοί καθάπερ ή ομοία 
τώ σκολύμω περι Ύεγέαν, ήν και Πάνδειος δ άνδριαντοπονος φαγών 
εργαζόμενος εν τω ιερώ εζεστη' άί δε θανατηφόροι κτε. This technical



Ι7· 1455 a 33—1455 b 7 245

use of these words is perhaps another proof o f the influence of the 1455 a 34 
language o f Hippocrates (v. Foes, Oeconomia Hippocratis s.v.
Ικστασι?) on that of Aristotle and his school.

έ£εταστικοι, the reading of the MS., is surely impossible in a con
text like the present, cfετά£ειν denotes to ‘ scrutinize * or ‘ examine 
i.e. to exercise one’s critical faculty on something. It is clear, 
however, as any reader of Probl. 30. 1 must see, that Aristotle is 
not thinking here of the critical but of the imaginative power of 
the poet, and that he wishes to distinguish two forms of it, one 
springing from a healthy, and the other from a more or less 
morbid state of mind. An instance of the corruption of εκστατικό? 
into έ£εταστικό? is found in the MSS. of Aspasius’ commentary on 
the Nic. Ethics, p. 136. 3 ed. Heylbut. Mr. A. O. Prickard has 
pointed out to me a similar corruption in Longinus 38.5 (Στάσεως 
for έκστασεω?).

τού? τε λόγου?: comp. 24,1460 a 27. A new point is introduced 
in the same way in 24, 1460a 26 (προαφέίσθαί τε δεί), and in 
several places in the later Books of the Nicomachean Ethics 
(e.g. 8. ι, 1155 a 11 ,1 6 ; 9 .1,1164  b 1, etc.). This is the third of 
Aristotle’s supplementary rules (see on a 22). It will be observed 
that he now changes his construction, infinitives taking the place 
of the preceding participles, just as though he had begun by saying 
δει δέ τονς μνθονς σννιστάντα και τη  λε£ει σνναπεργαζόμενον δτι 
μάλιστα προ όμμάτων τίθεσθαι , . . και τοΐς σχήμασιν  συναπεργά- 
ζεσθαι. For λόγο? in the sense of the argument in a play or 
poem comp. 17, 1455 b 17 and 24,1460 a 27 (also Aristoph. Pax 
148, and Hesychius λόγο?· ή τον δράματος νπόθεσις).

έκτίθεσθαι καθόλου; i. e. to set out in a general form, to reduce it b 1 
to its simplest terms by ignoring its accidents, its personal and other 
accessories. On the logical or philosophic use of έκτι'0εσ0αι in 
Aristotle see Vahlen, Beitr. 2 p. 83 and Poste’s Sophistici Elenchi 
p. 153 (comp. Maier, Syllogistik des Aristoteles 2. 2 p. 142).

έπεισοδιοθκ, scil. τού? λόγου?, as in Rhet. 3. 17, 1418 a 33 δει τον 

λόγον έπεισοδιουν έπαινοι?. It means to work in the accessory 
incidents (επεισόδια; see on 9, i 4 5 i b 33) into the story as out
lined in the preliminary sketch.

η} θεω. The goddess meant is Artemis, to whom Iphigenia b 5 
had been offered in sacrifice (τνθείσης τίνος κόρης b 3) at Aulis.

άμεΐλεμ 6 θεό? . . . έλθει*' έκεΐ. The reading here was practically b 7 
settled long ago by Diintzer (Rettung d. Aristot. Poetik p. 180).
Aristotle is merely reproducing in his own form the statement in
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*455 b 7 Iph. Taur. 82, where Orestes, in an address to Apollo, is made to
say : έλθών δέ σ  η ρώτησα πώς τροχηλάτου μανίας αν έλθοιμ ες τέλος 
πόνων τ  έμών' συ δ* εΐπας [ = άνέΐλεν ο θεός\ έλθεΐν Τανρικης μ  ορονς 
χθονός [ =  έλθεΐν εκα], ένθ' *Αρτεμις οτη ξνγγονος βωμούς έ χ ε ιλ α β ε ΐν  
τ άγαλμα θεάς . . . λαβόντα  δ’ . . . * Αθηναίων χθονι δούναι. This 
incident in the previous history of Orestes is outside the actual 
story or plot of the Iphigenia (έξω του μύθον);  all that is really 
essential for the dramatic situation is that τω άδελφω συνέβη έλθεΐν 
της ιερείας.

b 8 e£u> τοΟ μύθου, which seems to have been explained by the 
adscript έξω του καθόλον} is equivalent to έξω του δράματος (see on 
14, 1453 b 32), outside the action of the piece. 

b 9 ληφθει? =  συλληφθείς (comp. Bremi on Lysias in Eratosth. § 16).
άΐ'€γ»'ώρισ€>', scil. on *0ρέστης (see on I i , i4 5 2 b 5). 

b 10 Πολύιδος : see on 16, 1455 a 6.
b 12 όποθύ̂ τα τά ό κοματα: g, I 4 5 ib i3 τά τυχόντα ονόματα ΰποτι- 

θέασιν. The proper names are required to serve as a basis for the 
story, and impart to it an appearance of reality. Aristotle seems 
to speak for the moment as though the whole story, names and 
all, were of the poet’s creation, as it was in the New Comedy and 
in certain tragedies (9, I 4 5 ib n ,  19). If the stories, however, 
were traditional, the chief names were generally part of the tradi
tion, and taken over from it by the dramatist. A reason for the 
retention of historic names in Tragedy has been given in 9,
1451b 15·

b 13 επεισοδιοΰμ : comp, b I (ττασοδιονρ καί π apartiveiv.

ottos 8c εσται. Another, perhaps the only other Aristotelian 
instance of this quasi-imperative, is in Rhet. 3. 18, I4 i9 b 6 όπως
ουν το άρμόττον αντω ληψεται, Aristotle addresses his audience
(see on 15, 1454b 9), as he does in the concluding paragraph 
of the Sophistici Elenchi (33, 184 b 3), and exhorts them to bear 
in mind the rule he is pointing out.

οικεία: appropriate to the person. The madness of Orestes in 
the Iphigenia is a return of that which seized him just after the 
murder of his mother (Iph. Taur. 83); his purification also is 
naturally suggested by his guilt as a matricide (Iph. Taur. 
1031 sqq.). 

b 14 ή μανία : Iph. Taur. 281 sqq.
b 15 rijs καθάρσεως : Iph. Taur. 1163 sqq.
b 18 τταραφυΧαττομύμου: comp, the use of φνλάττειν  in Horn. Od. 4

670 όφρα μιν αυτόν Ιόντα λοχησομαι ηδέ φυλάξω έν πορθμω.
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H 55 b 24  "Εστι δέ πάσης τραγωδία* κτέ. The fourth of these supplementary 
rules. The complication and denouement are of such paramount 
importance, that two tragedies with the same sort of complication 
and denouement should be regarded as substantially the same, 
however different they may be in other respects. It is quite
possible to succeed in the one point and fail in the other; but
they are both of equal moment, and require equal attention from 
the poet. This view of the drift of the paragraph assumes that the 
sentence δίκαιον . . . κρατείσθαι in 1456°- 7-10 should follow after 
μέχρι τον τέλους in 1455 b 32. A mere definition of 8eW and 
λνσις would have no place in these chapters, unless it were made 
to lead up to some practical precept, such as we have in δ€ΐ δέ 
άμφω άει κρατείσθαι in 1456 a 10.

δέσι* . . . Χύσι*: see on 15, 1454 a 37.
b 25 έξωθεν: see on 14, 1453b 32.

cvia τών έσωθεν ττοΧλάκι?. It is not necessary to transpose πολ- 
λάκις and insert it after the preceding τά μέν έξωθεν. The δέσις, 
says Aristotle, comprises not only the presupposed part of the 
story (τά έξωθεν, or τά π  ροπεπραγμένα), but also in many instances 
(πολλάκις) some portion of the action within the play. In the Iph. 
Taur. the δέσις extends as far as 1. 391. In the Ο. T. on the 
other hand the entire δέσις is presupposed, the λνσις  beginning 
with the opening scene. 

b 29 Λυγκεΐ: see on 11, 1452 a 27. The Lynceus is cited as an 
instance of a play with a δέσις partly presupposed and partly 
within the limits of the action of the piece. 

b 30 toC παιδίου, Abas, the child of Lynceus and Danaus’ daughter 
Hypermnestra.

b 32 τρ α γ ω δ ία *  δέ ε ίδ η  κτέ. The fifth of the supplementary rules. 
There are four species of Tragedy— each arising apparently (like 
the species of Democracy in Pol. 4. 12, 1296b 27) through the 
prominence in it of some one of the several elements in a play. 
Aristotle insists that for an ideally good tragedy all these elements 
of interest are wanted, and that in so critical an age none can be 
neglected with impunity {μάλιστα μέν ονν άπαντα δεΐ πειράσθαι 
έχειν κτέ. 1456 a 3)· The species he is now talking of, or at any 
rate three out of the number, were probably no discovery of his; 
terms like πεπλεγμένη τραγωδία, παθητική τραγωδία, and ηθικη 
τραγωδία may very well be supposed to have been already 
sanctioned and current in the technical language of the theatre 
(comp, on 9, I45l b 33)· E  the ττεριπέτειa and άναγνώρισις are
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'the whole thin g' (as we say), the play is πεπλεγμένη; if the 1455b 32 
element o f πάθος is especially prominent, it is παθητική; if it is 
mainly a portraiture o f character, it is ηθική; and if it depends 
largely on the ‘ spectacle', it is 1 spectacular '. This last species 
Aristotle recognizes as a fact, but as there was no derivative from 
δψις corresponding to our ‘ spectacular *, he has to change his form 
of expression and speak not of the fourth * species ’, but o f the 
fourth element (τό δέ τέταρτον δψις), with instances, however,
(αι τε Φορκίδες κτέ.) relating to the species of drama in which the 
element of δψις was prominent (see J. of Phil. 14 p. 50). These 
four elements have been already considered, though not quite so 
directly as Aristotle's language would imply. The περιπέτεια and 
άναγνώρισις, which are assumed to go together (comp. 11,
1452 a 32), and the πάθος have been distinguished already as 
elements in the μνθος (comp. 11, 1452 b 9); and they are counted 
here as two parts of the play because each is the prominent factor 
in a distinct species of tragedy. T  wo other parts are mentioned, 
the ήθη and the δψις, apparently for the same reason. If nothing 
is said of the remaining ‘ parts' of Tragedy, the reason is obvious; 
there was no existing species of Tragedy that could be described 
as consisting mainly of διάνοια or λέξις or μελοποιία. Vahlen and 
others assume a lacuna in b 34 (after άναγνώρισις), on the supposi
tion that Aristotle must have had something to say about the 
απλή τραγωδία. The απλή τραγωδία, however, is not a species in 
Aristotle's present sense of the term; and if we are to find a place 
for it in the text, the same logic would require a recognition of the 
άήθης τραγωδία (6, 145oa 25), as being the logical opposite of 
the ηθική τραγωδία in the passage before us. The insertion too, 
which is due to a desire to bring the present statement into line 
with that in 24, 1459 b 8, makes it necessary to adopt a highly 
improbable correction, τερατώδες, in the context (1456 a 2).

τοσαυτα γάρ και τά μέρη έλέχθη. In lieu of τά μέρη Tyrwhitt 
suggests τά μύθων, and Ueberweg τά μύθον or του μνθον— which 
would mean, if I understand Tyrwhitt's note correctly, that the 
ηθική τραγωδία is based on an ήθικδς μνθος. This, however, can 
hardly be right, if one remembers the sharp distinction drawn 
between ήθος and μνθος in 6,1450 a 4. The present passage, due 
allowance being made for the Aristotelian brevity of expression, is 
intelligible enough in itself; the difficulty is to bring it into har
mony with what is said elsewhere in other parts of the book, 
τοσαυτα γάρ καί τά μέρη έλέχθη, no doubt, implies a previous
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1455b 32 statement, which it is impossible to find in the earlier chapters ;
and the passage in 24,1459^9 implies that a άπλή  as well as. 
a 7Γ€7τλ€γμ€νη τραγωδία had been recognized among the four species 
of Tragedy in the passage before us. Difficulties of this kind it is 
better to acknowledge than to remove at the cost of reforming the 
text. The truth is that Aristotle is more human than we com
monly suppose— that his memory is sometimes at fault, and also 
that he sometimes writes down what occurs to him at the moment, 
without stopping to reflect whether it is quite reconcilable with 
what he has said elsewhere. Though there are chapters in the 
Poetics, more especially in the early part, which are models of 
careful drafting, I think it clear that, as the work advances, the 
statement is not always equally admirable, and that it would 
require a great deal of revision to make it consistent throughout. 
The difficulty in the reference τοσαίτα yap και τά μέρη έλέχθη is 
not unlike that in ώσ-περ 7rporcpov έίρηται in 6,1450 b 13, and δπερ 
€Lρηται πολλά/as in 18, 14560-10. 

b 33 ή πεπλεγμε'ηί] /ere., appositional to the preceding €Ϊδη τέσσαρα
(comp. 16, 1454 b 20 ; 2 1 ,1457 a 31). 

b 34 παθητική. No definition is given, as though the term (as also 
ηθική in the next line) were sufficiently understood without one.

1456 a i  AtavTcs: see Nauck, T G F .2 p. 963 for a list of plays entitled 
Aias.

Ίξίομες : see Nauck p. 965.
Φθιώτιδες, a play by Sophocles (Nauck p. 282). 

a 2 Πηλευς. T h e reference is perhaps to the Peleus of Sophocles
(Nauck p. 239) rather than that of Euripides (Nauck p. 554).

τό δε τέταρτοί δψι? is closer to the MS. reading than Schrader’s 
το δέ τερατώδες, which has been so generally approved by recent 
editors. The unmeaning οησ of the MS. here, and again in 
21, 1458 a 5*, is but one remove from δι/as as it might be written 
in an uncial MS. (OHC =  O+IC). The illustrations no doubt 
refer to the ‘ kind5 instead of the * part ’ brought into prominence 
in the kind. A certain formal incongruence, however, is not 
uncommon with instances introduced by οΐον (comp. 16,1454 b 25; 
25,14610-24; Eth N. 4. 4, 1122 a 27; Rhet. 3. 3, i 4° 5 b 35)i

1 See J. of Phil. 14 p. 50. The οησ of the MS. in the second instance has 
been supposed to represent 0 Π2, and in this way δψ. In early inscriptions ψ 
may appear as ψσ or νσ (Meisterhans, Gr.3 p. 3; Hoffmann, Gr. Dialekte 3 
p. 612) ; but, as far as I am aware, there is no trace of this mode of writing 
in the manuscript tradition of a classical author.
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Aristotle is often content to note the fact, and leave us to see its 1456 a 2 
logical relation to what precedes.

Φορκίδε$, a satyric drama by Aeschylus (Nauck p. 83).
Προμηθευς, probably another satyric drama by Aeschylus (Nauck 

p. 62). There is a good deal to be said, however, in favour of 
Bergk’s suggestion (Kl. Schr. 2 p. 753) that the plural ΤΙρομηθεΐς 
should be restored in the text.

δσα έν αδου. The reference may perhaps be to plays like the a 3 
Ψυχαγωγοί of Aeschylus (Nauck p. 87). In these last instances, 
owing to the nature of the subject and situation, the δψις, the 
make-up (see on 6, 1449^33) of the strange personages intro
duced, may well be supposed to have been a great feature in the 
play. Aeschylus, who was an innovator in matters of stage- 
apparatus (Sommerbrodt, Scaenica p. 183), is said to have made 
large use of this device: Vita Aeschyli (p. 2 Dind.) ταΐς τε yap 

οψεσι καί τοΐς μυθοις προς εκπληξιν τερατώδη μάλλον η προς απάτην 

κεχρηται.
μάλιστα μέν ου»' κτε. A reminiscence of Aristotle’s language 

here may be traced in Polybius 16. 20. 2 : διό δεΐ μάλιστα μεν 

πειρασθαι πάντων κρατεΐν των της Ιστορίας μερών’ καλόν γάρ· εί δέ 
μη τοντο δυνατόν, τών αναγκαιότατων και τών μεγίστων εν αντί} 
πλείστην ποιεΐσθαι πρόνοιαν.

έκάστου is masculine, * each of his various predecessors ’— the a 6 
genitive being dependent on Ιδίον as in 5, 1449 b 16, 13,1452 b 33, 
and 19, I456a 35· For the hyperbaton see on 6, 1449 b 23.

δίκαιον κτέ. This and the next sentence (πολλοί —  κρατεΐσθαι) are a 7 
probably out of place (see above, on 18, i4 5 5 b 24).

άλλην και τήν αυτήν λέγειν. The point here, the conditions a 8 
under which two tragedies may be said to be the same or not, is 
very like that in De anima 2. 4, 416 a 5 χρη τά όργανα λεγειν ετερα 

και ταΰτα τοΐς εργοις, and in Pol. 3· 3> *276 a 18 πως ποτε χρη λεγειν 
τήν ττόλιν είναι τήν αυτήν η μη την αυτήν ά λλ’ έτέραν.

ούδεν! ϊσω$ τω μύθω, ‘ ob nihil aeque ac ob fabulam’ (Tyr- 
whitt). The dative οΰδενί is to be taken with λεγειν in the 
sense of ‘ by reason of’ or ‘ on account o f’ ; comp. De anima 2.
4, 416 a 5 (quoted above).— De sensu 7, 447 b 24 φαίνεται γάρ τδ 

μέν τω αριθμώ έν η ψνχη οΰδενι έτέρω λεγειν ά λλ’ η τω άμα.—
Eth. Ν. 3 . 12, Ι Ι 1 7  a 3 2 τ ί> δή τά λυπηρά υπομενειν ανδρείοι λέγονται.
The construction in Ισως τω μνθω (‘ equally with the story’) is 
normal (Kiihner, Gr. Gr.3 2. 1 p. 411); but I am not able to 
point out an exact parallel. It may be compared, however, with
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14 56  a 8 that in Eth. N. I. 4, 1096 a 23 τάγα0όν ίσαχως λέγεται τω ovri, 
and in Plato Parm. 150  A εξ ίσον τω evi δι* δλον αντον τεταμενη ’· 
and with the use of ομοίως in Pol. 3. 11, 1282 b 8 ομοίως ταίς 
πολιτείαις ανάγκη καί τονς νόμονς φαύλονς η σπον8αίονς είναι, and 
elsewhere, ίσως has the sense of ‘ equally* in Pol. 4, 14, 1298 b 23 
(Bekker), in Plato Laws 805 a ,  and in Demosth. 10. 74 (v .  Weil 
ad loc.).

τούτο 8c ( = τούτο δ* εστί) introduces an explaining clause of 
similar form in De gen. et corr. 1. 6, 323 s 17 ov yap olov τε παν 

το κινονν ποιειν, είπερ το ποιούν άντιθήσομεν τω πάσχοντι' τούτο S’ 
οίς η κίνησις πάθος. 

a 9 ή αυτή. Aristotle, thinking only of the identity of the two 
tragedies, omits to recognize the possible alternative η άλλη 
(comp. 19, 1456 b 4). 

a 10 κρατεΐσθαι =  ‘ obtineri ’. Vahlen illustrates this use of the word 
from Pol. 7. 13, 1331 b 37 8εΐ δ* εν ταΐς τέχναις καί επιστημαις ταυτα 
άμφότερα κρατεΐσθαι, το τέλος καί τα? εις το τέλος πράξεις, and Dion. 
Hal. 5· 556 Τνς δε σαφήνειας καί της έναργείας άμφοτέρονς κρατεΐν 
άπεφηνάμην. Comp, also Polyb. 16, 20. 2 (quoted above on a 3). 

χρή δ€ κτε. The sixth of Aristotle’s supplementary rules. 
a n  «ΐρηται iroXXdKts. Though some hint of this may perhaps be 

discerned in 5, 1449 b 12 and 17, 1455 b 15, the reference here is 
clearly one of Aristotle’s oversights (see on 18, 1455 b 32); it is 
not true that he has more than once laid down the rule μη ποιειν 
εποποιικον σύστημα  τραγωδίαν, πολλάκις, ‘ more than once ’, is the 
opposite of άπαξ (comp. Meteor. 2. 3, 356b 27) as well as of 
ολιγάκις, just as πολλά  is the opposite of εν as well as of ολίγα 
(Metaph. I 6, 1056 b 23).

μ,εμκήσθαι καί μή ποιεί»'. For the conjunction Vahlen quotes 
Eth. N. I. 7, 1098 a 26 μεμνησθαι 8ε καί των προειρημενών χρη και 
την ακρίβειαν μη ομοίως έν άπασιν έπιζητεΐν,

σύστημα, scil. πραγμάτων. The μνθος or story has been repeatedly, 
described as a σνστασις πραγμάτων (v. 6, i45 oa *5* 32> b 32> etc.). 

a 12 έποποιικόΐ' Χ^γω τό ττολύμυθομ, scil. σύστημα* The common 
punctuation (with a full stop before, and a comma after it) makes 
this clause the beginning of a new sentence. It is clear, I think, 
that it is a parenthesis, and that the illustration olov ct τι? κτε. 
(comp. 26, 1462 b 2) refers back to the principal statement, μη 

ποιειν εποποιικον σύστημα  τραγωδίαν in a I I .  For Other illustrations 
at some distance from the statements to which they relate see on 
7, 1451 a2 ·
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πολι/μυθον. The assumption here is that the story in the Iliad 1456 a 12 

is a πολνμνθον σύστημα, one with a plurality of stories in it (comp.
24, 1462 b 8). It is not easy to reconcile this with what we are 
told in a later chapter (23,1459 α 3°) where the unity of story in the 
Iliad is emphasized.

8σοι πύρσιν Ίλιου 8λην ^ποίησαν. We do not know to whom a 16 
Aristotle is referring; it is just possible that Agathon may have 
been one of the number. For the tragedies entitled Ίλιον περσις 
(or simply Πέρσις) see on 23, 1459 b 6.

Άγάθων. Aristotle’s sense of the importance of Agathon is a 18 
shown by his many quotations from him (Bon. Ind. 4 b 5), as 
well as by the present and other references in the Poetics (9,
1451 b 21 ; 15, 1454 b 14). The context (a 2i) implies that the 
pathos in Agathon’s situations was not always of the most legitimate 
kind; and in the next paragraph (a 29)he is said to have set a bad 
precedent in the treatment of the Chorus. But whatever his artistic 
shortcomings may have been, we have evidence enough even in 
Aristophanes of his success with his own generation. There is 
a good deal of point, therefore, in what Aristotle is saying in 
support of his rule (μη ποιεΐν εποποιικόν σύστημα τραγωδίαν), that 
* even Agathon failed ’ when he neglected it.

Iv τοότω μόνω, ‘ in this, and in this alone ’— a pregnant use of a 19 

μόνος like that in De somno 2, 455 a 27 διο και πάσιν υπάρχει τοΐς 
ζωοις . . , και yap η άφη μόνη πάσιν.

καί Ιν tois άπλοΐς πράγμασι. I cannot think it necessary to 
bracket these words (with Susemihl). As περιπέτεια, which is the 
mark of the* complex’ story (10, 1452 a 16 ; comp. 11, 1452 a 32), 
is directly suggestive of it, εν ταΐς περιπετείαις is practically equivalent 
to εν τοΐς πεπλεγμενοις πράγμασι, Aristotle adds και εν τοΐς άπλοΐς 
πράγμασι, in order to make his statement cover the whole ground 
by including both forms of plot. The failure of these unsuccessful 
poets, he says in effect, was really due not to any fault of execution, 
but to an initial mistake in their choice of subjects; they forgot 
the limitations of the Drama, and undertook to dramatize a story 
too long and too complex for the purposes of the stage.

ών βούλονται, * the effects they desire ’. The kind of effect, which α 20 
is explained in the next clause (τραγικόν γαρ τοντο και φιλάνθρωπον), 
may not be of the best order; but it is that which, in their anxiety 
to please their public, they wish to produce.

τραγικόν γάρ τούτο καί φιλάνθρωπον. For the change of number a 21 
in τοντο comp. 19, 1456a 35; it is the converse of that in 17,
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1456 a 2i 1455 a 33 (comp. Bon. Ind. 490 b 17). Aristotle’s theory is that 
the tragic situation should be ελεεινόν— which implies that the 
sufferer does not deserve his misfortunes (13, 1453 a 4); he inc m̂ 
dentally admits, however, that it may be only φιλάνθρωπον (see on 
13, 1452 b 38), as it is, for instance, when the sufferings of the· 
wicked are put before us in such a way as to arouse a certain 
commiseration or human feeling for the sufferers. The later Tragedy 
would seem to have affected this inferior form of tragic motive.

εστιν δέ τούτο κτε. The illustrations which follow were probably 
taken from actual plays. The tragedies Aristotle has in mind 
must have involved a strong περιπέτεια with all the interest and 
excitement attending i t ; they failed, however (we are told), in spite 
of this and other attractions (comp, στοχάζονται ων βούλονται θαν- 
μαστως), through an initial mistake in their subject, which was one 
more fitted for an epic than a play. 

a 23 έστιν δέ τούτο : comp. 25, 1461 b 15. The reference is to 
the sophistical saying of Agathon (fr. 9 Nauck2), τάχ άν τις είκός 
αντο τουτ είναι λέγοι, βροτοΐσι πολλά τνγχάνειν ονκ εικότα, which 
Aristotle has examined in Rhet. 2. 24, 1402 a 10. There is some 
variation of text here, as another reading, έστιν δέ τούτο (και) εικόςι 
is believed to underlie the Arabic Version. With the καί the clause 
adds a further point in favour of these unsuccessful plays : the kind 
of incident just mentioned is said to be ‘ probable also’. Without 
the καί the clause involves a criticism or condemnation, not unlike 
that in 13, 1453 α35 {βστιν δέ ονχ αντη κτέ.), ‘ this is probable, 
however, only in Agathon’s non-natural sense of the word’. A 
qualification of this kind (introduced by ώσπερ or καθάπερ) is found 
more than once in this same chapter (a 17 and a 27), and again in 
21, 1457 b 24 ; comp, also Metaph. B 2, 998 a 2 άπτεται yap του 
κανόνος ον κατά στιγμήν ο κνκλος άλλ* ώσπερ ΤΙρωταγόρας έλεγεν 
ελέγχων τονς γεωμέτρας.— Rhet. I. 5> χ35ΐ b 4 ττολλοι γάρ νγιαίνονσιν 
ώσπερ Ή ρόδικος λέγεται. 

a 25 καί τον χορόν κτέ. The seventh and last of these practical 
rules. It reappears in the well-known precept of Horace A. P. 193 
Ac/oris partes chorus officiumque virile defendat, neu quid medios inter
cinat actus, quod non proposito conducat et haereat apte. 

α 27 Ευριπίδη. For the dative (conventionally rendered by apud) 
comp. Pol. 8. 5, 1339 b 8 ον γάρ ό Ζενς αντός αδει και κιθαρίζει τοΐς 

ποιηταις.— Plato Rep. 389 Ε °*α KaL 'OpVP*? Διομήδης λέγει.— Laws 
706 D Όδνσσενς γάρ αντω [scil. *0μήρω] λοιδορεί τον Άγαμέμνονα, 
The tacit assumption here is perhaps this, that the choral songs in
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Euripides, though no mere εμβόλιμα  (like those in the later Drama), *456 a 27 
were not always very closely connected with the action of the piece.
A tradition of this criticism survives in the grammarians. The 
chorus in Phoen. 1019 the scholiast condemns as irrelevant: προς 
ουδεν ταυτα* εδει γάρ τον χορον οικτίσασθαι τον θάνατον τον Μενοικεω? 
η άττοδεχεσ^αι την ευψυχίαν τον νεανίσκου, άλλά 7τερι Οίδίπον καί 
τη* $φιγγο$ διηγείται τά πολλάκις είρημενα. A more general con
demnation is found in the scholiast on Aristoph. Ach. 443 : καί 

διά τούτων τον Ένριπίδην διασύρει, ουτο? γάρ εισάγει του? χορού? ουτε 
τά ακόλουθα φθεγγομενονς τ# νττοθεσει, άλλ* ιστορία? τινά? άπαγγελ- 
λοντα?, ώ? εν ται? Φοινισσαι?, ουτε εμπαθώς άντιλαμβανομενονς τών 
άδικηθεντων άλλά μεταξύ άντΐ7Γΐ7ττοντα?. The Roman poet Accius 
also must have been of the same opinion, to judge from the 
mutilated fragment of his Didascalica in Nonius 178, 23, sed 
Euripidis, qui choros temerius in fa b u lis  * * *.

τά αδάμενα: the choral, as opposed to τά λεγάμενα, the spoken a 28 
parts of the play. In [Demosthenes] 60. 9 του? τών αδομενων 
ποιητάς is a way of describing the lyric poets ; comp, also Plato 
Rep. 398 D ovKovv όσον γε αυτου λογο? εστιν, ουδεν δήπον διαφερει 
[scil. τδ μ,ελο?] του μ,ή αδομενον λογου.

ίμβόλψα: ‘ carmina intercalaria' (Budaeus). The word i s a 2g 
usually a term of chronology, as in Herod. 1. 32 and 2. 4. With 
the grammarians it seems to have meant ‘ interpolated *: Hesychius 
εμβόλιμα εττη' τά νπο τών γραμματικών ώ? άλλοτρια και νο0α άθετον- 
μενα. Cicero has the very similar word εμβόλων  in Ep. ad Q. Fr.
3. i, 24, in the sense of an ‘ insertion’ or ‘ interlude’ (v. Ernesti,
Lex. tech. gr. p. 118).

Twining’s note on this passage is well worth quoting: ‘ It is 
curious to trace the gradual extinction of the Chorus. At first, it 
was all;  then, relieved by the intermixture of dialogue, but still 
principal; then, subordinate to the dialogue; then digressive, and 
i ll  connected with the piece; then borrowed from other pieces at 
pleasure— and so on, to the fiddles and act-tunes, at which Dacier 
is so angry.’

λόξεως και διανοία?. This is the usual order of the two terms in a 34 
the Poetics (v. 6, 14508-9, 14, 29 and 24, 1459 b 16). The only 
instance of the reverse order, which is that of their logical impor
tance (6, 1450b 12; comp. Rhet. 2. 26, 1403 a 36), is in 24,
1459b 12 €Ti τά? διανοια? και την λε$ιν εχειν καλώ?. For the 
meaning of διάνοια see on 6, 1450 a 6.

κατά τήν διάνοιαν: comp. Phys. 4. 14, 222 b 31 τδ θάττον καί a 36
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1456 a 3 6  βραδντερον κατά, πάσαν εστι μεταβολήν. In Bon. Ind. 369 a 28 κατάν 
τήν διάνοιαν is explained as equivalent to διανοητικά. *

οσα υττο του λόγου κτε. In the Rhetoric three kinds of speech- 
are recognized, according as the aim of the speaker is (1) to gain, 
the confidence of his audience by creating in their minds a favourable, 
idea of himself and his general credibility; or (2) to work on their 
feelings ; or (3) to convince their reason : Rhet. 1. 2, 1356» 1 τών 
δε διά τοί) λόγου ποριζομενων πίστεων τρία είδη εστίν* αί μεν yap είσιν 
εν τω ήθει τον λεγοντος, αί δε εν τω τον ακροατήν δναθεΐναί 7τω$, αί δε, 
εν αντω τω λόγω  διά του δεικνυναι ή φαίνεσθαι δεικνυναι κτε. -The 
present summary notes the second and third of these three ειδη, . 
but ignores the first, though there is certainly nothing to exclude, 
that sort of speech from the rhetoric of Tragedy. 

a 38 πάθη. The instances olov ελεον ή φόβον κτε. are added, because 
up to this point πάθος has usually meant ‘ suffering ' or * calamity' 
(11, 1452 k 11).

b i ελεον ή φόβον ή όργην ή δσα τοιαυτα. According to Tumlirz 
(Die tragischen Affecte Mitleid und Furcht nach Aristoteles p. 28) 
this shows that Aristotle supposes Tragedy to arouse anger and 
other emotions as well as pity and fear in the mind of the specta
tors. There is no such reference here to the spectators; the 
effect meant is that on the hearer on the stage. One might just 
as well say that the arguments put into the mouth of a personage 
(τό τε άποδεικννναι κτε.) are addressed to the spectators, and not to 
some other personage in the play. The rhetoric of the speaker 
in a tragedy is dramatically directed to the hearer on the stage, 
i.e. to another of the dramatis personae. When Plato says of 
Euripides επίσταται . . . ρήσεις . . . ποιείν . . . οίκτρας και τουναντίον 
αυ φοβέρας και άπειλητικάς (Phaedr. 268 c), he does not suppose 
him to threaten the hearers of his pieces.

με'γεθος καί μικρότητα, scil. παρασκενάζειν. The clause is an 
afterthought, as its logical place would be after τό τε άποδεικνυναι 
καί τό λνειν. The corresponding formula in Isocrates 42 c is τά 
τε μεγάλα ταπεινά ποιήσαι και τοΐς μικροΐς μεγεθος περιθείναι; and in 
the Rhetoric ανζειν και μειονν : Rhet. 2. 26, 1403 a 20 το δ’ αν£ειν 
και μειονν εστιν ενθνμήματα προς τό δεΐ(αι ότι μεγα ή μικρόν, ώσπερ 
καί ότι άγαμόν ή κακόν ή δίκαιον ή άδικον. The reading μικρότητας 
is retained by Vahlen, who defends the change of number by 
quoting (among other instances) De part. an. 4. 5, 679h 37 
διαφερει τη θεσει και τοΐς μεγεθεσιν.— 68oa 29 εν τω ψνχει και 
ταΐς αΧεαις.— Plato Laws 734 Α μεγεθει και πλήθει και πνκνότησιν.—



779 B δμαλότητί τε και δμοιότησιν.— 860 Β π λ ή θ α  και μεγέθεσιν. 1456 b I 
It is difficult, however, to explain the change of number with two 
words so closely related as μέγεθος and μικρότης, and in a formula 
so technical as the present. The sense also of the plural μικρότητας 
is obscure, as it does not seem to fall under any of the heads 
recognized by Bernhardy, Synt. p. 62 or Kuhner, Gr. Gr.3 2. 1 p. 17.

καί lv τοΐς πράγμασιμ: comp. 15, 1454 a 18 δ λόγος η ή ττραξις. b 2 
Aristotle is quite aware that there is a rhetoric of action as well as 
a rhetoric of words. The διάνοια of the dramatis personae may 
be shown in their acts; they may do things, just as they say things, 
with a view to exciting pity, fear, etc., or with a view to creating an 
idea that something is or is not true, etc.; and*whichever mode of 
expression be used, they have to follow, according to Aristotle, the 
same method and principles.

άπά τώμ αυτώμ ίδεώμ Sei χρήσθαι, scii, τη διανοία, or τοις της b 3 
διανοίας μέρεσιν. For the meaning of Ιδέα see on 7, 1450b 34. 
άπό denotes here the logical starting-point.

μεγάλα ή είκότα. Aristotle might have expressed himself more b 4 
fully by saying μεγάλα ή μικρά ή είκότα ή απίθανα (comp, on 18,
1456 a 9)·

άμευ διδασκαλίας =  άνεν λόγον, 1 sine docentis opera' (Tyrwhitt) b 5 
it is explained by what follows, τ ι γάρ αν εΐη του λέγοντος εργον ;
The party instructed or informed here is one of the dramatis 
personae, who learns the mind of another either through some 
act of his, or through some statement by him in words, 

τά δέ έμ τώ λόγω, scii, ελεεινά, δεινά, μεγάλα κτε. 
παρά τάμ λόγομ. For the preposition comp. b i3 and 15 , b 6 

I454b J5·
εί ψαίμοιτο rj δόοι. The traditional εί φανοίτο (which would have b η 

to be taken as equivalent to εί μέλλοι φαίνεσθαι) is against the rule 
laid down by Madvig, Gr. Synt. p. 119 Eng. tr. There is not 
much to choose between Vahlen's $ δεοι and Castelvetro’s ήδη. 
y δέοι, however, is somewhat nearer the manuscript reading ήδέα, and 
much more probable than either Tyrwhitt’s ά δεΐ or Spengel’s 
ή διάνοια. It means * in the required l i g h t i .  e. as ελεεινά, or 
δεινά, etc. If things appear of themselves in this light, without 
the aid of the rhetorical art of the speaker, the speaker is not 
wanted. The present remark may be compared with that in 
6, I450 b 8 εν οΐς ονκ έστι δήλον κτε.

τώμ δέ περί τήμ λό£ιμ. Having briefly considered the διάνοια, h 8 
the intellectual or rhetorical power revealed in the speeches of the

19. 1456 a 3 6 — 1 4 5 6  b 8  2 5 7

POETICS s
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1456 b 8 dramatic personages, Aristotle passes on to their Acfis, the dictioij 
or language in which they are made to express themselves. Thiai 
point he investigates under three heads:— (1) the parts or coat 
stituents of the diction as a whole; (2) the various kinds of names 
in i t ; and (3) the limits within which unusual names or forms of 
names are admissible in poetry. Before entering on this line of 
discussion, however, he sets aside a matter which might perhaps 
seem germane to his subject, the elocutionary element in tht 
spoken language. The word βαδίζα, for instance, according to 
one’s tone in uttering it, may mean ‘ he walks ’, or ‘ does he walk?*; 
and act3c may be uttered as a command (‘ sing!’) or as a prayer, 
These and similar «distinctions, in Aristotle’s view, belong to the 
language as spoken rather than to the language as written, and 
thus come within the province of elocution (υποκριτική) rather than 
that of poetry or literature proper. 

b 9  τά σχήματα τής Χ^€ως means literally the different ‘ attitudes * or 
turns of meaning given to the language when it comes to be 
actually spoken. The same idea underlies the expression σχήματα  

Ae&cos of the grammarians, as one may see from Cicero Orator 83 
Verborum collocationem illuminat iis luminibus quae Graeci quasi 
aliquos gestus orationis σχήματα appellant.— Quintilian 9. 1. 13 Si 
habitus quidam et quasi gestus sic [scii, σ χή μ α τα ] appellandi sunU 
σχήμα — ‘ gestus ’ occurs in 17, 1455 a 29 and 26, 1462 a 3 (comp. 
1, 1447 a 2 7). Aristotle’s σχήματα τής Aefco)?, however, must not be 
identified with the σχήματα λί&ως  or 6 figures of speech as we 
call them, of later writers. A ‘ figure of speech’ is a literary 
artifice, a deviation from the simple and usual mode of expression 
for purposes of literary effect; Quintilian defines it as a conformatio 
quaedam orationis remota a communi et primum se offerente ratione 
(9. 1. 4), or as an oratio a simplici rectoque loquendi genere deflexa 
(9· 3· 3 i comp. Ernesti, Lex. techn. gr. p. 338). In a ‘ figure of 
speech’, as compared with the simple form of expression 
(e.g. ‘ Macedonia’s madman’ and ‘Alexander’), we have a 
difference of words without any difference of sense; whereas in 
the Aristotelian σχήματα τής λέξεως we have the same words and 
a different sense— the difference of sense resulting from a difference 
of some kind in the mode of enunciation. 

b io υποκριτικής, νπόκρισις, the Latin pronunciation means ‘ delivery’ 
or ‘ elocution’. In the Rhetoric two styles of oratory are distin
guished, the ‘ graphic ’ style in which the sense is fully expressed 
by the actual language, and the ‘ hypocritic ’ style, which requires
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certain artifices of elocution to bring out the meaning: Rhet. 3 .12 ,1456 b io 
1413 b 17 τά υποκριτικά άφηρημενης της υποκρίσεως ου ποιονντα το 
αυτών είργον φαίνεται ευήθη, οΐον τά  τε ασύνδετα και το πολλάκις τό 
αυτό είπειν εν τη γραφική ορθώς άποδοκιμάζεται, εν δε (rrj) αγωνι
στική και οι ρήτορες χρώνται· εστι γάρ υποκριτικά (comp. 3· 12,
1414*5)·

Αρχιτεκτονικήν. The άρχιτεκτων is properly the master-builder, b 11 
who knows the scheme of the whole work and directs the artisans 
and others under him: Plato Polit. 259 e άρχιτεκτων γε πας ουκ 

αυτός εργατικός άλλ* εργατών άρχων . . . παρεχόμενος γε που γνώσιν 
αλλ* ού χειρουργίαν. Aristotle recognizes a similar distinction in 
other arts, even in medicine: Pol. 3. 11, 1282 a 3 Ιατρός ό τε 
δημιουργός και 6 αρχιτεκτονικός. The ‘ architectonic ’ form of υπο
κριτική involves a knowledge of its rationale and general principles, 
as distinct from the empiric knowledge possessed by rhapsodists, 
actors, orators, and other practicians.

οΐον τί Εντολή κτε. refers back to τά σχήματα της λέζεως in b 9 
(comp, on 7, 1451 a 2). The classification in the text originated 
with Protagoras, who is said to have distinguished four (or perhaps 
seven) fundamental differences in our mode of speech: Diog.
Laert. 9. 53 διειλε τε τον λόγον πρώτος εις τετταρα, ευχωλήν ερωτησιν 
άπόκρισιν εντολήν— οι δε1 εις επτά, διήγησιν ερωτησιν άπόκρισιν 
εντολήν απαγγελίαν ευχωλήν κλήσιν  — , ους και πυθμένας είπε λόγων.
— Quintilian 3. 4· 10 Protagoram transeo, qui interrogandi respon
dendi mandandi precandi, quod ευχωλήν dixit, partes solas putat. It 
will be seen that Aristotle has arranged the σχήματα  in pairs; one 
kind of speech may be made by a difference of intonation to mean 
either a command or a prayer, another either a simple statement or 
a threat, another either a question 01* an answer, and so forth 
with the rest. Aristotle's instances may be compared with those 
in Dion. Hal. 5· 46 R· τά μεν ώς άποφαινόμενοι λεγομεν, τά δ* ώς 
πννθανόμενοι, τά δ* ώς ευχόμενοι, τά δ* ώς επιτάττοντες, τά δ* ώς 
διαπορουντες, τά δ’ ώς υποτιθέμενοι, τά δ* άλλως πως σχηματίζοντες.

παρά γάρ τήν τούτων γνώσιν κτε. The argument here comesb 13 
practically to this: That these σχήματα της λεξεως are something 
outside the art of Poetry itself is shown by the fact that ignorance 
of them is not one of the usual charges brought by hostile critics 
against a poet; Protagoras' criticism on the first line of the Iliad 
may be dismissed as too trivial to deserve attention.

1 ol S4 «a oi δ ί φασιν, ‘ according to others as it so often does in the 
grammarians.

S 2
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14 56  b 14 Ιπιτίμημα : see on 25, 1460^6.
και αξιο^: Pol. 2. 11 , 1 2 7 2 ^ 3 2  δ τι καί ά£ιον ειπεΐν (compj 

Riddell, 4 Digest of Idioms ' § 132). <
b i6 αειδε. The imperative as such merely expresses a bidding 

(κελευειν), but a tone of authority may turn it into a command 
(έπιτάττειν ; comp. Schmidt, Handbuch der lat. u. gr. Synonymik 
p. 51). Protagoras professed to understand Homers αειδε in this 
dictatorial sense of the imperative, on the assumption that it was to 
be read a s ‘ αειδε!’ Aristotle’s answer is that if αειδε gets this 
sense, it is through the fault not of the poet but of the reciter. An 
echo of the criticism ascribed to Protagoras survives in Schol. Ven. 
A  on II. i .  i ,  where αειδε is said to be an instance of the poetic use 
of the imperative for the optative: δ π  κατα την ποιητικήν ητοί 
αδειαν η συνήθειαν λαμβάνει [i. e. Homer] τά προστακτικά άντι 
ευκτικών.

b 20 της δε Χ^ξεως κτε. This whole chapter has been condemned by 
Ritter and others as an interpolation; and it must be admitted 
that, according to our notions of the divisions of knowledge, the 
matter in it belongs to grammar and philology rather than to an 
Art of Poetry. Aristotle’s divisions, however, are not always quite 
the same as ours, as his relegation of the theory of the simple 
sounds in language to 4 metric’ in the De Partibus (2. 16, 660a 7) 
is enough to prove. The writer of the chapter takes the same 
view of the simple sounds, and tells us that they need not be 
discussed at any length in a book like the Poetics. The main 
difficulty, accordingly, is in his assumption that in some way or 
other the other 4 parts of speech ’ come within the scope of a woik 
on poetry. He may perhaps have thought that some analysis of 
language in general was logically required as a preparation for the 
theory of poetical language in the next two chapters, which are 
unquestionably germane to the main subject of the book. And 
apart from this one has to remember the historical connexion 
between grammar and poetry in Greek antiquity. Grammar 
seems to have originated in Greece in the criticism and interpreta
tion of poetry; its relation to poetry was felt and acknowledged 
even in the time of Dionysius Thrax, who begins his treatise 
with the definition, -γραμματική εστιν εμπειρία των παρά ποιητω.% 

τε και συγγραφενσιν ως επί το πολυ λεγομένων (ρ. 5 Uhlig). 
That certain matters of grammar come under the cognizance 
of poetry is implied apparently in De interpr. 4, 17a5, when 
a distinction is made between the logical and the extra-logical
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forms of statement: oi μεν ονν άλλοι [scil. λόγοι] άφείσθίύσαν' 1456b 20 
ρητορικής yap η ποιητικής οίκειοτερα η σκεψις (comp. Pacius 
ad loc.). The a priori objection, therefore, to this chapter is not 
quite so conclusive as it might seem at first sight. The chapter 
itself, whether an original part of the Poetics or not, has more than 
one mark of date about it. αρθρον and 7ττώο·ΐ9 have not yet 
acquired their usual sense of ‘ article * and ‘ case’ ; λόγος still 
retains its peculiarly Aristotelian meaning, and the definitions of 
αρθρον, σύνδεσμος, όνομα and ρήμα seem to have been framed with 
conscious reference to it (see on 1457 a 10); the general terminology 
and logical forms throughout the chapter are Aristotelian; and 
there are also several isolated points and allusions which would 
be wholly unintelligible if it were not for the parallels and illus
trations we are able to find in the unquestioned writings of 
Aristotle.

άπάσης, ‘ taken as a whole ’, as opposed to the parts into which 
it may be divided; comp. Meteor. 4.1, 379b 5 η θάλασσα κατά 

μέρος μεν διαιρούμενη τάχα σηπεται, άπασα δ* ον.— Plato Theaet.
147 Ε τ°ν αριθμόν πάντα δίχα διελάβομεν.— Gorg. 502 C ει τις περιε- 
λοιτο της ποιησεως πάσης τό τε μέλος κτε.— Law’s 737 Ε δυο μερη του 
παντός αριθμόν; The Latin omnis is used in just the same way in 
Caesar B. G t 1. 1 Gallia esi omnis divisa in paries ires.

τά μ̂ ρη. Aristotle’s μερη της λέξεως is an anticipation of our 
4parts of speech’ ; but the term covers more ground; his list of 
μεμη comprises three distinct kinds of ‘ parts ’ ; (1) the elements 
into which words are analyzable (στοιχεΐον and σνλλαβη);  (2) the 
various kinds of words (σννδεσμος, αρθρον, etc.); and (3) the λόγος 
— the actual λεξις  being a series of λόγοι. It includes, therefore, 
all the elements of language in every stage of analysis, from the 
simplest sounds to the proposition. It is only under the second of 
the above heads, i.e. in his classification of words, that Aristotle 
deals with the ‘ parts of speech ’ of later grammar. This passage is 
cited by Ammonius on the De Interpretatione: λόγου μεν ταυτα 

[i. e. articles, conjunctions, etc.] ον μερη, λέξεως δέ μέρη, ή ΐ και ό 
λόγος αντός μέρος, καθάπερ εν τοΐς ΐίε ρ ι ποιητικής εΐρηται (ρ. 12 
Busse); and there is more than one reference to it in Boethius on 
the same book : Aristoteles in libris quos de poetica scripsit locutionis 
partes esse syllabas vel etiam coniunciiones tradidit (2, p. 6 Meiser).
— In opere vero de poetica non eodem modo dividit locutionem, sed 
omnes omnino locutionis paries adposuit, confirmans esse locutionis 
partes elementa syllabas coniunciiones articulos nomina casus verba
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1456 b 20 orationes, locutio namque non in solis significativis vocibus constat% 
sed supergradiens significationes vocum ad articulatos sonos usque 
consistit (2, p. 8).

The classification before us which distinguishes words into' 
σύνδεσμοι, άρθρα, ονόματα, ρήματα and πτώσεις, is an advance Oft 
that in the lost Aristotelian work known as the τέχνης της Θεοδεκτου 
συναγωγή (fr. χ 2 7 Teubn.), which recognized only three kinds of 
words, ονόματα, ρήματα, and σύνδεσμοι. This lost book is men
tioned by Dionysius of Halicarnassus and Quintilian in their 
sketches of the history of the ‘ parts of speech’ ; but they both 
ignore the present chapter of the Poetics. The omission, instead 
of justifying Ritters athetesis of the chapter, merely shows that thfc 
Poetics were but little read in certain periods of antiquity.

b 21 αρθρον. That the word has to be transposed is shown by the 
position of the explanation in the following statement about it 
( i457 a 6).

b 22 στοιχειού: comp. Metaph. Δ 3, 1014 a 26 στοιχεΐον λέγεται i i  ου 
σνγκειται πρώτον εννπάρχοντος αδιαιρέτου τω ειδει εις άλλο είδος· 
οΐον φωνής στοιχεία ε ί  ων σνγκειται ή φωνή και είς α διαιρείται 
έσχατα, εκείνα δε μηκέτι είς άλλας φωνας ετέρας τω ειδει αυτών. 
στοιχεΐον was properly a letter of the alphabet; it was Plato 
(v. Eudemus ap. Simplic. in Phys. 1 p. 7.13 Diels) who gave it the 
philosophical sense of * element which it so often has in Aristotle. 
The present definition shows the influence of the philosophical 
associations connected with the word ; a στοιχεΐον is defined as 
an indivisible voice-sound capable of serving as a constituent, or 
element, in an intelligible voice-sound (συνετή φωνή). In thus 
describing it as a ‘ sound ’ Aristotle implicitly distinguishes it from 
the γράμμα, or written symbol which stands for the sound 
(comp. Metaph. B 4, 1000 a 2); the distinction, however, is very 
far from being generally observed in Aristotle (see Diels, Elemen
tum p. 33). The two terms are treated as synonyms in Plato 
Crat. 426 d .

b 23 συνετή. The alternative reading σννθετί] has been accepted by 
several editors, as also by Steinthal (Gesch. d. Sprachwissenschaft* 
1 P· 253) and Diels (Elementum p. 33). The main argument in 
favour of σύνθετή is that, as defined in b 34, the syllable is a φωνή 
σύνθετή, and that the syllable is viewed in sundry Aristotelian 
passages (Bon. Ind. 702 b 39) as a synthesis of στοιχεία. This is 
true enough. But it has to be remembered on the other side that 
Aristotle often speaks of the στοιχεία  as στοιχεία φωνής (Bon. Ind.
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702 b 35)— where φωνή means the same thing as the συνετή φωνή 1456 b 23 
of the present passage. And if we assume σύνθετή to be the 
original reading, the excepting clause (ου πασα δε κτε.), which puts 
the ‘ indivisible sounds’ o f the brutes into a different category, 
is irrelevant. Aristotle’s argument here seems to be something 
like th is: In the utterances o f the brutes there are indivisible 
sounds, but these ‘ noises’ of theirs are directly significant in 
themselves (De interpr. 2, i 6 a 29); they are not στοιχεία φωνής, 
because they do not combine as elements to form a φωνή συνετή.
The indivisible sounds, on the other hand, in human speech exist 
as elements in speech, and they have no meaning in themselves ; 
the meaning in human speech is in the words and propositions 
— not in the ‘ elements ’ which analysis reveals in them (comp.
Vahlen, Beitr. 3 p. 220). φωνή συνετή is perhaps the nearest 
Aristotelian equivalent for our term ‘ word ’. It may be taken as 
including not only the φωνή σημαντική, the word that stands for 
something, but also the φωνή άσημος— words like άμφί, περί, μεν, 
δέ, etc. (Aristotle’s άρθρα and σύνδεσμοι), which stand for nothing 
by themselves, though they have a certain significance in their 
place in intelligible human speech.

ταυτη9 8e μίρη κ τε.: Plato Crat. 424 C άρ ονν και ημάς οντω δει b 25 

πρώτον μεν τά φωνήεντα διελεσθαι, εττειτα των ετερων κατά είδη τά τε 
άφωνα και άφθογγα· οντωσι γάρ που λεγονσιν οι δεινοί περί τούτων· 
και τά αν φωνήεντα μεν ον, ον μεντοι γε ά φ θογγα ;— Phil. 18 Β 

επειδή φωνήν άπειρον κατενόησεν είτε τις θεος είτε και θειος άνθρωπος, 
ώς λόγος εν Αιγύπτω ®εύθ τινα τούτον γενεσθαι λίγω ν, δς πρώτος τά 
φωνήεντα εν τω άπείρω κατενόησεν ονχ εν όντα αλλά πλείω, και πάλιν  
ετερα φωνής μεν ον, φθόγγον δε μετεχοντά τίνος, αριθμόν δε τινα και 
τούτων είναι· τρίτον δε είδος γραμμάτων διεστήσατο τά νυν λεγάμενα 
άφωνα ή μ ΐν  το μετά τοντο διήρει τά τε άφθογγα και άφωνα μέχρι 
ενός εκάστον, και τά φωνήεντα και τά μεσα κατά τον αυτόν τρόπον, εως 
αριθμόν αυτών λαβών ενί τε εκάστω και ζύμπασι στοιχεΐον έττωνό- 
μασεν. Here Plato’s μ ίσ α  are Aristotle’s ήμίφωνα. In later theory 
the ήμίφωνα and άφωνα of Aristotle come under the more general 
designation of ‘ consonants ’ , σύμφ ω να: Sextus Emp. Adv. math. 1.
100 τά μεν γάρ αυτών [scii, τών στοιχείων\ φωνάεντα προσαγορεύονσι 
τά δέ σύμφωνα, και φωνάεντα μεν επτά, α ε η ι ο ν ω, σύμφωνα δε 
τά λοιπά . . .  102 τών δε συμφώνων τά μεν ήμίφωνά εστι κατ αντονς 
τά δέ άφωνα.

φωιηβν. T he word had been already used by Euripides, fr. 578 
ed. Nauck2 άφωνα φωνήεντα σνλλα βάς τιθεις εξηνρον άνθρώποισι



264 COM M ENTARY

1 4 5 6 b 25 γράμματ εΐδέναι. It may be observed that both Plato (Theaet.
203 b )  and Aristotle (Metaph. N 6 , 1093 a 13) recognize the vowels 
as being seven in number. 

b 26  ά^ευ προσβολής: the opposite of μετά προσβολής in the next line. 
The difference between the vowels and consonants is that the 
latter imply a certain προσβολή as the condition of their becoming 
audible, whereas no such προσβολή is required to make the vowels 
audible. The sense of the word προσβολή  as here used is far from 
clear. It has been taken to mean addiiio (Valla), adiectio (Paccius), 
ictus (Victorius), percussio (Robortello), and allisus (Goulston); 
Castelvetro, who renders it by percossa, confesses that he does not 
know what it means. The idea of most interpreters is that the 
term refers in some way or other to the physical mechanism of 
speech ; to the impact of the tongue, for instance, on the parts 
within the mouth, or something of that sort. Twining, who 
translates it by articulation (with Batteux), tells us in a note that it 
is ‘ literally percussion: i. e. of the tongue against the palate or 
teeth, the lips against the teeth or against each other, and all other 
modes of consonant articulation \ In support of this physiological 
interpretation Vahlen (Beitr. 3 p. 224) quotes De part. an. 2. 16, 
660 a 2 ο λόγος ο διά τής φωνής εκ των γραμμάτων συγκειτα ι, τής 
δε γλώττης μή τοιαυτής ουσης μη$€ των χ ε ιλ ώ ν  υγρών ονκ άν ήν 
φθεγγεσθαι τά πλειστα  τώ ν γραμμάτων' τά μεν γάρ τής γλωττης 
εισι προσβολαί, τά δέ σνμβολαΐ των χειλών and argues to show 
that προσβολή may be used here in a sense wide enough to include 
the συμβολή των χ ε ιλ ώ ν , as well as the προσβολή τής γλωττης, of 
the De Partibus. This view, however, is open to more than one 
objection. (1) It is hard to see how, in the absence of some 
explanation in the context, προσβολή  can stand for προσβολή 
γλωττης, or can be taken to include the notion of συμβολή  χειλών.
(2) Such a reference to the physiology of articulation would be 
out of place in the definition; the differences in the mechanism 
of articulation are a separate point, which Aristotle recognizes 
apparently for the first time in another section further on in the 
chapter (b 31 τα υ τα  δέ δια φ έρει σχή μα σ ί τ ε  το υ  στόματος και τόποις). 
I think that Valla was probably right in taking προσβολή  in the 
sense of additio or adiectio, i.e. as equivalent to προσθήκη— the 
word actually used by Lucian in a very similar content to mark 
the distinction between the vowels and semivowels (Iud, Voc. 
5, 88 R.). It may be observed, too, that προσβάλλειν and προοτι- 
ΘΙ.ναι are synonyms in Antiphanes fr. 206 Kock. The general
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sense, then, according to this view of προσβολή , will be that the 1 4 5 6  b 2 6  

vowels are audible by themselves (άνευ προσβολής); whereas the 
semivowels and mutes (the consonants) require the support or 
addition of a vowel (μετα προσβολής) to make them audible. This 
was certainly the distinction in later grammar: Dionysius Thrax 
p . I I  Uhlig σύμφωνα δέ λέγονται ότι αυτά μεν καθ' εαντά φωνήν 
ονκ έχει, σνντασσόμενα δέ μετά των φωνηέντων φωνήν άποτελεΖ—
SextUS Emp. Adv. math. I . 102 άφωνα δέ εστι τά . . . μετά των 

άλλων συνεκφωνούμενα.— Diomedes 418 Ρ. mutae dictae quod per se 
sine adminiculo vocalium non possunt enuntiari.

ή μ ίφ ω νο ν: Aristoxenus (quoted below).— Dionysius Thrax p. 1 2 b 2 7  

Uhlig ήμίφωνα δέ λέγεται [ δ τ ι]  παρόσον ηττον των φωνηέντων ενφωνα 
καθέστηκεν έν τε τοΐς μνγμοΐς και σιγμοΐς.— Sextus Emp. Adv. math.
I . 1 0 2  ήμίφωνα μέν οσα δι αντων ροΐζον ή σιγμόν ή μνγμον ή τινα 
παραπλήσιον ήχον κατά τήν έκφώνησιν άποτελεΐν πεφυκότα.—
Diomedes 4 ^  Ρ. Semivocales dictae quod dimidium eius potestatis 
habent: etenim per se enuntiantur, sed per se nec syllabam nec plenam 
vocem faciunt. Plato only knows the semivowels as τ ά  μέσα
(v. supra on b 24).

Ιχο ν φωνήν άκουστήν. Apart from the vowels the semivowels 
have some sort of sound as noises, not a distinctly audible voice- 
sound (φωνή ακουστή) like the vowels; this it is that distinguishes 
them from the mules, which have no sound at all by themselves.
Comp. Plato Theaet. 203 B t o  τε σίγμα των άφωνων εστι, ψόφος 
τις μόνον οΐον σνριττονσης τής γλώττης' τον δ* αυ βήτα ουτε φωνή 
ουτε ψόφος, ουδέ τώ ν  πλείστων στοιχείων.— Aristoxenus ap. Dion.
Hal. 5 p. 72 R. των μή φωνηέντων ά μέν καθ' έαυτά ψόφους οποίους 

δή τινας άποτελεΐν πέφνκε, ροΐζον ή σ ιγ μ ό ν  ή μυγρυον ή τοιοντων τινων 
άλλων ήχων δηλωτικούς, ά δέ εστιν άπάσης άμοιρα φωνής και ψόφον, 
και ονχ οΐά τε ήχεΐσθαι καθ' έαυτά* διο δή τ α υ τα  μέν άφωνα τινες 
εκάλεσαν, θάτερα δέ ήμίφωνα.

άφωνον. In the definition μετά προσβολής serves to distinguish b 2 8  

the mute from the vowel; the idea of it, however, is repeated in 
a more explicit form in μετά των έχόντων τ ιν ά  φωνήν. The ex
pression τώ ν έχόντων τινά φωνήν is wide enough to include the 
semivowels as well as the vowels. The semivowels are audible by 
themselves, though only as noises (comp. Plato Phileb. 18 c έτερα 

φωνής μέν ον, φθόγγου δέ μετέχοντά τίνος) and a semivowel is 
sufficient to make a mute audible, though only as a noise— not 
as a φωνή ακουστή. Aristotle carefully chooses his words, therefore, 
m saying γινόμενον ακουστόν ; since εχον φωνήν ακουστήν, 1 with
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1456 b 28 an audible voice-sound', would have been true only of the com
bination of a mute and a vowel. 

b 31 ταυτα δε διαφέρει. Of the five differences here noted the first 
and second relate to the physiological mechanism of speech; the 
remainder come under the head of προσωδία— a term which with 
the ancients included breathing and accent, as well as quantity (see 
on 25, 1461 a 22).

σχήμασίν τε του στόματος και τόποις. Plato (Tim. 75 D) aware 
of the function of the teeth, lips, and tongue in the formation of 
speech, and has also described (Crat. 426 e )  the various movements 
of the tongue in the utterance of certain letters (comp. Xenophon 
Mem. i. 4, 12). From Alexander's comment on Metaph. N 6, 
10938-23 (p. 883 Hayduck) we learn that these points in the 
physiology of speech had long before this engaged the attention 
of Archinus, the statesman to whom Athens owed the introduction 
of the Ionic alphabet in 403 (see Usener, Rh. Mus. 25 p. 591).

For the σχήματα τον στόματος comp. De audib. 800a 16 
άναπνέομεν δέ τον μέν αέρα πάντες τον αυτόν, τό δέ πνεύμα και τάς 
φωνας έκπέμπομεν άλλοιας δια τάς τών υποκειμένων αγγείων διαφοράς 
. . . ταυτα δέ εστιν η τε αρτηρία [i. e. wind-pipe] και ο πνευμων καί 
τό στόμα, πλείστην  μέν ονν δια φοράν απεργάζονται της φωνής αι τε 
του αερος πληγαι και οι τον στόματος σχηματισμοί.

For the τόποι του στόματος as factors in articulation see more 
especially H. A. 4. 9, 535 a 28; De part. an. 2. 16, 660 a 1 ; 3. 1, 
661 b 14; and Metaph. N 6, 1093 a 23 (with Alexander's note). 

b 32 δασυτητι καί ψιλότητι . . .  καί τώ μέσω. The καί τω μέσω in 
the next line belongs equally to each of the three pairs of opposites, 
and not merely to the last of them.

The meaning of δασντης and ψιλότης in speech may be seen from 
De audib. 804  ̂8 δασείαι δ* είσί τών φωνών οσαις έσωθεν τό πνεύμα 
ευθέως σννεκβάλλομεν μετά τών φθόγγων, ψιλαι δ* είσί τουναντίον οσαι 
γίνονται χωρίς της του πνεύματος εκβολής ; and from Dion. Hal. 5 
p. 85 R· ταυτα [i. e. τα ψιλά] μέν γαρ την εαυτών δυναμιν εχει μόνην, 
τα  δέ δασέα καί την τον πνεύματος προσθήκην. ψιλός, * without 
addition' (see on 1, 1447 a 29), means in this connexion { without 
aspiration '. The threefold distinction in the text, as applied to the 
mutes, passed on to the grammarians, and became an accepted part 
of grammar (comp. Dion. Thrax.p. 12 τούτων [scil. τών άφωνων] 
ψιλά μέν τρία, κ ϊτ τ ,  δασέα δέ τρία, θ φ χ , μέσα δέ τούτων τρία, β  γ  δ* 
μέσα δέ εϊρηται ότι τών μεν ψιλών εστι δασυτερα, τών δέ δασέων 
ψιλότερα, and Priscian 549 Ρ·)> and it still appears in our familiar
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division of mutes into aspiratae, mediae, and — where the 1456b 32
tenues represent the ψιλά of the Greeks.1

μήκ€ΐ καί βρα χύτη τι. The intermediates (μέσα) in quantity are 
the three dichronous vowels a, 1, v : Dion. Thrax p. 10 των δέ 
φωνηέντων μακρά μέν έστι δυο, rj και ώ, βραχέα δέ δυο, ε καί 
δ, δίχρονα δέ τρία , a ι ν ' δίχρονα δέ λέγεται, έπει εκτείνεται και 
συστέλλεται.— Sextus Emp. Adv. math. 1. 100 των δέ φωνηέντων 

τρεις λέγονσι διαφοράς· δυο μέν γάρ αυτών φνσει μακρά λέγονσι τυγ- 

χάνειν, το η και τδ ώ, ισάριθμα δέ βραχέα, το ε και τδ δ, τρία δέ κοινά 
μήκους τε και βραχυτητος, ά ϊ ν ,  άπερ δίχρονα και υγρά καί αμφίβολα και 
μεταβολικά καλονσιν* έκαστον γάρ αυτών ττέφυκεν δτέ μέν έκτείνεσθαι 
δτέ δέ συστέλλεσθαι (comp. Dion. Hal. 5 Ρ· 74 R·» and Aulus 
Gellius 16. 18. 5).

δξυτητι καί βαρύτητι. A third kind of difference is to be seen b 33 
in the differences of accent. Accent with Aristotle is a part of 
προσωδία (see o n b 3i), but he has no special name for it; the 
word τόνος in Rhet. 3. 1, 1403 b 29 relates to the tone or key in 
which something may be said, and not, as is sometimes supposed 
(e.g. by Cope), to the syllabic accent in words. Aristotle's 
intermediate accent is clearly that conventionally indicated by a 
circumflex, as standing between the acute and grave, and having 
thus something of the nature of both. This was the received view 
of the phonetic value of the ‘ circumflex5 in antiquity, though the 
names by which it was known referred to the form of the mark 
rather than the nature of the accent itself; comp, the pseudo- 
Sergius, 4 p. 531 Keil Ammonius Alexandrius qui Aristarchi 
scholae successit δξυβαρυν vocat, Ephorus autem Cymaeus περίσπασιν,
Dionysius Olympius [read: Olynthius’] δίτονον, Hermocrates Iasius 
συμπλεκτον, Epicharmus Syracusius κεκλασμένψ  ; verum ea nunc ab 
omnibus περισπωμένη Graece vocatur, apud nos flexa, quoniam primo 
erecta rursus in gravem flectitur. For further illustrations of the 
notion of the circumflex in antiquity see Nauck, Aristophanis Byz. 
fragmenta p. 13, and Wilmanns, De Varronis libris grammaticis 
p. 187. It is to be observed that (like Plato Crat. 399 a )  Aristotle 
ignores the circumflex in the passage in Soph. el. 23, 179 a 14 ει 
παρά προσωδίαν οχείαν [scii, δ λόγος έστι], η βαρεία προσωδία λνσις,

1 This technical use of tenuis may be traced back to Lascaris, who naturalized 
it among the modem s; but it is not easy to see how Lascaris came by it. He 
may possibly have remembered the language of the pseudo-Sergius 4 p. 526 
K e il: Crassitudo [i. e. δασύτηϊ] in spiritu est . . . nani omnes voces aiu 
aspirando facimus pinguiores aut sine aspiratu pronuntiando te n u io r  esi]
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1456 b 33 €l δέ παρα βαρείαν, η όζεία, and speaks as though the only sub
stantial difference in accent were that between acute and grave. 
His view of it in fact was probably very like that ascribed to the 
Peripatetic Athenodorus in the pseudo-Sergius, 4 p. 529 Keil 
Athenodorus duas esse prosodias putavit, unam inferiorem, alteram 
superiorem; flexam autem (nam ita nostra lingua περισπωμένην 

vocamus) nihil aliud esse quam has duas in una syllaba. 
b 34 [^] T0̂  μ ε τ ρ ικ ο ί*  : comp, infra b 38. The preposition has to

be bracketed, as there is no hint of a book on metre, actual or 
contemplated, by Aristotle himself (comp. Bergk, Kl. Schr. 2 
p. 753). He leaves the subject to the μετρικοί, just as he does in 
the parallel in De part. an. 2. 16, 660 a 7 ποιας δέ ταυτα [scii, 
τα γράμματα] και πόσας και τίνας έχει διαφοράς, δει πυνθάνεσθαι παρα 

των μετρικών. The theory of metre, in its primitive form, took 
cognizance of many matters which we should relegate to grammar 
or phonology. It started, like grammar, with the στοιχεία or 
elementary sounds in language (Longinus Prol. in Hephaest. p. 142 
Gaisf. του περι μέτρων λόγου πολλοί πολλαχώ* ήρζαντο, οι μέν από 

στοιχείων, ώς .Φιλόξενο*); and, as the passage in the De Partibus 
intimates (comp. Dion. Hal. 5 p. 74 R.), it dealt with the whole 
question of the number and nature of these elements.

συλλαβή. As here defined a συλλαβή  is a combination of a mute 
and a ‘ letter with a sound ’, i. e. either a vowel or a semivowel 
(see on b 28), to make the mute audible. An instance of the first 
combination is BA (see Metaph. Z 17, 10 41b 13); of the second 
ΓΡ (comp. Metaph. N 6, 1093 a 22), where the Γ becomes audible 
at any rate as part of a complex ‘ noise \ In the further combina
tion ΓΡΑ we have an articulate, as well as an audible, sound—  
a φωνή ακουστή, not a mere άκουστον. Aristotle, however, does 
not stop to note the difference. The meaning given to συλλαβή 

in the Aristotelian definition is apparently the proper technical sense 
of the term: Dionysius Thrax p. 16 Uhlig οτυλλαβή έστι κυρίως 

σνλληψις σύμφωνων μετά φωνήεντος ή φωνηέντων, οίον καρ, βους' 

καταχρηστικως δέ και ή έζ ένο* φωνήεντος, οίον ά, ή (see also Charisius 
2 P., and Marius Victorinus 2470-5 P.). In ordinary speech, how
ever, the term was often used to denote the units of sound or 
‘ syllables ’ (as we say) into which a word, a foot, or a verse is 
divisible. Plato, for intance, speaks of 3 Ω as the ‘ first syllable * 
in Socrates (Theaet. 203 c), and of words as ‘ made up of syllables * 
(Crat. 424 Ε συλλαβας συντιθέντες, έζ ων τα τε ονόματα και τα 

ρήματα συντίθενται); words also like έώ and ήια etc. were said to
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be disyllables, trisyllables, etc. Aristotle has lapsed into this use 1456 b 34 

of the term even in the Poetics, in 21, 1458 a 2, where the a in 
Τ ίη λ η ιά δ ε ω  is regarded as a σ υ λ λ α β ή  ε μ β ε β λ η μ έ ν η  (see note on the 
passage); and it is by no means uncommon in other Aristotelian 
writings; see Cat. 6, 4 b 33 ; De interpr. 4, 16 b 3i ; De gen. an. 
ii 18, 722 a 32; Metaph. N 6, 1093 b i ;  Rhet. 3. 2, 1405a 31 
(comp. Bon. Ind. 710 b 45 ; and for the general history of the term 
Schmidt, Beitrage zur Gesch. der Grammatik p. 126).

It is to be observed that Aristotle ignores the φ ω ν α ϊ  σ ν ν θ ε τ α ί  

called diphthongs; for the ancient view of them see Blass, 
Aussprache3 p. 20.

φωμήΐ' εχοντος includes the semivowel as well as the vowel (see b 35 
on b 28).

και γάρ τό ΓΡ άμευ του Α =  τό γαρ ΓΡ  καί avev τον A. b 36
Ttjs μετρική?: see on b 34. As the foot is made up of syllables, b 38 

the theory of the συλλαβή  belonged to metre just as much as to 
grammar: Aristides Quintil. 1. 20, p. 28 Jahn άρχή μεν ονν ή 

τής μετρικής ό 7τερί στοιχείων λόγος, ειθ* ο περί συλλαβής, είθ' 

ο ιτερί ποδών, ειθ' όντως δ 7τερί μέτρων.— Longinus Prol. in Heph. 
p. 142 Gaisf. τον δέ 7τερί μέτρων λόγον ττολλοί 7τολλαχώς ήρ£αντο, οί 

μεν άπδ στοιχείων, ώς Φιλόξενος, οί δέ α7τό του μέτρων όρον, ως 

*Ηλιόδωρος, ημείς δέ Ή φαιστιωνι κατακολονθήσομεν άπδ συλλαβής 

άρξάμενοι. By τούτων τας διαφοράς Aristotle probably meant not 
only the familiar distinction of syllables into long and short, but 
also the finer differences the ancient theory of rhythmic recognized 
in the times of syllables, when the time of the consonant or 
consonants in them is taken into account (v. Kiihner, Gr. Gr.3 1. 1 
p. 300).

σύνδεσμος. The traditional text of this and the following section 
(that on the α ρ θ ρ ο ν )  is confessedly corrupt. Twining finds a good 
deal of it unintelligible (comp. Steinthal, Gesch. der Sprachwissen- 
schaft? i p. 263); and Vahlen, besides bracketing ή φ ω ν ή — μ έ σ ο ν  

in 1457*8-10, has to assume two lacunas, one after σ ν ν τ ί θ ε σ θ α ι  in 
Ϊ457 a 2, and another after δ η λ ο ΐ  in 1457 a 7.

At this point Aristotle passes from the constituents of words 
(letters and syllables) to actual words; and he begins by noting 
this distinction: some words are φ ω ν α ι  ά σ η μ ο ι ,  and others φ ω ν α ϊ  

σημαντικαί; these latter being the nouns and verbs in language, 
which have a meaning of their own and stand for something even 
when uttered by themselves. The σ ύ ν δ ε σ μ ο ι  and ά ρ θ ρ α ,  however, 
are said to be φ ω ν α ϊ  ά σ η μ ο ι ; i. e. they convey no meaning when
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1456b 38 uttered by themselves. If we may provisionally take them to 
represent in some way the little connexive words in language, the 
question arises as to the nature of the two kinds of connexives 
and the distinction Aristotle wished to draw between them. It will 
be observed that he describes them by reference to their position 
and function in the complex φωνή σημαντική, called a λόγο? a little 
further on in the chapter (1457 a 23). ^ necessary, therefore, to
go back to his idea of λόγο?, and consider the various forms of 
λόγοι which he either recognizes or may be presumed to have 
recognized, λόγο? in the present sense of the term has no exact 
English equivalent, though ‘ speech’, ‘ discourse ’, or ‘ phrase ’ is 
sometimes conventionally made to stand for it. According to the 
definition in 1457 a 23 it is a significant combination of significant 
words, e.g. of two (or more) nouns, or verbs (including what 
Aristotle would call their 7nwci?), or of a verb and a noun, or 
of a noun and a verb. Α  λόγο?, in Aristotle’s sense of the term, 
does not necessarily involve predication. The instance he gives in 
i4 5 7 a 2 5 o fa  non-predicative λόγο? is a definition, that of ‘ man 
e. g. ζωον πεζόν δίιrow— where the combination of the three nouns 
is equivalent to 4 man ’, and may replace it as one of the terms of 
a proposition. This form of λόγο? is the λόγο? δνοματωδης of An. 
post. 2, 10, 9 3 b 3i. Under this same head we may include 
certain other forms of expression, e. g. βαδίζει χαίρων (a combina
tion of two verbs), and οίκονσι νήσον (a verb + a noun). A more 
complex instance of the same type would be a combination like ol 
Αθηναίοι και Λακεδαιμόνιοι, where the terms are combined into one 
by the copulative, and οίκονσι περί δνσμάς, where the terms are 
hyphened together by the preposition1 (comp. Hartung, Lehren der 
Alten fiber die Dichtkunst p. 284). The other form of λόγο? is 
that which involves predication— the λόγο? αποφαντικός of the 
De Interpretatione (4. 17 a 2 seqq.). If we may work out the hint 
in De Interpretatione 5, 17 a 2o, we may divide the λόγοι of this 
description into two kinds, the simple and the composite, and take 
the example in 1457 a 28, KAeW βαδίζει, as the type of the simple 
predicational λόγο?. It is not so easy to find an Aristotelian instance 
of the composite predicational λόγο?; but its nature is indicated in 
general terms in the passage in the De Interpretatione ; it consists 
of two or more simple predicational λόγοι combined in some way or

1 W ith the Stoic grammarians the prepositions were classed originally under 
the σύνδεσμοι, and afterwards distinguished from the others as προθετικοί 
σύνδεσμοι.
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other into one single λόγος. How, then, and by means of what 1456 b 38 
kinds of words is this combination effected ? The De Interpreta
tione ignores this question. We may perhaps supply the omis
sion, however, by reflecting for a moment on the structure of 
complex sentences and observing the different relations of the 
parts or members to the whole. Jn some instances the simple λόγοι 

άποφαντικοι are merely co-ordinated, and held together by copu
lative or similar conjunctions, as in Κλεών βαδίζει και Σωκράτης 

κάθηται, Κλεών μεν βαδίζει Σωκράτης δε κάθηται, Κλεών βαδίζει 

άλλα Σωκράτης κάθηται (comp, σννδεσμω εις in 1457 a 3°)> hi others 
they are subordinated to one another, and form a sort of organic 
whole knit into one by words which indicate relation and inter
dependence. This last point in the theory of the λόγος would 
have to be recognized in any grammatical analysis of the sentence 
and its construction. I venture to suggest that it may have 
been actually present in Aristotle’s mind at the time of framing his 
definitions of σύνδεσμος and άρθρον, and that it is to be found in 
the text, if it be permissible to restore it in some such way as 
this:—

σύνδεσμος δε εστι φωνή άσημος, η ον τε κωλύει οντε ποιεί 
φωνήν μίαν σημαντικήν εκ πλειονων φωνών πεφνκνΓαν σνντίθεσθαι 

[και επι τ ω ν  ά κ ρ ω ν  κ α ι  ε π ϊ  τ ο υ  μ έ σ ο υ ], ήν μη άρμόττει εν αρχή λόγον 

τιθεναι καθ' αυτόν, οΐον μεν, δη, τοί, δε. η φωνη άσημος η εκ 

5 πλειονων μεν φωνών μιας σημαντικών δε ποιεΐν πέφνκε μίαν 

σημαντικήν φωνήν, (οΐον τό άμφί και τό περί και τά ά λ λ α ). 
άρθρον δ' εστι φωνη άσημος, ή λόγον αρχήν ή τέλος ή διορισμόν 
δηλοΐ [ ο ΐ ο ν  τ ό  ά μ φ ί  κ α ί  τ ό  π ε ρ ί  κ α ι  τ ά  άλλα. ή  φ ω ν ή  ά σ η μ ο ς  ή  ο υ  τ ε  κ ω λ ύ ε ι  

ο ύ τ ε  π ο ι ε ί  φ ω ν ή ν  μ ί α ν  σ η μ α ν τ ι κ ή ν  ε κ  π λ ε ι ό ν ω ν  φ ω ν ώ ν ~ ] ,  πεφυκυια τίθεσθαι 

ίο και επι τών άκρων και επι του μέσον.

The words bracketed after σνντίθεσθαι in 1. 2 I suppose to be 
a repetition in the wrong place of those after τίθεσθαι in 1. 9; 
and the clause ή φωνή— φωνών in 11. 8-9 to have come in through 
a repetition of the beginning of the definition of σύνδεσμος in 1. 1 
(comp. Diintzer, Rettung d. aristotelischen Poetik p. 194). It will 
be seen also that the illustration οΐον τό άμφί— τά άλλα is assumed 
to be out of place where it stands, and is transferred to 1. 6, so as 
to form part of the second definition of σύνδεσμος— a view which 
has been anticipated by Hartung. Two kinds of σύνδεσμοι, then, 
are recognized in the text as amended. The first is said to consist 
of the connexive words whose presence in a λόγος does not affect
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14 5 6 b 38 the coherence of the terms. There is no difficulty in illustrating 
this point; if Κλεών and βαδίζει are combinable terms, the com
bination of them in the proposition Κλεών βαδίζει is neither 
hindered nor helped by the insertion after the first word of a μεν, 
a 8e, a δή, or a τοί. Little words of this description are what the 
grammarians called ‘ expletives’. Though they stand at the 
beginning of the λόγος, they are not an integral part of it; they 
belong to it not per se {καθ' αυτόν), but per accidens, and only serve 
to indicate a relation to some other λόγος before or after it. In 
contradistinction to these Aristotle recognizes a second species of 
σύνδεσμος (1. 4), one that is a real and constitutive part of the λόγος 

into which it enters. This function, as I have endeavoured to show 
above, in the general survey of the possible forms of λόγοι, is 
fulfilled by the prepositions and the copulative conjunctions. 
Aristotle’s σύνδεσμος, therefore, whatever else it may signify, may 
be taken to include the preposition, the copulative conjunction, 
and also certain particles. The sense of the word aρθρον is more 
difficult to determine owing to the absence of examples to illus
trate its meaning. The term must clearly denote a particular 
kind of connexive required for a particular kind of λόγος. The 
kind of λόγος Aristotle had in mind may perhaps be inferred 
from the fact that the άρθρον in it is said to indicate the begin
ning, or end, or dividing-point in its structure. Such a λόγος 
may be assumed to be a composite proposition, and moreover one 
of a more complex form than that in Κλεών βαδίζει και Σωκράτης 

κάθηται and the like. The two constituent propositions in it are 
either intimately connected by being related in such a way that the 
one is the beginning and the other the end of the whole; or they 
are in some way divided or separated one from the other. With 
this we may compare the definition of the ‘ period ’ in Rhet. 3. 9, 
1409 a 3 5  λέγω δε περίοδον λεζιν εχονσαν άρχήν και τελευτήν αυτήν 

καθ' αυτήν καί μέγεθος εύσυνοπτον. As a conjectural interpretation 
of this statement it may be suggested (1) that the άρθρα which 
mark the beginning of the proposition represent the conditional 
and causal conjunctions, together with the relative pronouns and 
adverbs; (2) that those marking the end are the final and illative 
conjunctions; and (3) those marking the separation or division 
in the proposition, the disjunctives. The kinds of proposition 
which involve the use of such words as these are ignored in 
Aristotle’s logical writings, but it seems to me that he may very 
well have had something to say of them in an analysis like that
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in the present chapter of the forms and constituents of ordinary 1456 b 38 
speech. I am not unaware of the lacunas that may be found in 
this interpretation of the Aristotelian άρθρον. It must be taken 
for what it is worth, and with many allowances, as an attempt to 
recover the rough draft of an all but lost chapter of early grammar.
For a discussion of the textual and other difficulties in these 
two sections I may refer to Vahlen’s Beitrage, 3 p. 229 and 306, 
and Schomann's Animadversiones ad veterum grammaticorum 
doctrinam de articulo (Jahrb. f. class. Philol. Suppl.-Bd. V p. 5).

Both σύνδεσμος^and άρθρον were terms taken by grammar from 
anatomy (see on 7,1450b34); the former is properly a ‘ ligament *, 
and the latter a ‘ joint The language in the text as to the function 
of the άρθρον or joint-word, ή λόγον άρχην ή τέλος . . . δηλοΐ, recalls 
that in the passage in De anima 3. 10, 433b 2i, which describes the 
physical joint as the means of locomotion in the animal: τό δέ 
κινούν δργανικώς, οπού άρχη και τελευτή τό αυτό, οΐον δ γιγγλνμός*

€ντανθα γαρ τδ κνρτδν και κοΐλον τδ μεν τελευτή τδ δ* άρχη (διό τό 
μεν ηρεμεί τδ δε κινείται), λόγω μεν ετερα όντα μεγεθει δ* αχώριστα 

(comp. J. of Phil. 17 Ρ- 64)· The joint-word in grammar, there
fore, would naturally imply a more structural and organic connexion 
than is to be found when the λόγοι are simply strung together 
by σύνδεσμοι. I should add that the instances of σύνδεσμοι in 
Rhet. 3. 5,1407 a 20 are μεν and δ̂ , together with γαρ, τε, καί, and 
apparently επεί [? ετϊ\; and that a distinction not unlike that in 
the text betwen the two kinds of σύνδεσμοι is implied in Probl. 16.
20, 919 a 22 εκ τών λόγων cvicov εξαιρεθεντων συνδέσμων ονκ εστιν δ 

λόγος 'Ελληνικός, οΐον τό τε και τό καί, ενιοι δε ονθεν λνπονσι δια τδ 

τοΐς μεν άναγκαΐον είναι χρήσθαι Ίτολλάκις, εί εσται λόγο9, τοΐς δε μη.

κωλόει, scil. τΓοιεΐσθαι. *457 & 1
φωμώμ.* i.e. φωνών σημαντικών. a 2
λόγου. The term is explained in a 23· Aristotle is using it a 3 

without explanation, as though it were a familiar and well*under
stood word. Just before this (in a 1) he employed the periphrasis 
φωνή μία σημαντική in lieu of it.

καθ* αυτόμ is to be taken with λόγου (comp. Top. 8 .11,161 b 19).
The λόγο9 as such is tacitly distinguished from the λόγο9 as brought 
into relation with some other λόγο9 by the insertion of a word which 
is no integral part of it per se. καθ' αυτό is the opposite of προς 

έτερον or κατά συμβεβηκός (Bon. Ind. 212 a 3). 
διορισμός seems to mean here ‘ separation1 or ‘ disjunction a a 7
POETICS T
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1 4 5 7  a  7 . m etaphorical extension o f the sense it has in the D e  P artib u s : 

3. IO, 672 b 14 του διορισμού χάριν έστι (scii, τό διάζωμα) τον τε 

7Γ€ρΙ την κοιλίαν τόπον και τον περι την καρδίαν.
& 9  π εφ υ κ υ ΐα  τ ιθ εσ θ α ι κ α ί ^ττι των άκρων κ α ί ^πΐ του μέσου does not

necessarily m ean any m ore than this, that som e o f the άρθρα have
one and others another o f these three possible places in the 
com plex form o f λόγος, πεφνκνΐα τίθεσθαι im plies that the rule 
is general and not always observed in practice.

a  10  όνομα. In  this definition συνθέτη differentiates the όνο/χα from

the σ το ιχ ε ΐο ν , σημαντική from the άρθρον and σύνδεσμος, άνεν χρόνον 

from  the ρήμα, and w hat rem ains (ής μέρος ουδεν κ τε.) from  the 
λόγος. In  a λόγος (e. g. ζωον πεζόν δίπονν, ΟΓ Κ λ ε ώ ν  βαδίζει) 
the parts retain their several m ean in g s; whereas in an όνομα, if  the 
parts happen to have a m eaning, it is lost in the word into which 
they enter; Θεόδωρος for instance denotes a certain man, not a 
kind o f  gift: D e interpr. 2, i 6 a i 9  όνομα μεν ovv εστι φωνή 

σημαντική κατα συνθήκην άνεν χρόνον, ής μηδέν μέρος εστι σημαντικόν 

κεχωρισμενον εν γαρ τω Κ ά λ λ ΐ7Γ7Γ05 τό  ίππος ονδεν αυτό καθ' εαυτό 

σημαίνει, ώσπερ εν τω λόγω τω καλός ίππος.

T h e  general term όνομα must be taken to include not only the 
nouns, but also the adjectives, the personal and demonstrative 
pronouns, and possibly even the article as a kind o f  pronoun— in 
fact all the declinable parts o f  speech except perhaps the relatives, 
which m ay have been classed am ong the άρθρα. A  verb also 
apart from a subject, as a m ere nam e for an action, m ay be called 
an όνομα, as it is for instance in 21, 1 4 5 7 b 2 5 ; 2 2 , 1 4 5 8 ^ 2 0 ;  
25, 1461 α 3 1 ;  com p. D e interpr. 3, 1 6 ^ 1 9  αυτό μεν ovv καθ' 

εαυτό λεγόμενα ονόματα εστι [scii, τα ρήματα] και σημαίνει τι (ΐστησι 

γαρ ό λεγων την διάνοιαν και δ άκονσας ήρεμησεν), άλλ* εί εστιν ή μή 

ουπω σημαίνει. It is a ρήμα proper only when actually said of 
a subject, as the predicate o f  a proposition. 

a 12 ou χρώμεθα: com p. 2 1, I 4 5 7 a 33 πλήν ονκ εν τω όνόματι σημαί
νοντος. T h e  construction in the clause m ay be seen from  Vahlen’s 
paraphrase, εν τοΐς διπλοΐς ου χρώμεθα τω μερει ηγούμενοι και αυτό 

καθ' αυτό σημαίνειν. T h e  participial ως και αυτό καθ' αυτό σημαίνον 

is an acc. absolute like those in 3, 1448 » 37  and 26, 1462 a 10. 
a 13 τω ΘεοΒώρψ : i.e. ‘ the word Θεόδωρος ’ ; com p, infra a 28 ό Κλεών, 

‘ the w ord Κ λε ώ ν ’ .— Plato Crat. 392 d  τόν Άστυανακτα, ‘ the name 
A sty a n a x ’ ; for the sim ilar L atin  usage v. W ilkins on Cicero De 
O ratore 2, 193. In  the D e interpr. we have the m ore scholastic 
form o f expression with a nom inative, εν τω Κάλλιππος,
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τδ δώρον: i. e. the word δώρον implied in Θεόδωρος. As the 1457 a *3 
parallel in the De interpr. is Iv τω Κ άλλιππος τό ίππος ονδεν αυτό 
κα& εαυτό σημαίνει, it has been proposed to restore here τό δωρος for 
τό δώρον. The two cases, however, as Duntzer reminds us, are not 
quite similar, since δωρος does not exist as a separate word, as ίππος 
does, and there would therefore be no point in saying of it that it is 
without meaning (ον σημαίνει).

0ήμα : De interpr. 3, 16^6 ρημα δε εστι τδ προσσημαΐνον χρόνον, a 14 
ου μέρος ουδεν σημαίνει χωρίς, και εστιν άει των καθ' ετερον λεγομένων  

σημεΐον. λεγω  δ* ότι προσσημαίνει χρόνον, οΓον νγίεια μεν όνομα, τό 
δε υγιαίνει ρημα* προσσημαίνει γαρ τό νυν νπάρχειν . . . 1 6 τό νγίανεν 

η τό νγιανει ον ρημα άλλα πτώσεις ρήματος' διαφερει δε τον ρήματος, 

ότι τό μεν τον παρόντα προσσημαίνει χρόνον, τα δε τον περιξ. In this 
passage (though not in De interpr. 10, 19 b 13) the past and future 
tenses of the verb are set aside as πτώσεις, the verb in the logical 
theory of predication being always in the present (comp. Mansel, 
Prolegomena Logica p. 273). It is to be noted that in these 
instances of verbs, the verb is in the third person singular of the 
present; the reason for this is that a proper name like Κλεών or 
Κορίσκος is tacitly assumed to be its subject. With Plato, it may be 
observed, the ρημα includes the predicative adjective as well as the 
verb (v. Crat. 399 a ) .

προσσημαίνει. Boethius, In Aristot. de Interpr. 2 p.66 Meiser, a 17 
translates this by consignificat, thus identifying its sense with that of 
the later word σνσσημαίνειν.

πτώσις, as a term of grammar, has not yet acquired the special l& 
sense of ‘ case’ which it has in the grammarians; and there is no 
equivalent for it in our modern terminology. We may perhaps 
translate it by * modification ’ or ‘ mode \ Given a word, a noun or 
a verb, with a certain meaning, a πτώσις of it embodies that mean
ing with some secondary idea superadded. It does not necessarily 
involve a difference of form; β α δ ίζει; as a question, is a πτώσις of 
the affirmative β α δ ίζει, ‘ he walks’, and δώρον as an accusative a πτώσις  

of δώρον as a nominative. In most instances, however, a πτώσις is 
distinguished from the original noun or verb by some difference 
of form, e. g. by a difference of termination. Under the general 
head of πτώσεις Aristotle includes the following species of words:—
(1) the oblique cases of all nouns, as compared with the nominative, 
e.g. Φίλωνος etc. from Φίλων (De interpr. 2, i 6 a 33). (2) The
nominative also of common nouns; it is a πτώσις through the idea 
of number which it suggests: thus άνθρωπος is ‘ a man ’, and

τ 2
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1457 a i8 άνθρωποι ‘ several men’. (3) The forms involving a distinction 
of gender, e.g. ουτο9, αντη, τοντο and the like (Soph. el. 14, 
17 3 b 27). (4) The paronymous adjectives, e.g. χαλκούς from
χαλκός (Rhet. 3. 9, i 4 io a 32), ανδρείος as compared with the sub* 
stantive άνδρια (Rhet. 1. 7, 1364b 36; Cat. 1, i a i4). (5 )  The 
comparatives and superlatives as compared with the positive adjec- 
tives, e.g. β έλτισ τος  from άγα 0ο? (Top. 5. 7, 136 b 30). (6) The
adverbs as compared with the corresponding adjectives, e. g. δικαίως 

from δίκαιος (Top. 1. 15, 106 b 29; 5. 7, 136 b 15). (7) The past
and future tenses of the verb (De interpr. 3, i 6 b i6); and pre
sumably also the forms embodying distinctions of person, number, 
voice, etc. To these must be added (8 )  τα  υποκριτικά, the 
modifications of sense words may acquire through differences 
in the mode of enunciation. This synopsis of the different uses of 
the term in Aristotle may be sufficient to show that τττωσις with him 
is a logical rather than a philological conception, and that it is only 
in certain of its applications that it corresponds to our declension 
or inflexion or derivation. It is the sense rather than the word 
itself that is conceived as derivative; a πτωσις takes its meaning, 
i.e. the fundamental part of it, from the primary word; and the 
idea of this latter is involved in any explanation we give of the 
π τω σ ις; Φίλωνος for instance means ‘ of Φ ίλ ω ν 5, and γραμματικός 

means ‘possessing γραμματική ’— both being accordingly πτώσ€ΐς, 

the one of Φ ίλω ν and the other of γραμματική. With Aristotle's 
use of πτωσις we may compare Varro’s equally heterogeneous 
instances of ‘ declinatio': a Terentius Terenti, ab equo equiso, ab 
homine homunculus, a mamma mammosae, a prudentia prudens, a 
pugnando et currendo pugiles et cursores (L. L. 8, 14). 

a 21 άνθρωπος: Phys. 3. *j, 207 b 8 άνθρωπος εϊς άνθρωπος και ον 
πολλοί.

τά υποκριτικά : see on 19, 1456 b Ι0· 
a 22 επίταξή: see on 19, 1456 b 16.

β ά δ ι ζ ε : to be read as β ά δ ιζα !, i. e. as a dictatorial imperative. 
a 23 λόγος. The definition is framed to distinguish a λόγος from an 

όνομα; see above on a 10, and comp. De interpr. 4, 16 b 26 λδγο$ 

δε εσ τ ι φωνή σημαντική κατά σννθηκην, ης των /Λερών τ ι σημαντικόν 

ε σ τ ι  κεχωρισμενον, ώ$ φάσις, ά λλ ' ονχ ώ$ κατάφασις η άπόφασις* 
λ εγω  δε, οιον άνθρωπος σημαίνει μεν τι, ά λλ ' ονχ ότι εστιν η ονκ εστιν* 

ά λ λ ' εσται κατάφασις η άπόφασις, εάν τ ι προστεθη. The clause 
ης ενια μερη καθ' αυτά σημαίνει τ ι  refers to the nouns and verbs 
(with their ^πτώσεις) as the significant parts of all λ ο γ ο ι; the σύνδεσμοι
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and άρθρα are φωναι άσημοι. For the meaning of λόγος and the 1457 a 2& 
various forms o f λόγοι see on 20, 14 5 6 ^ 3 8  (also Bon. Ind.

433 b 48)·
ου γάρ άπας, ktc. A n  indirect reproof, perhaps, to Plato, who a 24 

seems to speak as though a λόγος were always in the form o f a 
proposition: Soph. 262 A o vk ov v ονομάτων μεν μόνων συνεχώς 

λεγομένων ονκ εστι ποτέ λόγος, ούδ’ αυ ρημάτων χωρίς ονομάτων 

λεχθεντων.

δ τοΟ άν'θρώπου δρισμός: e.g. ζωον πεζόν δίπονν (Top. I. 7> a 26 

103 α 27) ΟΓ ζωον επιστήμης δεκτικόν (T op . 5· 2, Ι3 0 b 8).
^δόχ€ται άν€υ ρημάτων εΐναι λόγον. This is the λόγος ονοματωδης 

of An. post. 2. io, 93b 3 i— a combination of words that may 
serve as an equivalent for a name, and take the place of one as 
a term in a proposition (comp. De interpr. i i , 21 »29). It may 
be a more or a less exact equivalent; the most exact is what 
Aristotle calls a definition (comp. Metaph. Z 4, 1030 a 14).

ets δό έστι λόγος διχώς. That a λόγος, in spite o f its composite a 28 
nature, has a certain unity in it is tacitly assumed in the definition 
in a 23 λόγος δέ φωνη συνθέτη κτε. This unity, as the text implies, 
is not of the same order in all kinds o f λόγοι. A  definition (a λόγος 
without predication) is one, because the combination of terms in it 
signifies and stands for one thing (cV σημαίνει), just in the same 
way as a name may do. T h e proposition also, e. g. KXeW βαδίζει, 

is one because the combination of terms describes a single act 
or fact (comp. De interpr. 5, 17 a 16 δ εν δηλων λόγος), and admits 
of only one assertion or denial. On the other hand in a composite 
λόγος consisting o f  two or more propositions with copulative or 
other coordinating conjunctions to connect them together, the 
formal unity of the whole is due to this conjunction o f the parts, 
the several propositions which compose it. T he Iliad is an extreme 
instance o f such a λόγος. This point, the difference in the unity 
in these two kinds o f λόγοι, is more than once noticed by 
Aristotle elsewhere in very similar term s: De interpr. 5, 17 a 8 
Ιστι δέ €ΐς πρώτος [? πρώτως] λόγος αποφαντικός κατάφασις, εΐτα 

άπόφασις* οι δ* άλλοι [scii, λόγοι αποφαντικοί] πάντες συνδέσμω εις 

• · . έστι δέ €ΐς λόγος αποφαντικός η ό εν δηλων η ό συνδέσμω εις, 

πολλοί δε οι π ο λλά  και μη  cv η οι ασύνδετοι.— An. post. 2. I Ο, 93^35 
λόγος δ* €ΐς εστι δίχως, ό μεν συνδέσμω, ώσπερ η *Ιλιάς, ό δέ τω εν 

καθ' εν δηλονν μη κατά συμβεβηκός.— Metaph. Η 6, 1045 a 12 ° 
ορισμός λόγος εστιν εις ον συνδέσμω καθάπερ η *Ιλιάς, άλλά τω ενός 

εΐναι (comp, also Metaph. Z 4, 1030 b 9).
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a 29 4κ ιτλ€ΐό»'ωΐ', scil. λόγων.
a 3 i  άπλουκ . . .  δητΧοΟμ : see 20, 1457 a 12, and De interpr. 2, 16 a 19 

(quoted above on 20, 1457 a 10). the De Interpretatione (2, 
16 a 23) the general term for a compound is σνμπεπλεγμύνον όνομα.

The Rhetoric has more than one reference to this chapter on 
the species of names: Rhet. 3. 1, 1404 a 36 ονχ άπαντα όσα περι 

λέξεως ϊσ τιν ειπεΐν άκριβολογητέον ήμΐν, ά λλ’ όσα nrepi τοιαντης οΐας 

λεγομεν. περί δ’ εκείνης εϊρηται εν τοΐς περί ποιητικής.— 3· 2> ι 40 4 )̂ 5 

τών δ ’  ονομάτων καί ρημάτων σαφή μεν ποιεί τα κύρια, μη ταπεινήν δέ 
άλλα κεκοσμημενην τάλλα ονόματα οσα εϊρηται εν τοΐς περί ποιητικής. 

—  ̂ 26 όντων δ* ονομάτων και ρημάτων e£ ών ό λόγο9 σννεστηκεν, 

των δ* ονομάτων τοσαντ έχόντων εϊ8 η οσα τεθεωρηται εν τοΐς περι 

ποιησεως, τούτων γλώ τταις μεν και όιπλοΐς όνόμασι και πεποιημενοις 

όλιγάκις και όλιγαχον χρηστεον . . . τό δ έ  κύριον και τό οικεΐον και 

μεταφορά μόναι χρήσιμοι προς την τών φίλων λόγων λε£ιν.

a 33 σημαίμο^το9 και άσημου. Aristotle is probably thinking here 
of words like άμφιλογος, περιβλεπειν, σύνοικος, νπο7ττος, etc., com
pounded of a noun or verb (or a πτωσις of the same) and a pre
position, which is in his classification a φωνή άσημος.

a 35 μ€γαλ€ΐωτώκ is all but identical with the reading in Ac, μεγα· 

λιωτών, and simpler than Tyrwhitt’s μεγαλείων ως or Vahlen's 
μεγαλείων ών. Α μεγαλειωτον όνομα WOllld be a name that has 
been ‘ made grand an exaggerated or amplified name. Though 
a verb μεγαλειονν is not found in extant literature, it is a legitimate 
derivative from μεγαλεΐος, which is sometimes used of words (e. g. 
in Xenophon Mem. 2. 1. 34); and it is presupposed in the LXX. 
word μεγαλείωμα. After μεγαλειωτων we may supply oTov =  e.g. 

For similar instances of the omission of οΐον see 25, 1461 a 26; 
An. pr. i. 4, 26 a 8; De gen. et corr. 2. 5, 332^14; Eth. N. 
5. 8, 1 133 a 7 j Rhet. 3. 5, 1407 a 38; 3. 6, 1408 a 6 (etc.).

In lieu of μεγαλι ωτων (or μεγαλει ωτων) the Arabic version is 
said to imply Μασσαλιωτών— a reading which has met with the 
approval of Diels (Berlin Academy, Sitzungsb. 1888 p. 53) as 
well as others. An expression like τά π ο λλά  των Μασσαλιωτών, 
however, is certainly not free from difficulty. The general view 
seems to be that it is practically equivalent to τά π ολλά  των 
Μασσαλιωτικών ,* so that Aristotle is to be credited with the 
statement that the majority (τά πολλά) of the proper or other 
names in use at Massilia were of the abnormal type described 
in the text. There is, as far as I know, no hint of anything of 
the kind in any ancient writer; and it is to my thinking too im-
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probable to be believed without very distinct evidence. The recent 1457 a 35 
translators, who accept the new reading, must have felt the diffi
culty, as they tone down the expression by a free rendering of 
τα πολλά, making the clause mean either 4 like so many Massilian 
expressions' (Butcher), or ‘ wie jene massaliotischen Namen’ 
(Gomperz). It has to be remembered also that it was hardly 
necessary for Aristotle to go as far as Marseilles for instances 
of such names. They were certainly not unknown in Athens 
(Wilamowitz, Aristoteles und Athen 2 p. 29); and to judge from 
their appearance in Plautus, they must have been common enough 
in the later Attic Comedy.

Έρμοκαΐκόίαι'θο*: a compound of three river-names, Hermus,
Caicus, and Xanthus (comp. Dindorf in HSt. s.v., and Letronne, 
filude des noms propres grecs p. 62). After this the Greek text 
must have lost something, as the Arabic version, as translated by 
Margoliouth, renders the passage by Ermocaicon Xanthus qui 
supplicabatur Dominum caelorum {ox Iovem), which Diels supposes 
to represent an hexameter line, 'Ερμοκαϊκόξανθος, επενζάμενος Δα 
πατρι. I hesitate to adopt this very attractive conjecture, though 
it has been accepted by both Butcher and Gomperz, because the 
context seems to me to suggest rather a second instance of the 
same kind of word, a τετραπλονν όνομα of some sort. Some such 
compound as επενξιθεωναζ, if one may venture to invent the word, 
would represent the general sense of the Arabic. As these 
abnormal compounds were characteristic of the Dithyramb (see on 
22, 1 4 5 9 a 9), and not uncommon in Comedy, it is difficult to 
see why Aristotle should have had recourse to what would seem 
to be an epic or a mock epic for an instance of a τριπλούν όνομα.

άπαν δε ονομα  κ τε . The present survey of the vocabulary of 1 
poetry may be compared with that in Isocrates 1 9 0  d  t o i s  μεν yap 

ποιηταΐς π ο λ Α α  δ έ δ ο ντα ι κ όσμοι· καί yap . . .  ο ΐο ν τ  αντοΐς  . .  . δήλωσα ι 

μη μόνον t o i s  τ ε τ αγμενοις όνόμασιν, ά λ λ α  τ ά  μ\ν  fc v o is , τ ά  δε κ α ινό ts, 

τά δε μεταφοραϊς, κ α ι μηδέν π α ρ α λ ιπ ε ΐν  α λ λ ά  π ά σ ι  t o i s  ε ιδ εσ ι δ ια π ο ι-  

κ ιλ α ι την ποίησιν·
κύριοί. The κύριον όνομα is the established and familiar term for 

a thing, as distinct from the γλώττα, the μεταφορά and the other 
£ενικά ονόματα (see on 22, 1458 α 22). In actual usage, however, 
the κύριον όνομα is more especially opposed to the metaphor. As 
the metaphor is an άλλότριον όνομα (infra b 7), the κύριον όνομα is 
much the same thing as the οίκεΐον or ‘ proper' name for the thing ; 
comp. Rhet. 3. 2, 1404 b 31 το δέ κύριον και τό οίκεΐον [ =  i.e. το



28ο COM M ENTARY

1457 b i  οίκεΐον] και μεταφορά μόναι χρήσιμοί προς την των ψιλών λόγων λεξιν. 
Hence it is that in Latin proprie often represents the κυρίως, and 
propria nomina the κυρία ονόματα of Greek writers. Horace has 
an attempt at a more literal translation of the latter term in A. P. 
234 Non ego inornaia et dominantia nomina solum verbaque, 
Pisones, satyrorum scriptor amabo. In Isocrates 190 d - e  the 
designation for the words in common use, in contradistinction to 
those belonging more especially to poetry, is τα rcraγμενα or 
τα πολίτικα ονόματα. 

b 2 κόσμος. The term reappears in 22, 1458® 33. As Aristotle's 
explanation is lost (see on b 33), the technical sense to be attached 
to it is a matter of conjecture. In Isocrates 190 d  (see above on 
b 1) the metaphor, the strange word, and the coined word are 
grouped together under the general head of κόσμοι; and Aristotle 
himself in the Rhetoric (3. 2, 1404 b 5 and 1405 a 14) uses the 
verb κοσμείν in an equally wide sense, to denote the embellishment 
of style by means of metaphor and other unusual forms of ex
pression. In the present passage, however, it is clear that the term 
κόσμος must have a special meaning, since instead of including 
the γλώττα, the μεταφορά, etc., it is expressly distinguished and 
made to stand apart from them. The only positive hint we have 
in the Poetics of the sense of the term is in 22, 1459 a JI> where 
it is said to be allowable not only in epic poetry, but also in 
oratory and in the iambic parts of Tragedy: iv δε τοΐς Ιαμβείοις 
δια τό οτι μάλιστα λεζιν μιμεΐσθαι ταντα άρμόττει τών ονομάτων οσοις 
καν εν λόγοι? τι? χρήσαιτο· εστι δέ τα τοιαυτα τό κύριον και μεταφορα 
και κόσμος. Aristotle is generally supposed to be referring to the 
epitheton ornaris; in support of which interpretation Tyrwhitt and 
others point to the use of κόσμος in Rhet. 3. 7, 1408 a 13 μη&  
c7Ti τω ευτελεΐ όνόματι επη κόσμος· ει δε μη, κωμωδία φαίνεται, οΐον 
ποιεί Κλεοφ ω ν ομοίως yap ενια ελεγε και εί εϊπειεν άν π ό τ ν ια  σνκη . 
This passage in the Rhetoric, however, does not justify this view. 
πότνια is regarded there as a κόσμος, not because it is a certain 
kind of epithet, but because it is a γλώττα (v. on b 4), and therefore 
one of the unusual words which according to the Rhetoric (3. 2, 
1404 b 5) serve to embellish the style. An epitheton ornans need 
not be of this kind; in γαλα λευκόν, for instance, the epithet is 
a κύριον όνομα. As the κόσμος, according to the classification in 
the text, is a special kind of word, distinguished from the κύριον 
όνομα on the one side and the γλώττα, μεταφορά, etc., on the other, 
we may perhaps suppose it to be the ornamental synonym, a word,
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for example, like Ηηλείδης for Achilles, "Ηφαιστος for fire, όλεθρός 1457 b 2 
for one who causes destruction— the kind of word which in 
the ancient classification of tropes came under the heads of synec
doche, antonomasia, and metonymia (comp. Volkmann, Rhetorik 
der Gr. u. Rom.2 p. 421-5). If Aristotle's κόσμος does not include 
such synonyms, he has ignored what he elsewhere (Rhet. 3. 2, 
1404^39) knows to be an important element in the poetic 
vocabulary. Cicero De Oratore 3. 167 distinguishes between the 
‘ coined' word, factum verbum (Aristotle's πεποιημενον όνομα), 
the ‘ transferred' word, translatum verbum (i. e. μεταφορά), and the 
‘ ornamental equivalent', ornandi causa proprium proprio commu
tatum ; this last being apparently identical with the κόσμος of the 
Poetics. We must not forget that Aristotle recognizes some words 
as being more beautiful than others : Rhet. 3. 2, 1405 b 6 καί άπό 
καλών [scil. δει μεταφερεtv]* κάλλος δε ονόματος τό μεν, ώσπερ 
Αικνμνιος λ ίγ ε ι, εν τοΐς ψόφοις ή τω σημαινομένω [i. e. either in its 
sound or in its associations], καί αίσχος δε ωσαύτως— with which 
we may compare the definition of Theophrastus (ap. Demetr. De 
eloc. I7S)> κάλλος ονόματος εστι τό πρός την ακοήν η πρός την όψιν 
ηδν η τό τη διανοία έντιμον (v. Rabe, De Theophrasti libris περι 
λε$εως p. 44)· I* would be strange if this very obvious artifice of 
poetical expression were overlooked by Aristotle in a book like the 
Poetics.

γλώτταμ. The term is sufficiently general to include foreign, b 4 
dialectical, and also obsolete words— all words (or senses) in fact 
which require explanation, because outside the limits of ordinary 
Attic Greek (comp. Rhet. 3. I, 1404 a 33 τών ονομάτων άφείκασιν 
[i. e. the tragedians] οσα παρα. την διάλεκτόν εστιν). For instances 
in the Poetics see 22, 1458 b 21 and 25, 1461 a 10; others are to 
be found in Rhet. 3. 3, 1406 a 7, where the use of γλώτται in prose 
is said to be a frigid affectation: μια δε [scil. αίτια ψνχρότητος] τό 

χρησθαι γλώτται?, οιον Ανκόφρων ΈΙερξην πέλωρον άνδρα, και Σκίρων 
σίννις άνήρ, και Ά λκιδάμας άθυρμα τη ποιήσει, καί τήν της φνσεως 
ατασθαλίαν, και άκράτω της διανοίας οργή τεθηγμενον.

μή TOis αυτοί? : De caelo I.· 3» 269 b 20 ανάγκη δε παν τό b 5 
φερόμενον ή κάτω ή άνω ή κουφότητ ^χειν ή βάρος ή άμφω, μή πρός

V » \ Λ /το αυτο όε.
σίγυμομ. The gloss in Hesychius is σίγννοι· τα ζνστό. δόρατα, ή b 6 

του? όλοσιδήρονς άκοντας (comp. Schol. Plat. Amat. p. 87 R· and 
Apoll. Rh. 2. 99). The word exists in a variety of forms (HSt. 
s. v. σιβννη). That it belonged to the Cyprian dialect is said also
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b 6 by Herodotus 5. 9 σιγνννας 8* ων καλέουσι Λΐγυες . . . τούς καπηλονς, 
Κύπριοι δέ τά δορατα, and by Schol. Apoll. Rh. 2. 99 σιγύννους δέ 
καλούσιν οι Κύπριοι τά ακόντια. I  suspect we should restore σΐγυνος 
in the present passage, as there seems to be no trace elsewhere of 
a neuter form. Herwerden also (Lex. gr. suppl.) tacitly assumes 
σΐγυννος as the nominative in Aristotle.

μεταφορά, μεταφέρειν, said of a word, means to transfer it from 
its proper object to another more or less like that (v. 22, 1459 a 8 
and Bon. Ind. 462a 1). The substantive μεταφορά has two 
meanings, (1) the abstract sense of transference (e. g. in the present 
passage, and infra b 30), and (2) the concrete sense of the word in 
its transferred or metaphorical application (e.g. supra b i ;  22, 
1458 a 22, 25, 33, etc.).

Metaphor, according to Aristotle, consists in transferring a word 
from the object to which it is appropriate to another kind of object 
more or less like it; comp. 22, 1459a 8, and Top. 6. 2, 140a 9 
η μ€ταφορα ποιεί πως γνώριμον το σημαινομενον διά την ομοιότητα· 
πάντες γάρ οι μεταφέροντες κατά τινα ομοιότητα ρεταφέρονσιν. 
Four kinds of similarity are noted in the text, that between genus 
and species, that between species and genus, that between species 
and species, and that between a thing and its analogue— where 
there is a similarity of relations. The present classification of 
metaphors is assumed in Rhet. 3. 2, 1405 a 3 and 3.10,1410 b 36. 

b 9 λέγω δέ, scil. έπιφοράν, or μεταφοράν.
b ίο μηβς κτέ.: Od. ι, 185 and 24, 308.
b 11 έστάναι τ ι : comp, infra b 16 άφελειν τι. In the present passage, 

however, the indefinite τ ι is the subject of the infinitive, in the 
same way for instance as in Phys. 5. 1, 224 a 23 τω τούτου τι 
ρεταβάλλειν (intr.), and in Rhet. 2. 8, 1386 a 12, 13. It is just as 
much the subject as τούτο is in Eth. N. 3. 7, 1114 b n  το καλώς 
τούτο πεφυκε'ναι η τελεία και άληθινη άν €ΐη ευφυΐα. Compare also 
Metaph. Θ 4» *047  b *3  τ ° 7 ό-Ρ σ€ έστάναι νύν ψεύδος μεν, ονκ 
άάννατον δε'. The traditional rendering of έστάναι τι is * a kind of 
standing ’ (stare aliquod, or stare quoddam in the old versions), but 
it has not the sanction of Tyrwhitt and Hermann, who translate 
έστάναι τ ι simply by stare; which shows that they were not 
insensible to the grammatical objection against making the τι 
qualify an infinitive. See infra on b 16 (άφελεΐν τι),

ή δή μυρι* ’Οδυσσευς κτέ. : II. 2, 2^2.

b 13 άπ είδους : Rhet. 3· 11, I 4 1 3 a K a L  a 'L παροιμίαι μεταφοραι άπ* 
είδους επ’ είδος είσιν· οιον άν τις ώς αγαθόν πεισομενος αύτος επαγά-
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γηται ttra βλα βί), &s ό Καρπάθιός φησι τον λαγώ. άμφω yap τό 1457 b *3  
€Ϊρημιενον πεπόνθασιν. See Rhet. 3 I ο, 14 io b 14 and 11, 1411  ̂ 26 
for other instances of this description.

The two quotations in the text, which have been supposed to be 
fragments either of some epic poet (Kinkel, EGF. p. 72) or of 
a parodist (Brandt, Parod. gr. rel. p. 112 ), were probably both 
of them from the Καθαρμοί of Empedocles. The second, τεμων 
άτειρει χαλκω, is, as Vahlen has pointed out, identical with part of 
the Empedoclean line (fr. 143 Diels), preserved by Theo Smyr
naeus: Arithm. p. 20 Gelder (=p. Hiller) ή των πολιτικών 

[Πλατωνικών Hiller] λόγων παράδοσι? τό μεν 7τρωτόν εχει καθαρμόν 
τινα . . .  δ μεν yap ’Εμπεδοκλής κρηνάων απο ττεντ άνιμωντά φησιν 
άτειρει χαλκω δεΐν άπορρνπτεσθαι, δ Se Πλατών από πεντε μαθημάτων 
δειν φησι ττοιεΊσθαι την κάθαρσιν. The exact form of the verse of 
Empedocles is perhaps irrecoverable, but it is not difficult to see 
that Theo’s άνιμωντά is a prosaic substitute for the τεμων preserved 
by Aristotle (comp. Diels, Hermes 1 5 ,1 7 3 ) .  άτειρής— a favourite 
epithet with Empedocles (v. Diels, Index p. 232)— is a reminis
cence of Homer. The same may be said also of χαλκός, if it 
meant, as it probably did in Empedocles (v. Bullialdus ad loc. 
p. 128 ed. Gelder), a brazen urn, such as was used in certain 
rites. Aristotle elsewhere refers to Empedocles in a way which 
implies that his poems might be assumed to be familiar to every 
one (v. on b 24). As he regards him as a master of metaphor 
(μεταφορικός fr. 7 0 ; see on 1, 1447 b 18), there is a special pro
priety in his quoting instances of metaphor from the writings of 
Empedocles.

άφ€\€Ϊν τι. The recent interpreters seem to agree in supposing *6 
this to mean ‘ a kind of removingJ (auferre aliquod in Lat.), though 
a very different view was taken of it by Victorius, Heinsius,
Goulston, Tyrwhitt, Hermann, and Ritter, who represent it by 
auferre aliquid ox*auferre quiddam. The now usual rendering 
implies that the infinitive is treated as an ordinary substantive, with 
the indefinite pronoun attached to it in the same way as in 
ηδονή τΐ9, yeveo-is tis, and the like. There is no recorded instance 
of this construction in classical Greek. In the parallels in the 
Sophistici Elenchi (22, 178 a 12 sqq.) the τι in ποΐ€Ϊν τι, ττάσχειν τ ι, 
and αισθάνεσθαί τ ι  is assuredly (as Pacius saw) the object after 
these verbs. Aristotle's assumption is that a generic may be 
supplanted by a specific term, when it comes to be applied 
to a special kind of object. Thus εστάναι, said of a ship, is
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1457 b 16 supplanted by ορμείν, and άφελεΐν, said of water, by άρυσau If he 
had had the instance cited in b 2 7 before him here, he might very 
well have said to σπείρειν άφιεναι τι εστι— where the τι would have 
represented the accusative, τον καρπόν, of the later passage.

τω δέ άνάλογον (comp. Metaph. I 4, 1070 b 17) replaces the κατα 
το άνάλογον in b 9, h ηφοράν being again understood. Analogy or 
proportion is thus defined in Eth. N. 5. 5. 1131 a 3i, η αναλογία 
ισότης εστι λόγων καί εν τέτταρσιν ελάχιστοι?. In the Statement in 
the text the general form of analogy, B : A :: D : C, is illustrated by 
an example:— φιάλη  (B) : Διόνυσο? (A) :: άσπίς (D) : 'Apijs (C). 
Metaphor consists in giving the φιάλη (B) the name belonging to 
its analogue (D), viz. άσττι?, or vice versa. This transference of a 
name, as Aristotle proceeds to tell us (καί ενίοτε προστιθέασιν, b 1 9), 
is sometimes softened by an explanatory addition to the word in its 
new application. The addition may be either (1) positive or
(2) negative. Thus instead of simply speaking of the shield (D) 
as a cup (B), we may (1) add the term to which the shield is 
properly related (C), i. e. Ares, and thus call the shield the ‘ cup 
of Ares' (B + C); or (2) we may add a negative epithet, to show 
that the word is used in a non-natural sense, and describe the 
shield as 4 a cup that holds no wine * (φιάλη  άοινο?). A  string of 
metaphors from analogy is quoted in Rhet. 3. 10, i4 io b 36 τών δέ 
μεταφορών τεττάρων ούσών ευάοκιμονσι μάλιστα αί κατ αναλογίαν, 
ώσπερ Περικλή? εφη την νεότητα την άπολομ ενην έν τω πολεμώ  οΰτω? 
ηφανίσθαι έκ της πόλεω? ώσπερ ει τι? τό εαρ εκ του ένιαυτου εζελοι κτέ. 
The use of such metaphors, as serving for instance to give life to 
a description of things inanimate, is considered at length in Rhet. 
3. II ; comp. esp. 3. I l , l 4 i l b 32 έν πασι δέ τω ένέργει αν ποιειν 
ευδοκιμεί οιον έν τοισδε, “ αυτι? έπί δαπεδόνδε κυλινδετο λάα? αναιδή?” , 
καί “ έπτατ όιστό? ” , . .. καί “ αιχμή  δέ στέρνοιο διέσσυτο μαιμωωσα” , 
έν πασι γαρ τούτοι? δια τό έμψυχα είναι ένεργουντα φαίνεται' τό 
άναισχνντεΐν yap και μαιμάν και τα άλλα ένέργεια. ταυτα δέ προοτηψε 
διά της κατ αναλογίαν μεταφοράς· ώ? γάρ ο λίθος προς τον Σίσυφον, 
ο αναίσχυντων προς τον αναίσχυντουμενον, 

b 18 έρεΐ: comp, infra b 21, 23, and εΐρηκεν and λέγει in the context 
(b 15, 20). The subject, if one must be supplied, is ‘ the poet’, 
just as in the parallels in the Topics it would be ‘ the disputant'. 

b 19  προστιθέασιν. Instead of the metaphor pure and simple, i. e. * cup ’ 
for shield, they add on to it the term to which the proper word 
(i. e. shield) supplanted by the metaphor (i. e. cup), is relative. 
The shield being relative to Ares, the metaphor may be softened



21. 1457 b 16-24 285
by describing it as ‘ the cup o f  A r e s '.  In the Greek here άνθ' ov H 5 7 b i 9
Xeyci=T0 άνθ' ov λέγει την μ€ταφοράν, ‘ the original term supplanted
by the metaphor ’ ; and it has to be taken as the subject of the
ccrrt in προς ο ε σ τ ι·  the clause, therefore, might have been thus
given: προστιθέασιν τό προς ο εστι τό άνθ* ου Acya την μεταφοράν
comp. Castelvetro's rendering (in his Basel edition), ‘ aggiungono
la cosa a che ha riguardo quello, in iscambio di che dice'; and
Tyrwhitt’s, ‘ adjiciunt illud, ad quod relativum est id, pro quo
translatum dicit.' The distinction here described, between the
metaphor with a qualifying addition (positive or negative) and
the metaphor without it, is recognized in Rhet. 3. 11, I4 i2 b 32
at εικόνες . . . τρόπον τινά μεταφοράν act yap εκ δνοΐν λέγονται,
ώσπερ η άνόΧογον μεταφορά* οΐον η άσπίς, φαμέν, εστι φιάλη *Αρεως
και (τό) τό£ον φόρμιγζ άχορδος, οντω μεν ονν λέγονσιν ονχ άπλονν,
τό δ' είπεΐν τό τόζον φόρμιγγα η την ασπίδα φιάλην άπλονν. For
the singular λεγει ν. supra on ερεt, b 18. For the difference of
number in προστιθέασιν comp. 4, 1448 b 17; 26, 1461 b 30 ;
Eth. Ν. 5· 8, 1132 b 34 η γαρ τό κακώς ζητονσιν  εί δε μη, δονλεία 
δοκεΐ είναι, εί μη άντιποιησει (see Vahlen on 26, 1461 b 30, and 
Kiihner, Gr. Gr.3 2, 1 p. 87).

ίρει τοίνυν κτε. i Rhet. 3. 4, 1407 a 14 (Roemer) act 8c 8ct την b 21 
μεταφοράν την εκ τον άνάλογον άνταποδιδόναι και επι θάτερα [και C7rt] 
των ομογενών· οΐον εί η φιάλη άσπίς Αιοννσον, και την ασπίδα 
άρμόττει λεγεσθαι φιάλην *Αρεως. φιάλη ’Άρεως was the bold 
metaphor of the dithyrambic poet Timotheus (fr. 16 Bergk=22 
Wilamowitz). The idea was doubtless suggested by the similarity 
of shape between a shield and the φιάλη  which Dionysus some
times had in his hand in ancient art.
< ή ώσπερ ’Εμπεδοκλής. The actual words of Empedocles, which 24 
Aristotle supposes us to know, are not to be found among his 
extant fragments; all that can be said of them is that they must 
have been something like γήρας ημέρας but different from that in 
point of phraseology. The metaphor in Emped. 20. 5 Diels, 
περί ρηγμΐνι β ίο ιo, is not sufficiently like this to be what Aristotle 
had in mind. This allusive way of referring to something sup
posed to be known to the reader is not uncommon in Aristotle; 
see 17 , 14 55 b 9 (είθ' ώς Ευριπίδης), 2 ζ ,  1460 b 36 (ετνχεν ώσπερ 
Έενοφάνει)', comp. M^taph. Γ 5? iO io a 5 οντω γα,ρ άρμόττει μάλλον 
είπεΐν η ώσπερ Επίχαρμος είς Sci'οφάνην.

έσπεραν βίου: Alexis fr. 228 Kock ηδη γαρ ό βίος ονμός εσπεραν 

άγει.
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1457 b 25 δυσμάς βίου: Plato Laws 6, 770 a  εν δυσμαΐς του βίου.
όνομα κείμενον, an existing or established name, as in Top. 6. 2, 

140 a 3 €Ti εί μη κειμενοις όνόμασι χρηται, οΐον Πλάτων όφρυόσκων 
τον οφθαλμόν, ή τό φαλαγγών σηφιδακες, η τον μυελόν οστεογενές* 
παν γαρ ασαφές τό μη είωθός comp, also Top. 2. I, I09a 28 είσϊ 
διτταί [scil. καϊ άμαρτίat], η τω φευδεσθαι η τω παραβαίνειν τήν 

κειμενην λεξιν . . .  ot tois άλλοτρίοις δνόμασι τα πράγματα προσαγο- 
ρευοντες, οΐον την πλάτανον άνθρωπον, παραβαίνουσι την κειμενην 

ονομασίαν (comp. Bon. Ind. 380 b 31)·
Metaphor is often a way of supplying the deficiencies of ordinary 

language (Meteor. 4. 3, 380 a 18, b 28; Rhet. 3. 2, 1405 a 36; 
Quintilian 8. 6, 5, 18). In the present passage Ai^totle reminds 
us that, if one of the terms in an analogy has no special name of 
its own, it may still be described in just the same way as in the 
preceding instances (ομοίως λεχθησεται), i. e. by a metaphor 
softened or explained by the mention of that to which the name
less thing or act is relative. Thus the sowing (B) of seed (A) on 
the part of the husbandman is analogous to the scattering (D) 
abroad of light or flame (C) on the part of the sun. This act of 
the sun has no special name; but we may metaphorically call it 
‘ sowing ’ (B), and then qualify the metaphor by adding the term to 
which the act (D) itself is relative, viz. * flame’ (C), and speak of 
the sun as ‘ sowing flame ’— σπειρών φλόγα  (B -f- C). σπειρών 
φλόγα  is a qualified metaphor on exactly the same lines as φιάλη 
*Αρεως (see on b 16); the only difference is that in the one case there 
is an όνομα κείμενον for the thing meant (viz. άσπίς), whereas in the 
other such a name does not exist in actual language.

b 27 επί tou ήλιου άνώνυμον: for the preposition, comp. Pol. 3. 1, 
1275a 30 ανώνυμον τό κοινόν επί δικαστου και εκκλησιαστου. 
Aristotle’s use of ανώνυμος has been already considered (on 1,
1447b 9)·

b 28 irpos to t ήλιοι'. Aristotle, unconsciously passing from one sense 
of ήλιος to another, is now using it as the prosaic equivalent 
for the word φ λόξ  in the poetical quotation in the next line, i. e. 
in the sense of sunshine or sunlight, the meaning ήλιος has in 
Herodotus 8. 23 άμα ηλίω σκιδναμενω πάσα η στρατιη επεπλεε άλης 
επι τό Άρτεμίσιον, and in several well-known expressions.

b 29 πρός τό*» καρπόν. Castelvetro’s πρός τον (άφιέντα  τον) καρπόν, 
which has been accepted by several editors, rests on the assump
tion that the analogy in Aristotle’s mind was simply that between 
sowing (B) on the part of the husbandman (A), and the nameless
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act, the emission of light (D), on the part of the sun (C ). In 1 4 5 7 b 29  
that case the epithet 0εοκτίσταν in the quotation must be taken to 
represent the addition required to soften the metaphor.

διό εϊρηται: comp. oOev πεποίηται and δ0εν εϊρηται in 25,
1461 * 28, 29. Quotations similarly introduced will be found in 
Rhet. 2. 9, 1387» 33, and in 2.10, 1388*7, 15. That in the text 
was perhaps from a tragedy (Nauck, TG F.2 p. 856).

ίίστι δε τω τρόττω τούτω κτε. : see above on b 16. b 30
ττροσαγορεύσαντα τό άλλότριον, scil. όνομα, as in Pol. 4. 7 , b 3i

1293*39 πέμπτη  δ' εστιν [scil. πολιτεία] η προσαγορεύεται το
κοινόν ονομα πασών. The more usual construction in Aristotle
is προσαγορευειν όνόματι. In saying προσαγορευσαντα το άλλότριον 
άποφησαι των οικείων τ ι he seems to have fallen into a false 
antithesis, φιάλη, in the illustration, is άλλότριον in relation to
the shield, and doivo? negatives something οικεΐον in relation to
a cup. Words like doivos come under the general designation
of στερήσεις (Bon. Ind. 699 b 42). The free use of them in the
metaphors of poetry is noted in Rhet. 3. 6, 1408*6 όθεν και τά 
ονόματα οί ποιηταί φερονσι, τό άχορδον και το άλνρον μέλος· εκ των 
στερήσεων γάρ επιφερονσιν. ευδοκιμεί γάρ τούτο εν ταΐς μεταφοραΐς 
λεγόμενον ταΐς άνάλογον, οΐον τό φάναι την σάλπιγγα είναι μέλος 
άλνρον. The instance in Rhet. 3. π ,  1413*1 is φόρμιγξ άχορδος, 
a way of describing a bow.

πεποιημύνον. Α πεποιημενον όνομα is a word coined by the b 33 
poet for the occasion, and in this respect unlike the words hitherto 
considered (the κύριον όνομα, the γλώττα, and the μεταφορά), which 
are parts of an already existing vocabulary. Such coining of new 
words was termed ονοματοποιία (Volkmann, Rhetorik2 p. 425). 

καλούμεvov: comp. 21, 1458*6 όνομαζομενου.
τίθεται. For the middle comp. H.A. 7. 12, 588*9 διό και τα b 34 

ονόματα τότε τίθενται, ώς πιστενοντες ηδη μάλλον τη σωτηρία.—

Rhet. 3· Ι3> 1 4 1 4 b 1 5 : δει δέ εΤδό$ τι λεγοντα και διαφοράν όνομα 
τίθεσθαι.

δοκεΐ γαρ ενια είναι τοιαυτα is a parenthesis giving a reason for 
the instances that come after it; comp. 25, 1460 b 24, and the note 
on Eth. N. 5. i, 1129*29 in my Textual Criticism of the Nic.
Ethics p. 43; also Kuhner, Gr. Gr.2 2 p. 853.

έρνύγας, scil. καλει or λεγει, to be understood from τίθεται in the b 35 
preceding line; comp. Top. 6. 2, 140*3 (quoted on b 25), Rhet.
3. 3, 1406*7 (quoted on b 4), and Eth. N. 6. 7, 1141 *9 τήν δε 
σοφίαν εν τε ταΐς τεχναις τοΐς άκριβεστάτοις τάς τεχνας άποδί-
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1457 b 35 δομ,εν, οιον Φειδίαν λίθονργον σοφον και Πολύκλειτον άνδριαντοποιον 
[scii. λεγομ,εν].

We do not know where Aristotle found the word, and there is 
no evidence for the form of the nom. sing.; the correction of 
Victorius, ερνυγas, assumes it to have been ίρννξ, like άντυξ; but 
it is just as likely that it was ερννγη. An explanation of the word 
survives in Hesychius: ερνντας [sic]· ερνη. βλαστήματα. κλάδοι. The 
form in Hesychius, with a τ instead of a γ, has been defended by 
Meineke as the acc. pi. of a Cretan word Zpws (=  Ipvos) supposed 
to be implied in Έτπρνυτιο*, a Cretan name for Zeus according to 
Hesychius s. v. (see note in M. Schmidt's ed.). Aristotle's view of 
it, however, is that it is a coined word, not a γλώττα as a Cretan 
word would be; it is to be remembered too that he shows 
himself elsewhere (25, 1461 a 14) not wholly unfamiliar with the 
Cretan dialect.

άρητηρα, The reference is no doubt to the use of the word in 
II. I . II ουνεκα τον Χρυσήν ητίμασεν άρητηρα. Hesychius has the 
same explanation; άρητηρα· Upia.

^πεκτεταμ&ον κτε. The three kinds of word remaining for 
consideration are abnormal only in form. As they are substan
tially the same as the usual words, they are said to be intelligible 
to all (22, 1458 b 4), i.e. they do not require explanation as a 
γλώττα might do. The hτεκτεταμίνον ονομα is the ordinary word 
lengthened out in one or other of two ways, either through the 
lengthening of a syllable normally short, or through the insertion 
of an extra syllable. Aristotle’s standard being Attic, he regards 
πόληος for instance as a lengthened form of τ-όλεως. επεκτεινειν 
has this same sense in Metaph. Δ 4, 1014 b 17 ει tis επεκτεινα? 
λεγοι τό v (in the word φνσι,ς).

1458 a 4 ΠηΧείδου. The reading of Ac, Πηλεο?, is retained by Vahlen, 
who marks a lacuna after the word. M. Schmidt fills up the 
assumed gap by the following restoration; τό ΐίη λεος (ΐίη λή ο ς  
και τό Π^λειδου) Πηληιάδεω. It is quite as easy, however, to 
suppose ΤΙηλέος to have got in by assimilation to the preceding 
7τόλεω5 (or 7τολεο9, as it is in Ac) ; and it must be admitted that 
a second instance of this sort of lengthening is hardly wanted. 
As regards Π ^ ιά δ ε ω  for Π^λειδου, Aristotle's view apparently is 
that the -ά- in it is epenthetic, a συλλαβή ίμβεβλημένη  (v. on 20, 
1456 b 34). Its other deviations from the normal word (-7/ 1- =  -ει-, 
and -εω =  -ου) would be, according to ancient theory, instances of
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διαφε<η$, c resolution with a lengthening of vowels in the resolved 1458 a 4 
diphthongs.

άφυρημ&οΐ'. As the αφηρημένον is the opposite of the έττεκτετα- 
μένον δνομα (v. supra a 1), we may take the term to include 
(1) a word with a shortened vowel, and (2) a word shortened by 
the omission of a syllable, whether in the beginning, middle, 
or end .of it, i.e. a word which in the terminology of the 
grammarians has suffered άφαιρεσι?, m y  κοπή, or αποκοπή. Aristotle’s 
examples, however, κρΓ, δώ, δψ, are all instances of αποκοπή—  
the term he himself uses with reference to this class of words 
in 22, 1458 b 2 ; comp. Strabo’s (364 Cas.) explanation of McWr; 
in II. 2. 582: tvioi δέ και κατ αποκοπήν δέχονται την Meo-σηνην 
. . . παραδενγμασι δέ χρωνται τον μεν ποιητον τω κρΐ και δώ και μάψ, 
και €τι * ηρως δ’ Α ντομέδων re  και *Αλκιμος ’ αντί του Άλκιμέδω ν  . . .
7rap* ’Εμπ€δοκλ*ΐ δέ ( μία γίνεται άμφοτίρων οψ *, η δψίζ. It is clear 
that Aristotle’s άφηρημένον δνομα covers a wider ground than the 
άφαιρεσι? of the grammarians, and that it must include their 
αποκοπή and (τνγκοττη. In the preliminary statement in 21, 1457^2 
the shortened word is termed the νφηρημένον, not the άφηρημένον 
ονομα. In the interests of uniformity— which one can hardly 
suppose Aristotle to have ignored in a matter so technical as this—  
one must either read άφηρημένον in 21,1457 b 2 (w^  Spengel), or 
gestore νφηρημένον throughout the present section. Some of the 
grammarians seem to have used νφαίρ^σις (v. HSt. s. v.) for the 
dropping of a letter in the middle of a word.

μία γίμ€ται άμφοτέρωμ δψ: Empedocles fr. 88 Diels. T h e a 5 
reading of the MS. οησ (see on 18, 1456 a 2) must^represent 
δψι?, a gloss on δψ (comp. Strabo 364, quoted above on a 4).

έ£η\Χαγμ&οΐ'. The ‘ changed ’ word is in regard to some one 
part of it the invention of the poet. To that extent, therefore, it 
has a certain affinity with the ‘ coined ’ word, the π€ποιημένον δνομα 

(ai, 1457 b 33)·
δείιτΐρ&μ κατά μαζόμ: II. g. 393 (comp. Plutarch Qu. conv. 5. a 7 

4, p. 677 d , and Athenaeus 423 e ) .
αυτώμ 8c τώμ δμομάτωμ κτέ. Up to this point names have been a 8 

yiewed in reference to their origin, sense, or form. Apart from 
these aspects, however, they may also be classified according 
to their gender, and distinguished aŝ  masculine, feminine, and 
neuter. This classification of names according to gender will be 
seen to be founded on the terminations of the nominatives in Attic.
The primary distinction between masculine and feminine termi-

POETICS u
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1458 a 8 nations seems to have been generalized from the names of objects 
in which there is a visible distinction of sex, and more especially 
from the names of men and women (comp. Aristoph. Nub. 682). 
Thus nouns ending in the consonants N, P, 3 , \k, S  are regarded 
as normally masculine, because names like Διών, Νεστώ/), Πάρι?, 
Τίέλοψ, Kopaf, are names of males; those ending in the vowels 
Η, Ω, and A (long or short) are normally feminine, because 
'Ελένη, Κλειώ, Ή ρα, Μούσα are names of females. The names Of 
sexless things (the neuters, as we call them) Aristotle terms τα  

μεταζν, because as a class these words occupy an ambiguous 
position, their final letters being sometimes those of the masculines 
and sometimes those of the feminines. Thus δένδρου, ητορ, τείχος, 
as ending in the consonants N, P, % have what Aristotle regards as 
masculine terminations; whereas κάρα, τέρμα, etc., have feminine 
ones; the other neuters also, μέλι, γόνυ, etc., as ending in 
vowels, show a certain affinity with the feminines. This seems 
to be the rationale of the present scheme of genders; and it is 
in essentials the same as that of the grammarians, though theirs no 
doubt is both fuller and more systematic, and leaves fewer facts to 
be treated as anomalies or exceptions (comp. Dionysius Thrax 
p. 15  Uhlig). Aristotle's classification is based on that of Prota
goras, who distinguished nouns into masculine, feminine, and σκεύη 

(Rhet. 3. 5j 1407  ̂7 Πρωταγόρα? τά γένη των ονομάτων διηρει, 
άρρενα και θηλεα καί σκενη)— the last of the three terms meaning 
with him not ‘ things ’ but ‘ names of things ’, as it does also in 
Aristotle, in Soph. el. 14, 1 7 3 ^ 3 9  καί έπι των θηλέων ονομάτων 
ωσαύτως, και έπι των λεγομένων μεν σκευών έχόντων δέ θηλείας η 

άρρενος κλησιν. In Soph. el. 14, 173 b 1 9 we are t0^  that Prota
goras said it was a solecism to make μήνις and 7τηληξ feminine, 
evidently because he thought 2 and H to be normally masculine 
terminations, just as Aristotle does. Aristophanes, Nub. 658, 
ridicules this new ορθοέπεια of Protagoras in the matter of gender. 
Stilpo is said to have disputed the propriety of speaking of Athene 
as a θεός: μη γάρ είναι αντην θεάν άλλα θεάν' θεονς δέ είναι του? 

άρρενας (Diog. Laert. 2. 116). 
a 9 δσα τ ε λ ε υ τ ά  €ts τά Ν κ α ι Ρ { κ α ι  Σ ) .  This may seem an 

overstatement, as there are neuters which have these endings (see 
a 17). The explanation is to be found in Aristotle's view of the 
neuters : he does not conceive them as having terminations pecu
liar to themselves, but as holding an intermediate position between 
the two main classes, some of them having a masculine and others 
a feminine termination.
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έκ τών φωνήδντων is equivalent to a partitive genitive (comp. 1458a 11 
Pol. 5. i, 1302*4; Rhet. i. 9, 1367*36; 10, 1369^7). Van 
Cleef, Index Antiphonteus p. 58, has noted several instances of this 
use of εκ in Antiphon.

τών £π·€κτ€ΐνομύνων els A, ‘ in A among the vowels capable of a 12 
being lengthened \ The remaining dichronous vowels (see on 20,
1456 b 32), I and Y, are said a little further on to be found in the 
terminations of neuters (* 15).

ϊσα . . . ττλήθη. πλήθη  is ‘ numbers *, as the plural of πλήθος, 
numerus or sumina. It is hardly necessary, therefore, to restore 
πλήθη  from certain of the apographs.

ουδε els φωνη€ν βραχύ. It is to be remembered that there is no a 15 
Greek noun ending in E or O. A neuter pronoun, like τούτο 
or tolovto (comp. Herodian 2 p. 764 Lentz), would be in Aristotle’s 
classification (see on 20, 1457*18) not an όνομα proper but a 
πτωσις ονόματος,

τρία. No mention is made here of κίκι, which Plato had used in 
Tim. 60 a . This and sundry other words of the same order (see 
Lobeck, Phryn. p. 288) may perhaps have been in Aristotle’s view 
not sufficiently naturalized to require recognition.

ir&T€. The old editions (with some few of the apographs) a i6 
explain this by adding τό 7τώυ τό νάπυ τό γόνυ τό δόρυ τό αστυ 
after πεντ€. The nouns ending in Y are certainly more than five in 
number (comp. Herodian 1 p. 354 Lentz). We may perhaps sup
pose Aristotle to have arrived at this number by ignoring words 
like γλάψυ, δάκρυ, μέθυ, μωλν, φΐτν as antiquated, and taking 
account only of those which formed part of the existing Attic 
vocabulary.

τλ δέ μεταξύ: see above on *8. Our word ‘ neuters’, which 
represents the ουδέτερα of the grammarians, points to the difference 
between the neuters and the masculines and feminines; Aristotle’s 
τα μεταξύ to their resemblance; they are said to occupy an inter
mediate position, because in their terminations some of them 
resemble the masculine and others the feminine nouns; they have 
in fact no distinctive terminations of their own.

its ταυτα και N (και Ρ) καί Σ. The text, as thus amended, 
acknowledges the neuters ending in Ρ (υδωρ, ήπαρ, etc.); but it 
apparently says nothing of those ending in Α (κυμα, ποίημα, 
κάρα, etc.). It has been proposed accordingly to insert καί A  after 
ταυτα, so as to complete the list of neuter endings (comp. Hero
dian 2 p. 646 Lentz τελικά ουδετέρων ονομάτων εξ, ά, I, ν, ρ, ς, ΰ).

U 2
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a 16  It is just possible to keep to the traditional text here, b y  supposing 
that in a statement so loosely drafted as this ταυτα was meant to 
recall not only the two vowels (I and Y) just considered, but also A, 
which has been described in the preceding context (a 12) as one of 
the επεκτεινόμενα or dichronous vowels. In that case ταντα  will 
stand allusively for τα επεκτεινόμενa, and include A as well as I 
and Y.

a 18 \έ£εω? : 6, 14 50 b 13 λεγω δέ . . . λεξιν είναι τήν δια της ονομασία? 
ερμηνείαν. In this chapter Aristotle does not deal with style in 
general, but only with the portion of it which relates to the choice 
of words, the εκλογή ονομάτων of the grammarians; his aim is to 
describe the poetic vocabulary, and determine the limits to the use 
of exceptional words and expressions in poetry. This chapter is 
referred to in Rhet. 3.1, 14048· 28, where the language of oratory 
is contrasted with that of poetry : ετερα λόγον καί ποιήσεως λεξις 
εστίν. δηλοΐ δε τό σνμβαΐνον  ουδέ γάρ οί τάς τραγωδίας ποιονντες ετι 
χρωνται τον αυτόν τρόπον, ά λλ  ώσπερ καί εκ των τετράμετρων είς το 
Ιαμβεΐον μετεβησαν δια τό τω λόγω τοντο των μέτρων δμοιότατον είναι 
των άλλων, οντω και των ονομάτων άφείκασιν όσα παρά την διάλεκτόν 
έστιν, οί? δ’ οί πρώτον εκόσμονν, καί ετι νυν οί τά εξάμετρα ποιονντες, 
άφείκασιν· διό γελοΐον μιμεΐσθαι τοντονς οι αυτοί ονκετι χρώνται 
έκείνω τω τρόπω. ώστε φανερόν οτι ονχ άπαντα όσα περί λεξεως 
εστιν ειπεΐν, άκριβολογητεον ημΐν, ά λλ’ οσα περί τοιαντης οΐας 
λ ίγ ο  μεν. περί δ’ εκείνης εϊρηται εν τοΐς π ε ρ ί π ο ιη τ ικ ή ς .

Χέξεω? άρετη κτε.: Rhet. 3· 2> 1 4 0 4 ^ 1  ωρίσθω λεξεως άρετη 
σαφή είναι (σημεΐον γάρ ότι ό λόγος, εάν μη δηλοΐ, ον ποιήσει το 
εαντον εργον), καί μήτε ταπεινήν μήτε νπερ το άξίωμα άλλα πρε- 
πονσαν ή γάρ ποιητική ίσως ον ταπεινή, άλλ* ου πρεπονσα λόγω. 
των δ’ ονομάτων καί ρημάτων σαφή μεν ποιεί τά  κυρία, μή ταπεινήν 
δε άλλα κεκοσμημενην τάλλα ονόματα όσα εϊρηται έν τοΐς π ερ ί 
π ο ιη τ ικ ή ς ' το γάρ εξαλλάξαι ποιεί φαίνεσθαι σεμνοτεραν.

a 20 ταπεινή. For ταπεινή as the opposite of σεμνή (a 2l) comp. 
Rhet. 3. 2, 1404 3, 8, Isocrates 35 c, and the antithesis between 
τό ταπεινόν and τό μεγαλόπρεπες in Rhet. ad Alex. 3, 14238· 31. 
Dionysius Hal. 5 p. 15 R. finds an instance of meanness of 
diction even in Homer, in the language in Od. 16 .1-16  : διά γάρ 

των ευτελέστατων τε καί ταπεινότατων ονομάτων πεπλεκται πάσα 
ή λεξις, οίς άν καί γεωργός καί θαλαττονργος καί χειροτέχνης καί πας 
ό μηδεμίαν ώραν του λεγειν ευ ποιούμενος εξ έτοιμον λαβών εχρήσατο. 
λνθεντος γονν τον μετρον φαύλα φανήσεται τά αυτά ταντα καί άζηλα' 
οντε γάρ μεταφοραί τινες εν αυτοί? ενγενεΐς ενεισιν οντε νπαλλαγαί
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οντε καταχρήσεις οντε άλλη τροπική διάλεκτος ονδεμία, ουδε δή γλώτ- 1458 a 20 
ται π ολλα ί τινες ονδε ξένα ή πεποιημένα ονόματα.

Κλ€οφώντο$: see on 2, 1448 a 12.
Σθενέλου. This Sthenelus is presumably the tragic poet men- a 21 

tioned more than once by Aristophanes (Vesp. 1313 and fr. 151 
Kock). It is doubtful whether a single line of his has come down 
to us (Nauck, TG F.2 p. 762).

έ£αλλ<£ττουσα το ιδιωτικόν: Rhet. 3. 3, 1406 a 15 έξαλλάττει yap 

τδ εΐωθός [scil. τα επίθετα], και ξενικήν ποιεί τήν λέξιν. It will be 
observed that Aristotle is now using έξαλλάττειν in a large sense, to 
denote all possible deviations from the ordinary forms of expression 
{παν τδ παρά το κνριον, a 23), instead of restricting it to the kind of 
deviation presented in the έξηλλαγμένον όνομα (21, 1458 a 6).

τδ ιδιωτικόν= τδ ειωθός or τδ κνριον ; but the point of view is not 
quite the same, τδ Ιδιωτικόν is the language of the ordinary man, 
the prosaic as opposed to the poetic mode of expression; the 
antithesis of ιδιώτης and ποιητής is already in Plato (Phaedr. 258 d ,

Symp. 178 b , Laws 890 a ) .  Isocrates 203 d  has Ιδιωτικά ονόματα, 
but in a different sense.

iev iK ois . In Plato (e. g. in Crat. 401 b , 417 c) a ξενικόν όνομα is a 2 2  

a non-Attic word or form, what Aristotle calls a γλώττα (see on 
21,1457 b 4); Isocrates 190 d  (quoted above on 21, 1457 b 1) uses 
ξένα ονόματα in the same sense. Aristotle's ξενικά ονόματα, how
ever, is a wider term; it comprises all the various deviations from 
the usual form of expression (πάν τό παρά τό κνριον a 23)— the 
μεταφορά, the επεκτεταμένον ονομα, etc., as well as the γλώττα. In 
the Rhetoric also τδ ξενικόν is the general opposite of τδ ειωθός:
Rhet. 3. 3, 1406 a 15 έξαλλάττει τό ειωθός, και ξενικήν ποιεί τήν 

λέξιν.— 3· 12) i4 I4 a' 2b τδ ειωθός και ξενικόν. The attraction such 
unfamiliar words have for us is explained in Rhet. 3. 2, 1404 b 8 : 
τδ εξαλλάξαι ποιεί φαινεσθαι σεμνοτέραν [scil. τήν λέ£ιν]· ώσπερ γαρ 
πρός τονς ξένονς οι άνθρωποι και πρός τονς πολίτας, τό αυτό πάσχονσι 
και πρός τήν λέξιν. διό δει ποιεΐν ξένην τήν διάλεκτον* θανρ.ασται 
yap τών άπόντων εΐσίν, ήδν δέ τδ θαυμαστόν.

δτταντα τοιαυτα is an exaggeration, like απάντων in 1,1447^22. a 24 
All that Aristotle really means is that too much metaphor, or an 
undue proportion of strange words makes the sentence an enigma 
0Γ a ‘ barbarism τοιαντα=ξενικά, or εκ ξενικών.

This passage is quoted in a fragment attributed to Longinus 
(Rhet. Gr. 1, 325 Spengel) : δη δ ’Αριστοτέλης τονς πάντα μετα- 

φέροντας αινίγματα γράφε ιν ελεγεν.
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25 μέμ ουμ ‘ saepe usurpatur ubi notio modo pronunciata amplius 
explicatur \ Bon. Ind. 540 b 42 ; comp. 14, 1453 b 32> anc* Vahlen’s 
note on the present passage.

αΐμιγμα. The puzzle in a riddle Aristotle explains as arising 
from the presence of metaphors, i. e. of words used in a transferred 
sense. The element of metaphors in riddles is noted again in 
Rhet. 3. 2, 1405^4 και ολως εκ των ev ηνιγμενων εστι μεταφοράς 
λαβεΐν επιεικείς (μεταφοραί γάρ αινίττονται), ωστε δηλον [? δτ/λουμ] 

οτι εν μετενηνεκται.— 3* 1 J > J4 12 a 2 4 Ka'L cv ηνιγμενα διά τδ αυτδ 
ηδεα' μάθησις γάρ· και λεγεται μεταφορά [? μεταφορά]. Quintilian 
also (8. 6, 14) speaks of the riddle-like effect of too much meta
phor : Ut modicus autem atque opportunus eius usus illustrat oratio- 
n a if ita frequens et obscurat et taedio complet', continuus vero in 
allegorias et aenigmata exit.

2 6  τε γάρ is practically no more than γάρ in this and many other 
Aristotelian passages (comp. Bon. Ind. 750a 5, and Kiihner, Gr. 
Gr.3 2. 2 p. 244).

Ιδε'α: equivalent here to ονσία (see Waitz, Org. 2 p. 406).
28 τώμ δμομάτωμ. ονομα has been used before this as a generic term 

including the metaphor, etc., as well as what Aristotle calls the 
κνριον ονομα (see 21, 1457 b i). When opposed, however, to 
the metaphor/ as in the present passage, it may easily mean the 
name (as we say) for the thing, i. e. its proper name, its κνριον 
ονομα. It recurs in this more specific sense in 22,1458 b 2 and 
b 16. It is not so absolutely necessary, therefore, to adopt the 
emendation of Heinsius, των (κνρίω ν) ονομάτων, or the reading 
which the Arabic Version is believed to imply, τώμ (ά λλω ν) ονο
μάτων. For other instances of the same use of general terms 
in a restricted sense see on 1, 1447 a 29 (v T0** μίτροις).

2 9  κατα δέ τήμ μεταφορώμ, scii, σννθεσιν. The correction μεταφορών 
seems to be required not only by the form of the antithesis, κατά την 
των ονομάτων σννθεσιν, in the preceding line, but also by the meaning. 
It is the combination of metaphors that produces the sense of 
impossibility (comp, άδννατα σννάψαι a 27) which is of the essence 
of an αίνιγμα.

άμδρ* ειδομ κ τ ε .: a line traditionally ascribed to Cleobulina, fr. 1 
Bergk. The riddle is partially explained in Rhet. 3. 2, 1405 a 35 
ον πόρρωθεν δει άλλ* εκ των σνγγενων καί των δμοειδων μεταφερειν τά 
άνώννμα [(εττί) τα άνώννμα ?] ώνομασμένως, δ λεχθεν δηλόν εστιν οτι 
σνγγενες, οΐον εν τω αινίγματι τω ενδοκιμονντι “  άμδρ* εΐδον ττνρι 
χαλκόν επ' άνερι κολλησαντα ” . άνωννμον γάρ το πάθος, εστι δ* άμφω
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πρόσθεσίς τις· κόλλησιν τοίννν cirre την της σικνας προσβολήν. 145®& 29 
χαλκός, as a name for what we conventionally call a ‘ cupping- 
glass’, is a metaphor derived from the material of which the 
instrument was often made in antiquity. Celsus 2. 11 has a 
description of the brazen cupping-glass and its mode of action:
Aenea [scil. cucurbUula\ altera parte patet, altera clausa est . . . 
in aeneam linamentum ardens conicitur, ac sic os eius corpori aptatur 
imprimiturque donec inhaereat. . . ubi inhaesit, si concisa ante scal
pello cutis est, sanguinem extrahit; si integra est, spiritum (comp.
Aristot. Probl. 9. 9-12, 890 b 7 —3 7 ; Mayor on Juv. 14. 58 ; and 
the monograph of Κ. P. I. Lampros, ΤΙερϊ σικνων καί σικυάσεως,

Athens 1895)·
κοΜήσα^τα: a metaphor άπ είδους επί είδος (see 21, 1457 b 13)· a 3°

For the tense of the participle see Goodwin, Syntax of Greek 
Moods and Tenses § 148.

έκ τώμ γλωττώκ βαρβαρισμός: a mere repetition of the εάν δε εκ 
γλωττων βαρβαρισμός in a 25, and brought in also without syntac
tical connexion with the context. The words may be the residue 
of a longer statement now lost, or a stop-gap to disguise a lacuna, 
or a rough note by Aristotle himself to indicate a point to be 
worked out at length at some future time.

βαρβαρισμός is the opposite of ελληνισμός, ελληνίζειν in Aris
totle (v. Bon. Ind. 238 b 53) means to speak Greek like a native, 
i. e. correctly, and βαρβαρίζειν to speak it like a foreigner, whether 
through the use of ‘ strange words' (γλώ ττα ι), or through that of 
grange or unauthorized forms of words. That βαρβαρίζειν had 
this wide sense is clear from the explanation of σολοικίζειν  (‘ to 
speak incorrectly’) in Soph. el. 3, 165 b 20 τέταρτον δε σολοικί- 
ζειν ποιειν, τούτο δ’ εστι το ποιήσαι τη λεζει βαρβαρίζειν, εκ τον 
λόγον τον άποκρινόμενον (comp. Bon. Ind. 688a 5 4 ) · In later 
theory, however, ‘ barbarism ’ denotes more especially a faulty use 
of particular words, and ‘ solecism' a fault of construction or 
syntax: Sextus Emp. Adv. math. 1. 210 βαρβαρισμός εστι παρά- 
τττωσις εν απλή λεζει παρά την κοινήν συνήθειαν, καί σολοικισμός 
εστι παράπτωσις ασυνήθης κατά την όλην συνταζιν καί ανακόλουθος 
(v. Volkmann, Rhetorik2 p. 396)· Quintilian (1. 5 , 8) distin
guishes three senses of ‘ barbarismus' in Latin: Barbarismum 
pluribus modis accipimus: unum gente genus], quale fit si quis 
Afrum vel Hispanum latinae orationi nomen inserat . . . alterum 
genus barbarismi accipimus quod fit animi natura .. . tertium est 
illud vitium barbarismi cuius exempla vulgo sunt plurima, sibi etiam
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1458 a30 quisque fingere potest, ut verbo cui libebit adiciat litteram syllabamve 
vel detrahat, aut etiam aliam pro alia aut eandem alio quam rectum 
est loco ponat.

a 31 δει αρα κεκρασθαί πως τούτοι*, scii, τήν λ έ ξ ιν ; the language of 
poetry should have some admixture of unusual words or forms in 
it. Similarly in the Rhetoric a certain combination of familiar and 
unfamiliar words is said to be an element of pleasure in a speech ί 
Rhet. 3. 12, 1414 a 25 καί το ήόεΐαν [scil. την λέξιν  είναι] τα είρημένα 
ποιήσει αν εν μ ι χ θ ί), τό είωθός και ξενικόν· 111 the text τούτοι* 
refers back to the ξενικά in a 22; all from άλλ* άν τις  in a 2̂  to 
βαρβαρισμός in a 31 is digression. For the qualifying πως in this 
connexion comp. Probl. 30. 1, 954 b 27 εάν δε' πως κραθωσι.

τό μέμ γαρ μή ίδιωτικόμ ποιήσει, scil. ταντα, i. e. τά ξενικά. The 
οΐον prefixed Ιο the list of ξενικά which follows is the appositional 
and explanatory οΐον, nempe or scilicet (comp. Bon. Ind. 502 a 7). 
There is a reference to this place in Rhet. 3. 2, 1404 b 5 : των δ* 
ονομάτων και ρημάτων σαφή μεν ποιεΐ τά κνρια, μή ταπεινήν δε άλλα 
κεκοσμημένην τάλλα ονόματα όσα εΐρηται εν τοΐς π ε ρ ί π ο ιη τ ικ ή ς .  

a 34 €̂ η, Scil. ονομάτων.
ούκ ελάχιστοι δε μέρος συμβάλλεται: Isocrates 156 Β ον -γάρ ελά- 

χιστον μέρος τά γε'νη ταντα σνμβάλλεται προς ευδαιμονίαν.— Hippo
crates I ρ. 5 25 Κ · °νκ ελάχιστον μέρος σνμβάλλεται άστρονομίη ες 
ίητρικήν.

b ι  συμβάλλεται. The singular verb may be explained by supposing 
the real subject to be τά έπεκτεταμένα και άποκεκομμένα και έξηλλαγ· 
μένα ονόματα rather than the various processes they exemplify. 
Other instances of a singular verb with several subjects in the 
plural will be found in Kiihner, Gr. Gr.3 2. 1 p. 81. The anomaly 
in the present instance is not so harsh as it might have been, as 
the verb precedes its subjects, and is also at some distance from 
them]: it [may be illustrated also by the common use of εστι, ήν, 
and γιγνεται followed by a plural subject (see Kiihner, Gr. Gr.3 2 .1  
p. 68). Vahlen quotes a similar construction with δοκεί in H. A. 4. 
9, 536 a 17 δοκεί δε . . . ώσπερ λνχνοι φαίνεσθαι οί οφθαλμοί. 

b 5 ώστε ουκ όρθώς ψ^γουσικ κτέ. In  this long digression, which 
extends to εκείνος 8έ τοντο ήγνόει in 1459 a 4> Aristotle insists on the 
literary value and effect of the various poetical forms of expression, 
and defends their use by the poets. He first answers the critics ot 
the epic (b 7~3i), and then those of the tragic diction (b 31- 
1459 a 4).

7 τόμ ποιητή μ, the poet, whoever he may be. It is evident, how
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ever, that Aristotle is mainly concerned with Homer (comp. Bon. 1458 b 
Ind. 609 b 57); the licences he considers are all epic licences; and 
the instances quoted in b 9-10 were presumably meant to carica
ture the Homeric hexameter. It was generally admitted that 
Homer was ready enough metri gratia to take great liberties with 
language (see Ludwich, Aristarchs Homerische Textkritik 2 p. 127; 
Schulze, Qu. epicae p. 3). Throughout this chapter Aristotle is 
thinking quite as much of the epic poet as of the tragedian, though 
his theory of the Epic is still to come (in 23-24).

Ευκλείδης ο άρχαΐος. Nothing further is known of him. As 
a surmise, which must be taken for what it is worth, I would 
suggest that he may possibly be the Euclid who was Archon in the 
year 403, when the reformed alphabet was officially adopted at 
Athens. At that moment considerable attention seems to have 
been devoted to questions of phonetics (see on 20, 1456b 31); 
and the anomalies and licences of Homeric metre may very well 
have been one of the facts to which the reforming party pointed in 
proof of the need of a fuller alphabet.

ώς ραδιον ‘ττοιεΐν=ώς ράδιον ον ποιεΐν. For the omission of ον 
see Goodwin, Syntax of Greek Moods and Tenses 875.1.

έκτείνειν. From the definition of the επεκτεταμενον ονομα in 21, b 8 

1457b 35 it is clear Aristotle is referring not only to the 
lengthening of a short vowel but also to the insertion of an extra 
syllable in a word.

ιαμβοποιήσας iv αυττ} τη λέξει, The sense of these words and b 9 
their connexion with the lines which follow have been a difficulty 
with the interpreters from the days of Victorius, who gives up 
the passage in despair. Goulston renders them by ‘ qui etiam 
in ipsa oratione soluta iambica confecit'; Tyrwhitt by ‘ in ipsa 
oratione soluta cavillo facto'; M. Schmidt by ‘ ihr Verfahren in 
seinem eignen Ausdruck persiflirte';  Ueberweg by ‘ er legt den 
Spott in die Redeform selbst (durch Sylbenverlangerung) hinein'. 
Vahlen’s interpretation (which is practically the same as Tyrwhitt’s) 
is * iambum sive carmen probrosum et cavillatorium faciens mero 
sermone pedestri (m purer prosa) '. It is not so easy to see how 
εν αύτη τη λεξει can mean the same thing as εν ψιλη λεξει; nor is 
Ιαμβοπονησας quite the same thing as ίαμβον ποιήσας. Perhaps 
the simplest solution of the difficulty is to transpose Ιαμβοποιήσας, 
placing it after εν αυτη τη λεξει, and then take the two lines of 
parody which follow as its object. Ιαμβοποιεΐν τι may very well 
mean to ‘ write, or say, something as an Ιαμβοποιός' (i. e. as a
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I45® b9 caricaturist), just in the same way as δραματοποιεΐν τ ι means to 
‘ describe as a δραματοποιός1 (4, 1448^37)) and λογοποιεΐν τ ι to 
‘ describe as a λογοποιός \

Έπιχάρημ κτε. This and the next quotation are given as 
specimens of prose which by a liberal use of epic licences may 
be made to read as verse. By the artifice of lengthening two 
short syllables Έπιχάρην εΐδον κτε. becomes an hexameter— the 
lengthening required with Έ π ιχ ά ρ ψ  being like that in Ιπ ίτονος in 
Od. 12. 423. βαδίζειν, it may be observed, is not an epic word. 
How the second instance was to be read as a verse is not equally 
clear, the text here being obviously corrupt. If we may suppose 
έλλέβορον to be a scribal error for έλλεβόρου, the parodist may have 
proposed to read this as έλλεβόροω.

Μαραθώμάδε. The accentuation in Ac (Μαραθώνα δέ) is in 
accordance with the rule of Apollonius and Herodian (La Roche, 
Homerische Textkritik p. 221). 

b II φαί^εσθαι ττωδ χρύμενον: De gen. et corr. 1. 10, 328 b 10 
φαίνεται yap πως και μικτά ήρεμα. A visible use of these artifices 
is one thing and a discreet use of them (τό μέτρων, b 12) another. 
For the antithesis comp. Pol. 5. 11, 1314 b 28 περί τε  τα? απολαύ
σεις τάς σωματικάς [scil. δει] τουναντίον ποιεΐν η νυν τινές των 
τυράννων ποιούσιν' ου yap μόνον ευθύς εωθεν τούτο δρωσιν και 
σ-υνεχως πολλάς ημέρας, άλλα και φ α ίν ε σ θ α ι τοΐς άλλοι? βούλονται 
τούτο πράττοντες, ιν ώ? εύδαίμονας και μακαρίους θαυμάσωσιν' άλλα 
μάΧιστα μέν μ ε τ ρ ιά ζ ε ιν  τοΐς τοιούτοις, εί δέ μη, τό yε φ α ίν ε σ θ α ι  
τοΐς άλλοι? διαφεύγειν. In the Rhetoric Aristotle lays down the 
same rule for oratory : the orator must use all the arts of lan
guage, but with discretion, so as not to allow his use of them to 
become too apparent: Rhet. 3. 2, 1404b 18 διό δει λανθάνειν 
ποιούντας, και μη δοκεΐν λέγειν πεπλασμένως άλλα πεφυκότως (comp.
also 3. ϊ ,  ΐ4°8 b 4).
, τούτω τω τροττω, scil. της διαλέκτου; comp. 01 έπιτιμωντες τω 

τοιούτω τρόπω της διαλέκτου in b 6, and τω τρόπω τούτω της μετα

φοράς χρησθαι in 21, 1457 b 3°· Vahlen, who supplies έπεκτάσεσι 
after χρώμενον, takes τούτω τω τρόπω as equivalent to τούτον τον τρόπον· 

b 12 τό δε μέτρων. If the traditional reading, τό δέ μέτρον, be 
retained, we have to understand μέτρον in the sense of ‘ measure ’ 
or ‘ limit \ The objection to this interpretation is that μέτρον has 
the sense of ‘ metre * in the immediate context (b 16), and that any 
other sense would be somewhat confusing in a passage dealing 
with ‘ metrical ’ licences, τό μέτρων, on the other hand, is certified
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by more than one parallel in the Rhetoric: Rhet, 3. 2, 14 0 532  1458b 12 
ευλαβεΐσθαι δέ δει καί παρατηρεΐν εν άμφοΐν τδ μέτρων.— 3· 3> 
ϊ4θόα ιό άλλα δει στοχάζεσθ αι τ  ου μέτριου, επει μεΐζον ποιεί κακόν 

τον είκή λέγειν ή μεν γάρ ονκ έχει τα εν, ή δέ τδ κακώς, δι δ τα 
Άλκιδάμαντος ψυχρά φαίνεται· ου γαρ ήδυσματι χρήται άλλ* ώ? 
έδέσματι τοΐς έπιθέτοις, ουτω 7τνκνοΐς και μείζοσι καί έπιδήλοις. In 
another passage, Rhet. 2. 14, 1390 b 8 οσα δ* υπερβάλλονσιν ή 

ελλειπονσι, τούτων τδ μέτρων και τδ άρμόττον, we find Aristotle 
passing from the idea of τδ μέτρων to that of τδ άρμόττον just as 
he does here in the context (b 15).

κοινόν άπάντων εστι τών μερών: Rhet. 3. 7> 1408α 36 τδ δ’ 
ενκαίρως ή μη ενκαίρως χρήσθαι κοινον απάντων τών ειδών εστιν.

άπρεπώ?. In the Rhetoric an unsuitable metaphor is said to be b 14 
one of the faults which make the style of an orator ‘ frigid ’ :
Rhet. 3. 3, 1406 b 5 τδ ψυχρόν εν ταΐς μεταφοραΐς γίνεται' είσι yap 

και μεταφοραι απρεπείς αι μεν διά το γελοίον (χρώνται yap και οί 
κωμωδοποιοί μεταφοραΐς) αί δέ διά τδ σεμνόν άγαν και τραγικόν.

£7τίτηδ€$ £πι τά γελοία, έπι τά γελοία, which has been bracketed 
(by Gomperz), seems to be wanted to keep up the parallelism with 
what is said in bg Sqq. on the subject of the epic licences, 
which Euclid had parodied and turned to ridicule. Aristotle’s 
reply to Euclid is that it is quite possible to misuse metaphors, 
etc., for the same purpose, επί τά γελοία  (comp. Rhet. 3. 3, 1406 b 5, 
quoted above). The comparative επί τά γελοιότερα would be more 
in accordance with usage (comp. Stallb. on Plato Symp. 214 e ).

to δέ άρμοττόη-ως. This is considered (1) in reference to these b i5 
epic licences (έπέκτασις, αποκοπή, εξαλλαγή), and (2) in reference 
to the use of metaphor, etc. (b 17).

δσον διαφέρει: Isocrates 8 7c καίτοι μ  ον λέληθεν οσον διαφέρονσι 
τών λόγων είς το πείθειν οί λεγόμενοι τών αναγιγνωσκόμενων.

'έττί τών έπών θεωρείσθω: because these metrical licences are so b 16 
marked a feature in the epic diction (see on b 7). The proof here 
is not unlike that by which Isocrates 191 a  shows the literary value 
of metre; οί μέν μετά μέτρων και ρυθμών άπαντα ποωνσιν, οί δ* 
ονδενος τούτων κοινωνουσιν ά τοσαντην έχει χάριν, ώστ αν καί τή  
λεξει και τοΐς ενθνμήμασιν εχη κακώς, όμως ανταΐς ταΐς ενρνθμίαις 
και ταΐς σνμμετρίαις ψνχαγωγονσι τονς ακούοντας. γνοίη δ* άν τις  

έκεΐθεν την δνναμιν αντω ν ήν γάρ τις τών ποιημάτων τών εΰδοκι- 
μονντων τά μέν ονόματα και τά? διανοια? καταλίπη, τδ δέ μέτρον 
διάλυση, φανήσεται πολυ καταδεέστερα τής δόξης ής νυν εχομεν περι 
αυτών.
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16  τώ» δ»ομάτω»; i. e. the normal words, the words themselves, as 
distinct from the ενεκτάσεΐ9, etc., of them (see above on a 28).

18 Ιδεώ». For ΐδεα =  εΤδο9, 'species’, see Waitz, Org. 2 p. 416 , 
and Bon. Ind. 338 b 34. In De caelo 1. 7 Aristotle says, within 
the space of a few lines, πεπερασμένων ειδών (274a 32) and 
ιδε'α? τΓ€7Γ€ρασμενας (b 2) without perceptible difference of meaning.

20 tv δε μ<5»ο» ονομα. A verb taken by itself, i. e. apart from 
a subject, may be termed an ονομα (see on 20, 1457 a IO)·

21 κυρίου εΐωθότος. Though κνριον and άωθος ονομα are often used 
as synonyms, there is a certain difference between them, as the 
€ΐωθος ονομα may be a metaphor. εσ0ιει in the line of Aeschylus 
(b 23) is the word in general use (τδ είω0ο9), but it is a metaphor, 
and therefore not a κύριον ονομα (see on 21, 1457 b 1) in the 
stricter sense of the term. By comparison with θοιναται, however, 
it is the κύριον ονομα. Aristotle gets out of the difficulty by terming 
it the κνριον €ΐωθός, the usual κνριον, because it has by custom and 
use come to be treated as a κνριον ονομα, and is no longer felt 
to be a metaphor.

22 ευτελή. The epithet is applied to a certain kind of word in 
Rhet. 3. 7, i4o8a 13 (see on κόσμος, 2i, 1457b 2), and in the 
passage from Dionysius quoted above on a 20.

Αισχύλος: Nauck, TGF.2 p. 81 and 618.
24 θοιμαται, which is not uncommon in poetry, is regarded by 

Aristotle as a γλώττα (see on 21, 1457 b 4). It is explained in 
Hesychius, θοιναται· ευωχείται.

25 v v v  δ  ̂ μ* έώ» κτ€. : O d. 9« 515 v ^v  ft ^ v ολιγο9 τε και ούτιδανο9 
και ακικνς.

άεικής. The traditional text of the Poetics has άειδτ/9, and that 
of Homer όίκικνς— with an ancient variant, however, α€ΐκής. The 
restoration of α€ΐκής in the quotation, as the reading which 
Aristotle must have had before him, is believed to be confirmed 
by the Arabic Version. άειδ̂ 9 is open to two objections: (1) it 
is the word actually used in b 27 in Aristotle’s metaphrasis of the 
Homeric line; (2) it is also a late word, and in the sense which 
it seems to bear here, that of 'unsightly’ or ‘ ugly’ (=  δυσειδή), 
not to be found in pre-Aristotelian Greek. On the other hand, if 
the old poetical word α€ΐκης had to be interpreted as an epithet of 
a person, άειδτ̂  in its later sense might very well be chosen to 
represent it.

29 δίφρο» άεικΑ,ιο» κτε.: Od. 20. 259. Several of the manuscripts 
of the Odyssey read παραθας in lieu of καταθεις.
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ήιένε? βοόωσιν : II. 17. 265. 1458 b 3i
κράζουσιν: comp. Demosthenes 18. 132 βοών 6 βάσκανος οντος 

καί κεκραγώς.

'Αριφράδης is perhaps the Ariphrades whose name occurs in 
Aristophanes, and who is said to have been a κιθαρωδός by pro
fession (Bergk, De rel. com. Att. p. 232). It is not necessary to 
suppose him to have given expression to this criticism in a book.

τού? τραγωδού? : i. e. the tragic actors, who are made responsible b 32 
for what the poet puts into their mouth. It will be observed that 
the expressions singled out for censure are taken apparently from 
the dialogue of Tragedy; there would have been no point in 
saying that the language of the choral part was παρά την διάλεκτον.
A similar use of the word τραγωδοί is found, a few years after 
Aristotle’s time, in Diphilus, fr. 30 Kock ώ τόνδ' εποπτενονσα καί 
κεκτημενη Β ρανρωνος ιερόν θεοφιλεστατον τόπον, Αητονς Αιός τε 

τοξόδαμνε παρθενε, ως οι τραγωδοί φασιν, οΐς εξουσία εστιν λεγειν 

άπαντα και ποιειν μόνοις.
ττ| διαλέκτω, the spoken, as distinct from the written language. 

διάλεκτος has the same sense in 4, 1449 a 26 πλεΐστα γάρ Ιαμβεΐα 
λεγομεν εν τβ διαλεκτω τη προς άλλήλον?, and in Rhet. 3· ι )
14 0 4 a 33 ονομάτων άφείκασιν όσα παρά την διάλεκτόν εστιν.
The ordinary meaning of the term in Aristotle is either ‘ speech ’
(i. e. articulate language) or ‘ mode of speech ’.

iyb Si viv: Sophocles O. C. 986. The rest of the instances in b 34 
the text were no doubt taken from existing plays (v. Nauck, TG F.2
p. 856).

Ικάστω των είρημέμωμ : the επεκτάσεις, άποκοπαί, and εξαλλαγαι 1459 & 4 
τών ονομάτων mentioned in 1458 b 2 before the digression (1458 b 5 

—■ήγνόει I459a4).
καί διπλοΐς όνόμασι καί γλώτταις is a sort of afterthought. a 5 

Aristotle remembers that, as artifices of poetic expression, these 
are in just the same position as the forms of language he has 
been considering, and admit of the same justification.

πολύ δε μέγιστον. In the Rhetoric metaphor is shown to hold 
an equally important place in the diction of oratory (Rhet. 3. 2,
14041)32 sqq.).

μεταφορικό?: comp, the eulogy of Empedocles as a master o f a 6 
poetic expression in fr. 70 (Teubn.) from the dialogue περί ποιητών: 
καί *Ομηρικός δ Εμπεδοκλής και δεινός πε/οί την φράσιν γεγονε, μετα
φορικός τ ων καί τοΐς άλλοις τοΐς περί ποιητικήν έπιτευγμ,ασι χρώμένος.
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T459a 6 With this use of μεταφορικός, i.e. as applied to a person, Vahlen 
compares that of ένθυμηματικός in Rhet. i. i, 1354 b 22, etc., and 
of συλλογιστικός in Top. 8. 14, 163 b 30. 

a 7 ευφυΐας τ€ σημείου, ευφυΐα means a gift of nature, i. e. an apti
tude not to be acquired by education or study; see on 17, 
1455 a 32> and comp. Eth. N. 3. 7j 11 r4 b 6 φύναι δει ώσπερ δψιν 
εχοντα η κρίνει καλώς και το κατ αΧηθειαν αγαθόν αίρήσεται. καί 
εστιν ευφυής, ω τούτο καλώς πεφυκεν. τό γαρ μέγιστον και κάλλιστον  
και δ παρ' ετέρου μη οΐόν τε λαβεΐν μηδέ μαθεΐν, άλλ* οΐον εφυ τοιουτον 
ε£ει, και τό ευ καί τό καλώς τούτο πεφυκέναι η τελεία και άληθινη αν 
εΐη ευφυΐα. The originality shown in metaphor is noted also in 
Rhet. 3. 2, 1405 α 9 και λαβεΐν ουκ εστιν αυτήν παρ' άλλου. This 
power, according to Aristotle, depends on a rapid and intuitive 
perception of similarity in difference, i. e. of the resemblances 
between things not obviously alike; comp. Rhet. 3. 11,1412 a 10; 
δει δέ μεταφερειν . . . άπό οικείων και μη φανερών, οΐον και εν φιλοσο
φία τό { τ δ )  όμοιον καί εν 7τολυ διέχουσι θεωρεΐν εύστοχου. For the 
kinds of similarity underlying metaphors see 21,1457 b 7.

cu μεταφ̂ ρειμ. Aristotle is apparently setting aside far-fetched 
metaphors (Rhet. 3. 2, 14050-35; 3. 3, 1406 b 8), in which the 
underlying resemblance is not so real and clear as it should be. 

a 8 τδ τδ δμοιοκ θεωρεΐν. For other instances of concurrence of 
identical forms of the article see Soph. el. 13, 173 b 15; Meteor. 1. 3, 
341 α 30 ; De resp. 2, 471 a 7 ; Metaph. N 2, 1089 a 14.

των δ’ δμομάτω»' κτε. A very similar distinction is made in Rhet. 
3. 3, 1406 b I  : χρησιμωτάτη η διπλή λεξις τοΐς διθυραμβοποιοΐς* 

ούτοι γαρ ψοφώδεις· αι δε γλώτται τοΐς εποποιοΐς· σεμνόν γαρ και 
αύθαδες· η μεταφορά, δε τοΐς Ιαμβείοις· τούτοις γαρ νυν χρώνται. 

a 9  Tots διθυράμβοις: comp, the fr. of Philodemus published by 
Gomperz (Vienna Academy, Sitzungsberichte 123 p. 66): τδ μακρο- 

συνθετον άνιάν μεν εν τη τραγωδία η τοΐς επεσι . . . άλυπον δ' εν τω 
διθυράμβω.— Demetrius De eloc. 91 ληπτεον δέ και τά συνθετει 
ονόματα, ου τα διθυραμβικώς συγκείμενα, οΐον θεοτεράτους πλάνας, 
ούδε άστρων δορυπυρον στρατόν, άλλ* εοικότα τοΐς υπό της συνήθειας 
συγκειμενοις. 

a 10 Tots ήρωικοΐ?: comp. 23, 1459 13 34*
το 19 Ια μβείοις: i. e. the tragic dialogue (v. 4, 1449 a 24). 

a 12 λέξιν μιμ€ΐσθαι. Instead of its usual sense of diction or 
language, λέξις in this passage must mean (like διάλεκτος in 
1458b 32) the spoken as distinct from the literary language. 
The present statement, therefore, is in harmony with that in
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Rhet. 3. i, 14 0 4 a 33, where Tragedy is said to have learnt to 1459 a 12 
reject words outside the ordinary spoken language (όσα παρά, 
τήν διάλεκτόν έστιν). With this use of λέξις we may compare that 
of λε£ι?, λεκτικόν μέτρον, and λεκτική αρμονία in 4, 1449 a 23-8; 
and also that of λόγο? in Rhet. 3. I, 1404 a 3° έκ των τετραμέτρων 
εις το Ιαμβεΐον μετεβησαν διά, το τω λόγω τοντο των μέτρων όμοιότα- 
τον είναι των άλλων. Goulston renders λέ£ις here by vulgaris 
sermo; Bonitz (Ind. 427 b 3 1) by sermo pedestris, on the assump
tion that it stands for ψιλή λε'£ι?, as it no doubt sometimes does.
In 4, 1449 a 23 ^cfi? is the opposite of ‘ song ’.

iv λόγοις has been taken to mean * in common speech, or con- a 13 
versation' (‘ in familiari colloquio ’, Goulston), ‘ in prose ’ (‘ oratio 
pedestris ’, Bon. Ind. 433 b 20), and c in speeches’ (‘ in orationibus’ ,
Tyrwhitt). Though it is not always possible to determine the 
exact meaning of a word like λόγος (v. on 4, 1449 a 17), the balance 
of probability is rather in favour of Tyrwhitt’s ‘ in orationibus\
Aristotle's meaning would seem to be this, that the tragic dialogue 
(έν Ιαμβείοις) is limited to the same species of words as oratory 
(έν λόγοι?)— those found in the language of common life (λέξις), 
viz. the κνριον, the μεταφορά, and the κόσμος. The appropriate
ness of the κνριον and μεταφορά for oratory is distinctly affirmed in 
the Rhetoric, and for the same reason, that they are in common 
use: Rhet. 3. 2, 1404 b 3 l  το δέ κνριον και το οίκεΐον και μεταφορά 
μόναι χρήσιμοι προς τήν των ψιλών λόγων λ έ ξ ιν  σημεΐον δέ, ότι 
τούτοι? μόνοις πάντες χρωνται, πάντες γάρ μεταφοραΐς διαλέγονται και 
τοΐς οικείοι? και τοΐς κνρίοις (comp. Isocrates 1 90 ε ) .  The reference 
in the text to the language of ‘ speeches’ may serve to remind us of 
the fact that even in Aristotle’s time the theory of literary prose 
was still studied mainly in connexion with oratory, and as part of 
the art of Rhetoric. According to the canon here laid down by 
Aristotle, the highly-coloured diction of Aeschylus would be inap
propriate in Tragedy; and he tells us elsewhere that it was 
eschewed by the dramatists of his time: Rhet. 3. 1, 14 0 4 a 33 

τών ονομάτων άφείκασιν [i. e. the tragedians] όσα παρά τήν διάλεκτόν 
έστιν, οί? δ' οί πρώτον εκόσμονν . . . άφείκασιν. From the days of 
Euripides in fact (comp. Aristoph. Ran. 939) the language of Tragedy 
had been approximating to that of ordinary life; and in Aristotle’s 
age there was probably no very serious difference between it and 
that of the Comedy of the period.

κόσμο?: see on 2 1 ,14 57 b 2. The parallel in the Rhetoric (3. 2, a i4 
1404 b 31, quoted above) ignores the κόσμος.



3°4 CO M M EN TAR Y

1459 a

a

15 τήδ Ιν τώ πράττειν μιμήσεως. A tragedy is something to be 
acted, an epic something to be recited or read. This makes 
a fundamental distinction between them, though Aristotle admits 
that as a work of literature a tragedy is quite possible without 
performance on a stage (6, 1450 b 18 ; 26, 1462 a 12, 17).

17 “irepl δε tt]s διηγηματική$ κτε. The natural division in the 
matter of this and the next chapter would be at 24, 1459 b *7» so 
as to make διαφέρει 8c the beginning of the second half of the 
discussion. Throughout these two chapters Aristotle has Homer 
constantly in view; if he mentions other epic writings, it is only to 
show their artistic inferiority to the Iliad and Odyssey. The 
general intention of the present statement is to bring the Epic 
under the rules of construction laid down for Tragedy. Though 
the enumeration of the points of agreement and difference between 
the two is so much longer than that in 5, 1449^9-20, it ignores 
one characteristic of the Epic, its being a μίμησίς σπουδαίων— on 
which no little stress was laid in the earlier chapters (3,1448 a 26; 
4, 1448b 38 sqq.). Taking this for granted, it would seem, 
Aristotle proceeds to insist (1) that a good epic must conform to 
the tragic rule of Unity of story (1459 a i8 -b 7); (2) that epic 
poetry divides into the same species as Tragedy (1459 b 8-10); 
and (3) that it involves the same literary elements (1459b ιο
ί 7). After this he passes on to its points of difference, its length 
(b 17-31), its metre (b 3 i-i4 0 o a 4), its form (a 5 -n ), and its 
greater tolerance of άλογα (a i i - b 5). A valuable discussion on 
Aristotle’s theory of the Epic will be found in Schoemann's 
Opuscula (3 p. 30). For traces of Aristotelian ideas in later 
Greek writers see Adam, Die Aristotelische Theorie vom Epos 
(Wiesbaden 1889).

TTcpl δε τη? διηγηματική$. περί= (as for ’, or ‘ as regards7 (comp. 
Metaph. H 6, 1045 a 7).

διηγηματικής, scil. μιμήσεως, understood from a 15 (comp. 24, 
*459 b 33> and the note on 1, 1447 a 27 aL ορχηστών). The 
καί that follows is the appositional καί (= i. e.), which is so common 
in Aristotle.

iv μίτρω μιμητική$ may be compared with 6, 1449 b 21 τής έν 
εξάμετροις μιμητικής, έν μετρώ, ‘ in verse ( =  ev λογω έμμέτρω), 
is the opposite of έν τω πράττειν, just as in the definition of Tragedy 
in 6, 1449 b 26 δι απαγγελίας (scil. μιμούμενων) is the opposite of 
δρωντων.

[8 συνιστάναι δραματικό .̂ A predicative adjective after σννιστάναι
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is found also in 24, 1459 b 14, r46° a 34> and in Plato Phaedr. 1459 a 18 
268 D την τούτων σύστασήν πρεπονσαν άΧλήλοις Te κ α ι τω όλω  

αννιετταμενην. For the construction σννιστάναι 7τερι μ ία ν  πράζιν 
COmp. 8, 1451 a 28 περι μίαν πράζιν olav λετγομεν την ’ Ο δ ύ σ σ εια ν  

σννεστησεν, δραματικούς, which means properly ‘ such as is re
quired for a drama’ (comp. 4, 1448b 35), is explained by what 
follows (και 7repl μίαν πράξιν κτε.) as referring more especially to 
the Unity of the dramatic story. Aristotle now definitely applies 
to the Epic the rule of Unity laid down for Tragedy in chaps. 7-8 ; 
its applicability, however, has already been assumed in the 
digression on the Epic in 8, 1451 a 19-29.

δσπερ ζωον Iv ολον. If it is permissible to restore δλον (ό ν )  here, a 20 
the expression will be equivalent to ουσα ίν  δλον ώσπερ ζωον (see 
Bemhardy, Syntax p. 337, and Riddell, Digest of Idioms § 202 b).
For the meaning of ζωον see on 7, 1450 b 34.

και μή όμοιας Ιστορίας τάς συνήθεις θεΐναι is another instance of a 21 
parallelismus antitheticus; it is the negative complement of the 
precept in a 18 δει τους μνθονς σννιστάναι δραματικούς, the construc
tion being δηλον οτι δει τους μνθονς . . . σννιστάναι δραματικούς . . « 
και μη όμοιας [scil. αΰτοίς] Ιστορίας τάς σννηθεις θείναι. For the 
position of δηλον comp. De sensu 3, 440b 14 ότι ανάγκη μιγννμενων 
και τας χρόας μίγννσθαι, δηλον, και ταντην την αιτίαν είναι κυρίαν τον 
ττολλας είναι χρόας. όμοιας θεΐναι may very well mean ‘ to regard 
as like them ’ (comp. Bon. Ind. 761 a 27). According to this view 
of the text, the general sense of the passage is shortly this: Epic 
stories should be in structure like those of Tragedy (δραματικονς), 
and not, as is so often supposed (see 8, 1451 a 21 and 9, i4 5 ib 4), 
like the records of ordinary history. This latter point, how
ever, Aristotle puts in a somewhat different form, ‘ One must not 
assume our ordinary histories to be like them’ ; he inverts the 
order of the terms, in fact, as he sometimes does in comparisons 
introduced by όμοιος (see Vahlen ad loc., and my Textual Criti
cism of the Nic. Ethics p. 63). The reading είναι, which I have 
altered into ΑεΓναι1 (on the assumption that ΕΙΝΑΙ represents 
ΘΙΝΑΙ), makes him say that our ordinary histories should not be 
like tragedies or epics, as though there were something in the 
practice of the historians that he wished to set right. The 
absurdity of such a notion was felt by one of the Renaissance 
correctors and by Dacier; but the correction they proposed, και μη  
όμοιας ιστορίαις τάς σννθεσεις είναι, is to my mind too artificial, and 

1 The same correction was made by Francken in Lysias 10. 18.
POETICS 2Z



3 ° 6 COM M ENTARY

1459 a 21 too great a departure from the reading of the MS., to deserve 
a place in the text. In saying Ιστορίας τάς συνήθεις Aristotle 
seems to be aware of there being exceptions to the rule. We have 
been told in 9, 1451 b 30 that a poetical subject may sometimes be 
found in history.

a 23 Ινος χρόνου : comp. b 1 περί ΐνα χρόνον. Aristotle’s conception of 
a history is that it is a sort of chronicle (see on 9, 1451 a 36) 
recording all the various occurrences within a certain period of 
time, however loose and separate they may have been in them
selves. As an instance of such a disconnected event he “cites 
Gelo’s defeat of the Carthaginians in 480; it happened about the 
same time— Herodotus 7,166 says on the same day— as the Battle 
of Salamis, but it obviously had no connexion with that battle, or 
with the issue of the Persian War. And the same would have to 
be said, if it had taken place just before or after Salamis (iv τοΐς 
ζφεξης χρόνοις a 27). In this way Aristotle reasserts the point on 
which he has insisted in the earlier chapters (8, i 4 5 i a 27; 10, 
1452 a 20), that two events may come in succession without form
ing part of one single action. 

a 25 iv Σαλαμΐνι : Rhet. 2. 22, I390a 12 την iv Σαλαμΐνι ναυμαχίαν. 
Comp. Thuc. i .  57, Isocr. 112 λ , Aeschines in Ctes. 222 for this 
use of the preposition.

2 9  τούτο 8ρώσι =  όμοιας Ιστορίας τάς σννήθζις τώίασι (ν. a 21).

a 3°  ήδη: 8, 14 5 1 a 23 sqq.
a 33 ευσύνοπτος : see on 7, 1451 a 4.
a 34 ή ™ μεγύθει μετριάζοντα κτε. Vahlen supposes εδει or άναγκαΐον

ην είναι to be understood from the εμελλεν εσεσ0αι in the preceding 
clause. The sense of the passage is clear enough: The Trojan 
War was a real whole in itself (Ζχοντα αρχήν και τύλος = ο λο ν 5  
ν. 7, 145° b 26); but Homer declined to deal with it in its entirety 
(ποΐ€Ϊν ολον), through a feeling apparently that it was too long for 
his purpose (λιαν μύγας; comp. 7, i 4 5 i a 5), or if not too long 
(τω μεγύ0ει μετριάζοντα), too full of matter through the variety of 
incident in it (καταπεπλεγμύνον τη ποικιλία). The explanation of the 
grammatical difficulty may perhaps be that Aristotle has lapsed into 
obliqua oratio, λίαν yap αν μύγας κτύ. is virtually oratio obliqua, 
like the clause of explanation in 3, 1448 a 33.

μετριάζοντα is intransitive, as it generally is in Aristotle (Bon. 
Ind. 463 b 23). For the dative with it comp. Pol. 5. 11, I3 i4 b 33 
μετριάξειν τοΐς τοιούτοις. 

a 35  iv μύρος άπολαβών: comp. Bon. Ind. 8 2 b 49, and Plato Rep.
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392 E ον κατά ολον ά λ λ  απολαβών μέρος τ ι πειράσομ αί σοι iv τ  οντω 1459*35 
δηλωσαι δ βούλομαι, By this έν μέρος in the history of the Trojan 
War Aristotle means the ‘ Wrath of Achilles’ and its consequences ; 
see Adam 1. c. p. 43.

αυτών =  των iv τω πολέμω πραγμάτων, a construction κατά 
σννεσιν such as we often find with pronouns (comp. 13, 1453'«· 24,
23, 1459 a 29, and Kiihner, Gr. Gr.3 2. 1, p. 54). Vahlen quotes 
Eth. N. 4. I, 1 1 20 a 2 δοκει 8’ απώλεια τις αντον είναι και ή της ονσίας 

φθορά, ως τον ζην διά τούτων [ =  τών χρημάτων, implied in της ουσίας] 
δντος.

διαλαμβάνει: comp. Dionysius Hal. 5 Ρ· 543 R* τ° διαλαμ- a 37
βάνεσθαι την δμοείδειαν ιδιαις μεταβολαΐς καϊ ξένοις έπεισοδίοις.
The proper meaning of the word is to ‘ break the continuity o f’ 
a thing, as in Phys. 4. 6, 213 a 32 ονκ εστι διάστημα . . .  δ διαλαμ
βάνει το παν σωμα ώστε είναι μη σννεχές. Its present meaning, 
that of to ‘ break the uniformity o f’, or ‘ diversify’, is found also 
in Plato Phaed. n o  β  γη  » . . χρώμασι διειλημμένη. Closely 
allied to this is the sense in Pol. 7. 12, 1331 a 20 τά δέ τείχη  

διειληφθαι φνλακτηρίοις και πνργοις— where it denotes to ‘ break 
the line of’ the walls, not the walls themselves.

The use of episodes as giving an element of variety in the Epic 
is noted again in 24, 1459 b 30. An echo of Aristotle’s approval 
of Homer’s episodes survives in Eustathius on II. 3. 230, p. 409,
20 R. : όντως ενμηχάνως v Ο μηρός τάς εξω τε [? εξωθεν\ τον νυν καιρόν 
ιστορίας επεισοδιάζει τη ποιήσει και ταΐς μεθόδοις αυτήν καταποικίλλει 
ίων αφηγήσεων, and in the Schol. on Od. I. 284: τής ’Οδύσσειας 
ονκ εχονσης εζ αντής ποικιλίαν ικανήν τον Τηλέμαχον έ£ελ0ειν εις 
Σπάρτην και Πυλον ποιεί, όπως άν των Ίλιακών έν παρεκβάσεσι 
πολλά λεχθείη διά τε τον Νέστορος και του Μενελάου (comp, the 
Second Schol. ad loc. : ύπο0εσιν αντήν [scil. την αποδημίαν Τηλε- 
μάχον] πεποίήκεν δ ποιητής ποικιλίας λόγων και εξαλλαγής ιδεών, ΐνα 

μή μονότροπος ή τής ποιήσεως δ τρόπος).
ircpl Im ποιουσι κτέ.: i. e. they write just like chroniclers (comp.

*23) or biographers (comp. 8, 1451 a 21). In some of the inferior 
epics, however, there is, says Aristotle, a certain Unity of story; 
but it is not of the right kind (comp. 8, 1451 a 28 περί μίαν πράξιν 
οιαν λέγομεν), as the action there consists of a plurality of parts 
(πολυμερή), each of them easily detached from the rest of the 
work. The consequence is that several tragedies may be made 
out of a single epic of this type; whereas the Iliad or Odyssey 
does not supply materials for more than one or two. This

x 2
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*459 a 37 emphatic assertion of the Unity of action in the Homeric epic, 
and of its affinity in this respect to Tragedy, is not quite in har
mony with what we read elsewhere in the Poetics. In 18, 1456 a 13 
the story of the Iliad is said to be a πολύμυθον σύστημα, one with 
a plurality of stories in it, and therefore incapable of being success
fully dramatized in one single tragedy. And in 26, 1462 k 8 we 
are expressly told that the action in the Iliad and Odyssey is made 
up of several actions (e* πλειόνων πράξεων) and of many parts (εχει 
πολλά τοιαύτα μέρη) in other words, it is conceived to be a μία 
πράξις πολυμερής, and not so unlike that of the inferior epics as is 
assumed in the present passage. 

b I μίαν πράξι»' =  περί μίαν πράξιν (comp. 8, Ι 451 a 2 )̂·
ό τά Κύπρια ποιή σα ς: Herodotus 2. 117 δηλοίί οτι ονκ *Ομήρου τα 

Κύπρια επεα εστι άλλ’ άλλου τινός.— Athenaeus 334 Β ο τ Κύπρια 
ποιήσας έπη, είτε Κύπριός τις εστιν ή Ί^τασΐνος ή δστις δή ποτε χαίρει 
ονομαζόμενος. For the ancient ideas as to the authorship of the 
Κύπρια see Welcker, Ep. Cycl. 1 p. 279 (comp. Wilamowitz, Phil. 
Untersuch. 7 p. 337).

2 TTjy μικράμ Ίλιάδα =  ο τήν μικράν Ίλιάδα (comp. Bon. Ind, 
109 b 48). The book is treated as anonymous even by Pausanias 
(3. 26, 7 and 10. 26, 2) and by several of the grammarians who 
quote from it (comp. Wilamowitz I.e. p. 341). 

b 3 Ίλιάδο?, ‘ a poem like the Iliad’ (see on 4, 1448 b 38). 
b 4  ή δύο μόναι, The reference here is apparently rather to the 

Odyssey with its διπλή σύστασις (13, i45 3a 3i); the double story 
would supply a subject for two tragedies, one dealing more espe
cially with the fortunes of Ulysses, and the other with those of the 
Suitors.

έκ he Κυπρίων πολλαί. Welcker, Gr. Trag. p. 873, gives a list 
of the plays supposed to be based on stories in the Κύπρια. An 
abstract of the poem survives in the Chrestomathy of Proclus 
(Kinkel, EGF. 1 p. 16).

τής μικρά? Ίλιάδο? πλέον οκτώ. The names in Aristotle’s list of 
possible tragedies are sufficient indication of the ground covered 
by the Μικρά Ίλιά? as he knew it; it is clear that the poem must 
have taken up the story of the war at the death of Achilles, and 
carried it down to the departure of the Greeks after the sack of 
Troy. The Fragments also show that it must have included the 
last scenes of the war and the division of the spoils. Some 
difficulty may perhaps be felt from the fact that the abstract in 
Proclus (Kinkel 1. c. p. 36) makes the Little Iliad end somewhat
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abruptly with the admission o f the W ooden Horse within the walls, 1459 b 4 
and that, to complete the record o f the war, he subjoins an abstract 
of what he regards as a distinct poem, an Ίλιου πε'ρσις sometimes 
ascribed to Arctinus. In all probability this Ίλιου 7Γερσις was 
only the concluding part of the Little Iliad under another name 
(comp. Wilamowitz 1. c. p. 350).

οπλών κρ ίσ ις: Proclus I .e . ή τών οπλών κρίσις γίνεται και b 5 
*0 δυσσευς κατά. βούλησιν  *Αθήνας λαμβάνει, Αιας δ* εμμανής γενόμενος 
την τε λείαν των * Αχαιών λυμαίνεται και εαυτόν αναιρεί. Besides the 
existing Ajax o f Sophocles, there was a οπλών κρίσις by Aeschylus 
(Nauck, T G F .2 p. 57), based presumably on this section of the 
Little Iliad.

Φ ιλοκτήτης: Proclus 1. C. μετα ταυτα Όδυσσευς λοχήσας νΕλενον 

λαμβάνει, και χρήσαντος περί τής άλώσεως τούτου Διομήδης εκ Αήμνου 
Φιλοκτήτην ανάγει· ίαθείς δε οντος υπό Μαχάονος καί μονομαχήσας 
*Αλεξάνδρω κτείνει. Several lost plays are recorded as bearing this 
title (Nauck I.e. p. 968 ; Welcker, K l. Schr. 4, p. 180); and we 
still have the Philoctetes of Sophocles.

Ν εοπ τόλεμ ος, Ε υρ ύπ υ λος : Proclus 1. C. και Νεοπτόλεμον Όδυσσευς b 6  

εκ %κύρου άγαγών τά  όπλα δίδωσι τά  του πατρός· καί 'Α χιλλενς  
αντω φαντάζεται. Ευρυπυλος δέ ό Τ ηλεφου επίκουρος τοΐς Τρωσϊ 
παραγίνεται, και αριστεύοντα αυτόν άποκτείνει Νεοπτόλεμος. Α  
Νεοπτόλεμος is mentioned in Suidas’ list of the plays of Nicomachus 
(v. Welcker, Gr. Trag. p. 1015, and Kayser, Hist. Trag. Gr. p. 316).
There is no record of Έυρύ-πυλος as the title of a tragedy.

πτωχεία, Λάκαιναι : Proclus 1. c. Όδυσσευς τε αικισάμενος εαυτόν 
κατάσκοπος εις Ί λ ιο ν  παραγίνεται καί αναγνωριστείς υφί Έ λενης περί 
της άλώσεως της πόλεως συντίθεται, κτεινας τε τινας των Τρώων επί 
τάς ναύς άφικνεΐται. καί μετά ταύτα συν Διομήδει τό Παλλαδιον 
εκκομίζει εκ της Ίλιου. The story of Ulysses entering Troy in the 
guise of a beggar is briefly told in Od. 4. 247 άλλω  δ’ αυτόν φωτί 
κατακρύπτων ήισκε δέκτη, ος ουδέν τοιος εην επί νηυσίν *Αχαιών. τω 
ΐκελος κατεδυ Τρώων πόλιν κ τ ε .; and referred to in Eurip. Rhes.
503 ήδη δ’ αγύρτης πτωχικήν εχων στολήν εισήλθε πύργους (comp.
Plautus Bacch. 936)· There is no tradition of πτωχεία  as the title 
of a tragedy. Λάκαιναι was the name of a play of Sophocles 
(Nauck, TGF.2 p. 210), turning apparently on the carrying off of 
the Palladium, with which Helen seems to have been associated 
in some form of the legend (v. Roschers Lexicon 1, 1944); the 
title was no doubt taken from the chorus of Laconian women, 
whom we may suppose to have been brought in as Helen's 
handmaids.
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b

1459 b 6  Ί λ ί ο υ  π ε ' ρ σ ι ? : one play certainly is mentioned as having this 
title, the Ίλιον περσις of Iophon. There was also a Πε/οσι? ή 
Τίολνξενη attributed to Nicomachus, and a Πέρσι? attributed to 
Cleophon (comp. Meineke, Hist. Com. Gr. p. 497).

7 Απόπλου? may very well have been the title of a play, but if it 

was, no record has come down to us of one so named. The 
closing scene of the war, the division of the spoils and the fate 
of the Trojan captives, was naturally fitted for Tragedy, as one 
may see from the abstract in Proclus of the final section of the 
Ίλιον πέρσι? : επειτα εμπρήσαντες την πόλιν  Πολυζενην σφαγιάζονσιν 
έπι τον τον Άχιλλέω? τάφον, και Όδνσσέω? Άστνάνακτα ανελόι/το? 
Νεοπτόλεμο? Άνδρο μάχην γέρας λαμβάνει [comp. Μικρά Ίλ. 
fr. 18]· και τα λοιπά λάφνρα διανέμονται. Δημοφων δε και Άκάμας  
Αιθραν ευρόντες άγονσι μεθ* εαυτών [comp. Μικρά Ίλ. fr. 17]. επειτα 
άποπλε'ονσιν οί "Ελληνες. Welcker (Gr. Trag. p. 179) suggests 
that απόπλους may possibly have been an alternative title for the 
Polyxena of Sophocles (Nauck, TGF.2 p. 245), the scene of which, 
as we know from Strabo (10, 470 Σοφοκλής ποιήσας τον Μ ενελαον 
εκ τής Τροία? άπαίρειν σπενδοντα εν τη ΤΙολνξενη), was placed at the 
time of the departure of the Greek host. Whether we accept this 
suggestion or not, it seems pretty clear from the position of the 
title in Aristotle’s list that the απόπλους must have related to the 
concluding act of the war, and not (as Vahlen thinks) to the with
drawal of the Greek fleet to Tenedos before the treachery of Sinon.

κ α ι  Ιίνων κ α ι  Τ ρ ω ά δ ε ? .  Having thus run over the eight sections 
of the Μικρά Ίλιά? and mentioned a tragedy, actual or possible, in 
connexion with each, Aristotle appends two additional names to 
show how easily the list might be enlarged. The first is a Σίνων—  
the name of a play of Sophocles (Nauck, TGF.2 p. 251); the 
second a Τρωάδε?— the name of a still extant play of Euripides. 
Α Σίνων proves the possibility of more than one tragedy on the 
seventh section of the poem; and a Τρωάδε? proves the same of 
the eighth. One can hardly doubt that Aristotle means the 
existing play of Euripides, the scene of which is placed at the time 
of the απόπλους or departure from Troy (comp. Troad. 18 πολν? 
δέ χρυσός Φρνγιά τε σκνλενματα πρός νανς * Αχαιών πεμπεταί' μενουσι 
δε πρνμνηθεν ουρον, ως δεκασπόρω χρόνω άλόχον? τε και τεκν εΐσιδω- 
σιν άσμενοι).

ε τ ι  δ ε  τ ά  ε ΐ δ η  κ τ ε .  As a further point of resemblance Aristotle 
observes that epic poetry divides into the same species as Tragedy; 
and he illustrates this in b 14 by noting the difference between the



23 · 1459 0 6— 24 . 1459  b n  3 ”

Iliad and Odyssey. This statement about the four species is not 1 4 5 9  b 7  

quite consistent with that in 18, 1455 b 32 (where see note); as 
there was no such thing as a 4 spectacular * epic, Aristotle makes out 
the parallelism by recognizing the απλή εποποιία as a distinct 
species of epic. The difficulty here is like that in τοσαντα yap 

και τά  μέρη έλέχθη  in 18, 1455 b 32 (where see note); we have to 
admit that Aristotle has been carried away for the moment by his 
desire to find coincidences and correspondences.

δει έχειν, * must necessarily have ’, ‘ in the nature of things has ’, b 8 
or ‘ involves \ εχειν stands in a certain antithesis to κέχρηται in 
bi2 (comp. 6, 1450a 13); epic poetry has in it these various 
possibilities; and they are all to be seen in actual use in Homer.

Α πλήν, scil. δει είναι, δεΐ is easily supplied from what precedes, b 9  

just as it is in 15, 1454 bi3 (where π οιε ΐν= δεΐ ποιεΐν), and in Rhet.
3, 14, 1414b 26 (where έκδουναι=δεΐ έκδονναι: comp. Bon. Ind.
146 a 50). The ellipse of είναι may perhaps seem more difficult to 
explain; it is, however, occasionally found in Aristotle not only 
after δεΐ (comp. 25,1460 b 34, and Bon. Ind. 239 a 16), but also in 
other constructions, as Vahlen shows in his note on this passage.
A very strong instance of the omission of εΤναι is that in Eth. N.
7. 14, I I 53 b 2 ή μέν yap απλώς κακόν, ή δέ τω πή έμποδιστική 
[scil. είναι].

κ α ι τ ά  μέρη κτε. This has been assumed from the first (see 5,
1449 b 16), and needs no demonstration. Aristotle, however, 
avails himself of the opportunity to add that a good epic, just as 
much as a tragedy, requires not only a story but also a powerful 
story, one with elements of surprise and suffering in it; and that 
the language and thought in it also demand the same care as in 
Tragedy. After this, reverting to the four μέρη indicated in b 10, he 
reminds us that they are all to be found in perfection in Homer 
(01s άπασιν 'Όμηρος κέχρηται, b i2): (i) as regards the μνθος, the 
Iliad is a story of suffering (παθητικόν), and the Odyssey a story of 
surprises (πεπλεγμένον); (2) as regards the element of ήθος, the 
Odyssey is full of character (ηθική); while as regards (3) the λέξις  
and (4) the διάνοια, Homer’s two poems confessedly surpass every
thing of the kind in these matters.

κ α ί γ ά ρ  π ε ρ ιπ ε τ ε ιώ ν  δ ε ΐ κ α ί Αναγνω ρίσεω ν, as is the case with b IO 
the complex tragedy (comp. 10, 1452 a 16 ; 13, 1452 b 31).

έ τι τά ς  δ ια ν ο ία ς  κ α ι τ η ν  λ έ ξ ιν  έ χ ε ιν  κ α λ ώ ς. Aristotle adds as an b 11 

afterthought (ετι) that a good epic requires not only an effective 
story, but also effective language. In the speeches in an epic the
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1 4 5 9  b 11  same rhetorical art is wanted as in a play (τάς διανοιας εχειν καλώς);
and the diction, both in the speeches and elsewhere (comp. 24, 
1460 b 3), demands the same care and elaboration (την λεξιν  εχειν 
καλώς). It may perhaps be thought that Aristotle was logically 
bound to recognize the element of ηθος also, so as to remind us in 
some way or other of the rules laid down in chap. 15 as equally 
applicable to the ηθη in a good epic. To supply the supposed 
omission Bursian wished to restore in the text ετι (τ α  ηθη και) 
τάς διάνοιας και την λε£ιν εχειν καλώς. The difficulty arises from a 
misconception of the clause beginning και γαρ περιπετειών δε£ και 
αναγνωρίσεων και παθημάτων, which is taken as a proof of the 
existence of the four μερη in an epic— a point which hardly 
needed demonstration (see 5, 1449 b 16). The real purpose of 
the clause is to make us see the possibility of a πεπλεγμενη  and a 
παθητική εποποιία, as assumed in b 9. A similar explanation of 
the ηθικη εποποιία is not equally necessary (see on 18, 1455 b 34); 
and if it were, it would require a fuller statement than is supplied 
by Bursian’s insertion. 

b 13 πρώτος και Ικανώς. For the combination of adj. and adv. comp. 
24, 1460 a 9 ολίγα και όλιγάκις.— Eth. N. 8. I, I l5 5 a 8 μάλιστα  και 

επαινετωτάτη. —  Hippocrates I p. 557 Κ. όλιγάκις και άσθενεα.—  
Isocrates 36 ϋ εκόντας και προθνμως.

και γάρ και τών ποιημάτων έκάτερον : a reminiscence perhaps of 
Plato Hipp. min. 363 b εκάτερον γάρ τών ποιημάτων το μεν είς 
Όδυσσε'α εφη πεποιησθαι το δ’ εις Ά χ ιλ λ ε α . It will be observed 
that Aristotle does not find every perfection in one poem ; in his 
view the Iliad is παθητικόν, without being πεπλεγμενον or especially 
ηθικόν, and the Odyssey πεπλεγμενον and ηθικόν, without being 
especially παθητικόν, και γάρ κ α ι= ‘ etenim et \ 

b 15 άναγνώρισις γάρ διόλου. ‘ Agnoscitur Telemachus ab-Nestore, 
a Menelao, ab Helena. Agnoscitur Ulysses a Cyclope, a Phaeaci
bus, ab Euryclea, a subulcis, a Telemacho, a procis, a Penelope, 
denique a patre’ (Hermann).

η θ ικ ή : a characteristic noted by Longinus 9. 15 as showing the 
Odyssey to have been the work of Homer’s later years: προσιστο- 
ρείσθω τά κατά την ’Οδύσσειαν, όπως η σοι γνώριμον ώς η άπακμη 
τον πάθονς εν τοΐς μεγάλοις σνγγραφενσι και ποιηταΐς εις ηθος 
εκλύεται, τοιαυτα γάρ πον τά περι την τον Όδυσσεως ηθικώς αντω 
βιολογονμενα οικίαν, οιονει κωμωδία τις εστιν ηθολογονμενη. For 
the change of gender (παθητικόν . . . ηθικη) comp. Eth. N. 4. 3, 
1 1 2 1 b 1 3 η δ’ άνελενθερία ανίατός τ  εστιν · . . και σνμφνεστερον 
τοΐς άνθρώποις.
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προς γάρ τούτοι? κτε. Aristotle now passes on from the con- 1459b 16 
struction (comp. b 14 σννέστηκεν) to the literary execution of the 
two Homeric poems. We should expect here και προς τούτοις κτε., 
to correspond with the preceding και τών ποιημάτων κτε. The 
clause is apparently a reason for something which, though unsaid, 
was present in Aristotle’s mind— something like και άλλα εχει αγαθά.
Another instance of the same type is in 24,1460 k 4 (comp. Bon.
Ind. 146 b 15, and Waitz, Org. 2 p. 470).

X^€i. The graphic vigour of Homer’s metaphors, for instance, 
is recognized in Rhet. 3. 11, 1411 b 31.

καί διαμοία refers more especially to the rhetorical skill in the 
speeches in Homer. Cicero says of him that he is ornatus in 
dicendo ac plane orator (Brutus 40); Quintilian also (10. 46) 
eulogizes his mastery over all the arts of rhetoric.

πάντα όπερβέβληκεν: the subject is not * Homer ’ (as is generally 
assumed) but 4 these two poems ’, understood from τών ποιημάτων 
εκάτερον in b 14. There is no need, therefore, to restore πάντα?
(from sundry apographs), or to take πάντα as practically equivalent 
to πάντα?.

διαφέρει: comp, 5, 1449 k 11. b !<7
συστάσ€ω?, scil. τών πραγμάτων.
ό είρημΑ'ο?, in 7, Ι 45Ι a 3· The epic story must be ευσύνοπτος b ig  

(comp. 23, 1459 a 33), and not of a length which would make it 
impossible for the mind to take it in in its entirety; it must be 
a whole but not too long a whole. This condition, Aristotle adds, 
will be fulfilled (εϊη δ* άν τοντο), if one’s epic is of about the length 
of a trilogy, and thus considerably shorter than the Iliad and 
Odyssey. Here again he shows himself mindful of the practical 
purpose of his treatise; he evidently thinks that an epic on the 
old Homeric scale of length would prove too great a strain on 
the memory and attention of the literary public of his own time. 
Apollonius Rhodius may have been mindful of Aristotle’s view 
when he limited his Argonautica to four Books.

€ΐη δ* fi,v τούτο : Top. 8. I, 156 a 9 €*V & <*·ν τοντο, ει τις μη μόνον b 20 
τά? αναγκαίας [scil. προτάσεις] άλλα και τών προς ταντας χρησίμων 
τινά σνλλογίζοιτο  (comp, also An. post. 2. 13, 97 b 33 ; Rhet. 3. 8,
1408 b 31).

προ? δ€ το πλήθος τραγωδιών κτε. (Res ipsa unius poetaeb 21 
tragoedias una trilogia comprehensas intelligi postulat. Haec 
interpretatio quum mensurarum aptam comparationem continet, 
tum alia etiam ratione ad epicae poeseos naturam accommodata
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1 4 5 9 b 21 est. Eo facilius enim tres unius poetae tragoediae coniungi 
potuerunt, quod his trilogiis saepe perpetuitas quaedam argumenti 
continebatur, cuius illustre exemplum in superstitibus fabulis 
habemus Aeschyli Oresteam, e deperditis novimus Philoclis Pandi* 
onidem . . .  et Aeschyli Lycurgiam’ (Hermann). On this subject 
see Haigh, Attic Theatre3 p. 13. 

b 25 τδ έπι rfjs σκηνήδ κτέ. An indirect recognition of the Unity of 
Place as a fact in normal Greek Tragedy. Only one part of the 
story, that immediately connected with one single place (repre
sented by the stage) and one set of persons (represented by-the 
actors), can be told in a play ; whereas an epic may include 
incidents occurring at one and the same time in other places and 
in connexion with other personages. 

b 27 earn πολλά μέρη αμα ποιείς περαινόμενα corresponds with διά το 

. . . μη ένδέχεσθαι κτε. in b 23. 
b 28 δγκος =  weight, as suggestive of dignity or importance (comp, on 

μέγεθος, 4, I449a 19). A little further on (b 35) the adj. ογκώδης 
is applied to the hexameter, as a weighty or impressive metre. In 
Rhet. 3. 6, 1407 b 26 Aristotle— without defining the term— has 
a discussion on ‘ weightiness ’ of style (δγκος της λέζεως) and the 
kind of language which produces that effect.

ώστε tout εχει τό άγαθόν εις μεγαλοπρέπειαν κτε. The advantage 
its length gives the Epic over Tragedy is twofold, (1) greater 
grandeur of scale, and (2) greater variety of incident. If we 
bracket the article before it, αγαθόν becomes a quasi-predicate, as 
in Rhet. 2. 20, 1394 a 2 και εχονσιν αγαθόν τοντο, ότι πράγματα μεν 
ενρεΐν όμοια γεγενημένα χαλεπόν, λόγονς δέ ραον. αγαθόν in the 
sense of ‘ an advantage’ occurs in Rhet. 1. 2, 1356 b 18 έκάτερον 
έχει αγαθόν τό είδος της ρητορικής. For the preposition COmp. 
Plato Rep. 462 a to μέγιστον αγαθόν . . .  εις πόλεως κατασκευήν.—  
Xenophon Cyr. 2. 1. 2 7 αγαθόν . . .  εις τό μη ταράττεσθαι. 

b 2 9  τό μεταβάλλειν =  είς τό μεταβάλλειν. μεταβόΧλειν, being followed 
by έπεισοδιονν, is probably transitive, ‘ to produce a change of mind 
or mood ’ in the hearer, as it is for instance in Probl. 30. 1, 
953 a 39 ‘δοι δ’ άν τις ότι παντοδαπους απεργάζεται [scil. ό oTvos], 
θεωρών ώς μεταβάλλει τουδ πίνοντας. The sense may be illustrated 
by the use of the verb in Pol. 8. 5, 134ο11 22 (where it is intransi
tive), μεταβάλλομεν την ψνχην άκροώμενοι τοιοντων [i. e. certain 
rhythms and airs]— which is explained by what follows (a 40), η τών 
αρμονιών διέστηκε φνσις ώστε ακούοντας άλλως διατίθεσθαι και μη τον 
αυτόν εχειν τρόπον προς εκάστην αυτών.
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^πεισοδιουν, scil. τ ψ  ποίησιν; comp. 23,1459 a 3 ,̂ and note on I 4 5 9 b 3 0  

17» 1455 b i·
ά μομοίοις Ι π ε ισ ιδ ίο ις . The episodes supply an element of variety 

breaking the monotony of the story, άνομοίοις means ‘ dissimilar ’,
* unlike one another ’, as in the formula π ολλά και ανόμοια in Η. A.
4· ϊ» 523 b 12 (comp. Plato Tim. 83 c), and in Phys. 3. 5, 205» 19 
εί δ* άνόμοιον το παν, ανόμοιοι και οί τόποι.— Pol. 3· 4> Ι277 α5 
εξ ανομοίων η πόλις.

τδ γ ά ρ  ο μ ο ιο ν  κτε. The necessity of change is explained in 
Rhet. I. II, 1371 a 25 : το μεταβάλλειν ηδν' εις φνσιν yap γίνεται 
μεταβόΧλειν' το yap αντό [ =  το όμοιον] act υπερβολήν ποιεί της 
καθεστωσης εξεως. όθεν εϊρηται “ μεταβολή πάντων γλνκν  Comp, 
also Cicero De Inv. 1. 41 Variare auiem orationem ?nag?io opere 
oportebit; nam omnibus in rebus similitudo est satietatis mater.

ά πο τ η ς  πείρας ή ρ μ ο κ εν. The iambic is said to have become b 3 2  

established in Tragedy in the same way (see 4, 1449a 24).
Similarly in Pol. 8. 6, 1341 a 37 experience is said to have led to 
the rejection of the flute as part of a liberal education : νστερον 8’ 
άπεδοκιμάσθη [scil. η αυλησις] διά της πείρας αντης, βέλτιον δννα- 
μενων κρίνειν το πρός αρετήν και τό μη πρός αρετήν συντεΐνον.

δ ιη γ η τικ ή ν . The editors prefer the reading of sundry apographs, b 3 3  

διηγηματικήν, the form which appears in the context, b 36, and in 
23, 1459 a x7- There is no reason, however, why Aristotle should 
not say διηγητικη μ ίμησις, as διηγητικός is certainly a good Aristo
telian word (v. Eth. N. 3. 13, 1117 b 34). He shows perhaps too 
little regard for uniformity in such matters. Thus we find him 
speaking in b 34 of the ηρωικόν, and a few lines further on 
(1460a 3) of the ηρωον μετρον; and in the Rhetoric ξένος and 
ξενικός are both used of language without perceptible difference 
of meaning (v. Bon. Ind. 493 a 45, b 24),

στα σιμ ώ τα το^  : comp. Pol. 8. 5 , 1340 b 9 (quoted on 1460 a 1), b 3 4  

and 8. 7, I 342b 13 περι δε της δωριστί πάντες όμoλoyovσιv ώ? 
στασιμωτάτης ονσης.

γ λ ώ τ τα *  κ α ί μ ετα φ ο ρ ά ς δ έ χ ε τ α ι μ ά λ ισ τ α  : comp. 22, 1459 a 9· b 3 5  

π ε ρ ιττ ή  γ ά ρ  κ α ι * * ή δ ιη γ η μ α τ ικ ή  μ ίμ η σ ις  των ά λλω ΐ'. Before b 3 6  

η διηγηματικη some such word as ταντη or τανταις seems to have 
dropped*out; the point apparently is this, that epic goes beyond 
all other kinds of poetry (περιττή των άλλων) not only, as has been 
already shown, in the matter of length, but also in the admission of 
γ λ ώ τ τ α t and μεταφοραί; the clause, therefore, as emended, comes 
in naturally enough to confirm the preceding statement, γλώττας
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1459 b 36  καί μεταφοράς δ έ ε τ α ι μάλιστα. Vahlen acquiesces in the tradi
tional text, and explains it thus: ‘ non recipit διηγηματικη μίμησις 
aliud metrum quam heroicum: nam heroicum est metrum gravissi
mum ac ponderosum maxime, eximia autem etiam narrativa 
imitatio prae ceteris’. It seems to me that this explanation, 
besides assuming περιττή γάρ to stand for περιττή  δε, hardly does 
justice to the καί before η διηγηματικη. For the gen. των άλλων, 
due to the comparative sense of περιττή (v. Kuhner, Gr. Gr.3 2. 1, 
p. 391), comp. Xenophon Cyr. 8. 2. 21 των άρκονντων περιττά.—  
Hiero 1. 19 περιττά των ικανών.— Antiphon Tetral 2. 4. 6 περισσόν 

τούτων.

1 4 6 0  a  ι  κ ιν η τ ικ ά , as opposed to the hexameter, which has just been said 
to be στασιμωτατον. The antithesis is like that in Pol. 8. 5, 
1340 b 9 oi μεν yap [scil. των ρνθμων] ηθος εχονσι στασιμώτερον οί δε 
κινητικόν, καί τοντων οι μεν φορτικωτερας εχονσι τάς κινήσεις οι δε 
ελενθεριωτερας.

ο ρ χ η σ τ ικ ό ν : see on 4» *449 a 23·
π ρ α κ τικ ό ν . This is what Horace meant when speaking of the 

iambic as natum rebus agetidis (A. P. 82). The word has the same 
sense in the classification of tunes in Pol. 8. 7, i3 4 ib 33: την 
διαίρεσιν άποδεχόμεθα των μελών ως διαιρονσί τινες των εν φιλοσοφία., 
τ α  ρ,εν ηθικά τά δέ πρακτικά τά δ’ ενθουσιαστικά τιθεντες. For the 
meaning of πρακτικός in this connexion see on 4, 1449 a 23.

ε τ ι δέ ά τοπ ώ τερον carries on the idea of άπρεπες αν φαίνοιτο in
1459b 34·

a 2 Χαιρήμων : see on 1, 1447 b 2 1.
a 3 ώσπερ εϊπομεν : in 4, 1449 a 24.
a 4  αυτή =  μακρα σνστάσει.
a 5 "Ομηρος. In 5, 1449 b 11 and 6, 1449 b 26 the narrative form 

(απαγγελία) was noted as one of differences between the Epic and 
Tragedy; and it has been also assumed in this discussion on the 
Epic, in 23, 1459 a 17. Aristotle now passes on to this, but with
out any formal introduction or hint as to the connexion in his 
statement. His aim apparently is to show that, although narrative 
is an element in every epic, it is reduced to a minimum in the best 
Epic, that of Homer; so that this point of difference is not so 
serious as might be supposed. The semi-dramatic character of 
Homer’s mode of statement is directly or indirectly recognized 
in 3, 1448« 21, and in 4, 1448^37 (see note on the passage). 
In his reference to the practice of the ‘ other poets’ (oi μεν ovv
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άλλοι, a 8) Aristotle must be supposed to mean ‘ not only the more 1460 a 5 
recent epic writers, like Antimachus and Choerilus, but also the 
immediate continuators of Homer, the Cyclic poets' (Bergk, Gr.
Litt. i p. 830).

δ δει ττοιεΐν αυτόν. αυτόν is emphatic, as in Top. 8. 2, 157 a 29 a g  

ircLp&riov C7Ti πάντων των τοιουτων όνοματοποιεΐν αυτόν.— Pol. 8. 5,
1339 a 4 2 τ α υ τ α  γάρ τ ι  δει μανθάνειν αύτους;

Αγωνίζονται: see on 6, 145° b 18. a 9
μιμούνται: see on 1, 1447 a lb *
όλίγα και ολιγάκις: De gen. an. 1. 19, 727 ^28 όλίγαις και 

όλιγάκι? συμβαίνει.— 3· 5> 75  ̂a 17 όλίγα δε και όλιγάκι?.— Eth. Ν.
7. II, 1151 b 3° *ν ο λ ίγ ο ι?  κ α ι ολιγάκις (ν . Bon. Ind. 5°3 a 37)·—
Plato Rep. 491 Β όλιγάκις εν ανθρώπου? φυεσθαι κ α ι ο λ ίγ α ? . For 
instances of other combinations of the same kind see on 24,
«459 b 13·

εισάγει: a metaphor from the stage, as may be seen from the a 10 
Platonic use of the word (v. Ast, Lex. s. v.). In Rhet. 3. 16,
1417b 7 and 3. 17, i4 i8 a 32 it denotes the introduction of a 
person into a speech, 

ήθος: see on 15, 1454» 23. a ii
ουδέν άήθη άλλ* εχοντα ήθη : an instance of parallelismus anti- 

theticus not unlike that in Plato Phaedr. 277 λ  κ α ί ουχί άκαρποι 
άλλ* εχοντες σπέρμα. With εχοντα the affirmative έκαστον has to be 
supplied (comp. Kiihner, Gr. Gr.3 2. 2 p. 567). ήθη, as used here 
in the plural of an individual, means ‘ points' or ‘ trails of 
character', as we say, ‘ characteristics’. It has the same sense in 
Plato Rep. 402 D δ το υ  ά ν ζυμπίπτη εν τε τη ψνχή κ α λ ά  ήθη ενόντα 
καί εν τω ε ιδ ει ό μολογ ουντα εκείνοι . . . τουτ άν ειη κάλλ ιστόν θέαμα.

δει μέν ουν. μεν ουν marks a transition to a new point (Bon.
Ind. 540 b 58). A fourth difference in epic poetry as compared
with Tragedy is its great tolerance of άλογα; it can admit im
probabilities which on the stage, where everything is actually seen, 
would ruin the success of a tragedy. This gives it a distinct 
advantage over Tragedy, as the ‘ improbable' is an element in the 
‘ marvellous' (το θαυμαστόν), and the marvellous is a cause of 
pleasure to us (ήδυ). It will be observed that pleasure is once 
more posited as the immediate end of poetry.

έν ταΐς τραγωδίαις : as has been assumed in 9, 1452 a 4 and 14,
*454 a 4·

το θαυμαστόν: see on 9,1452 a 4. a 12
τδ άλογον; see on 15, 1454b 6. a 13
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i4 6 o a i4  διά το μή opd»': comp. 1 7, 1 4 5 5 a 27·
τα TTcpl τήμ ‘'EKTopos δίωξιν is explained by the participial clause 

in apposition (comp. Bernhardy, Syntax p. 472); the reference is 
to the statement in II. 22. 205 λαοΐσιν δ’ άνενευε καρηατι διος 
Ά χ ιλ λ εν ς , ουδ’ εα ίεμεναι επί *Έκτο/)ΐ πίκρα βελεμνα. Aristotle 
reverts to this incident in 25, 1460 b 26, where he suggests an 
explanation to save the credit of Homer. An echo of the criticism 
in the text survives in Schol. Ven. B on II. 22. 205, Μεγακλειδ^ς 
[v. Schrader, Porphyr. Q. H. in II. p. 414] πλάσμα  είναι φησι τοντο 
το μονομάχων* πως yap τοσαντας μυριάδας νευματι Ά χ ιλ λ εν ς  

άπεστρεφεν ;
& 17 τδ δε θαυμαστοί ήδύ : Rhet. 3· 2> Μ°4  ̂10 διό Βει ποιεΐν £ενην την 

διάλεκτον· θανμασταί yap [scil. οί άνθρωποι1̂ των απάντων είσιν, ηδν 
δε το θαυμαστόν. A reason is given in Rhet. 1. 11, i 3 7 i a 3 i:  καί 
τό μανθάνειν καί τό θαυμάζειν ηδυ ως επι το πολυ’ εν μεν yap τω 
θαυμάζειν το επιθνμεΐν μαθεΐν εστιν, ωστε τό θανμαστόν επιθυμητόν, 
εν δε τω μανθάνειν εις τό κατά φνσιν καθίστασθαι.

a 18 προστιθ^τες, 4 with additions ’ ; the same absolute use of the 
word is found in 26, 1461 b 30 (προσθή).

δεδίδαχεν κτε. Another of Homer’s merits is said to be his 
mastery of the artistic lie— one that has something true super
added to make it seem credible. In illustration of this Aristotle 
points to the story in Od. 19. 164-248; where Ulysses astutely 
adds certain particulars (203-248), which Penelope knows to be 
true, and which beguile her into accepting the first part of his 
story as true. The connexion between this and the preceding 
section (a 11-18) is left unexplained, and it is certainly far from 
being obvious. If one may imagine the association of ideas in 
Aristotle’s mind, it may perhaps have been something like this, 
that τό θαυμαστόν is a truth with a πρόσθεσις of falsehood, and 
the lie artistic (ψευδή λεγειν ως δει) a falsehood with a πρόσθεσις of 
truth; so that the one is as it were the converse of the other.

a 20 «στι δε τούτο παραΧογισμόΞ, 1 i. e. the use of paralogism \ παρα- 
λ ο γ ισμός is like παραλογίζεσθαι (v. infra on »25) an ambiguous 
term; it may mean either a fallacious argument (ψευδής συλλο
γισμός) or a deception caused by such an argument (απάτη διά 
ψευδονς συλλογισμοί/)— this latter being apparently its sense in the 
present passage, where it comes in to explain ψενδη λεγειν ώ$ δει. 
The distinction, however, is probably clearer to us than it was to 
Aristotle himself. The general assumption in his logical writings 
is that an argument is addressed to some one— to a hearer who
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has to be convinced or refuted ; a fallacious argument is not only 1460a 20 
logically incorrect but also calculated to mislead the hearer who 
fails to see the fallacy in it.

οϊονται γάρ άνθρωποι. The artifice depends for its success on 
a natural weakness of the human intellect, our readiness to infer 
the presence of the thing from the presence of a ‘ sign ’ of it, or 
the truth of the antecedent from the truth of the consequent. The 
‘ fallacia consequentis’ is considered at length in Soph. el. 5,
167 b I : o δέ παρά τό επόμενον ελεγχος διά τό οιεσθαι άντιστρεφειν 
την άκολουθησtv. όταν yap τουδε ovtos i i  ανάγκης τοδί η, και τουδε 
οντος οιονται και θάτερον eivai i i  ανάγκης· όθεν και αί 7repi την 
Soiav εκ της αίσθησεως άπάται γίνονται, πολλάκις γάρ την χολήν  
μ ίλ ι υπελαβον διά τό επεσθαι το iavOov χρώμα  τω μελιτι· και επεί 
συμβαίνει την γην νσαντος γίνεσθαι διάβροχον, καν η διάβροχος, 
νπολαμβάνομεν υσαι· τό δ’ ονκ άναγκαΐον. εν τε τοΐς ρητορικοΐς αί 
κατά το σημεΐον άποδείίεις εκ των επόμενων είσίν. βονλόμενοι γάρ 
δει£αι ότι μοιχός, τό επόμενον ελαβον ότι καλλωπιστής η ότι ννκτωρ 
όράται πλανώμενος. πολλοΐς  δέ ταυτα μεν υπάρχει, το δε κατηγορού
μενον ονχ υπάρχει. It is recognized as one of the arts of rhetoric 
in Rhet. 2.19, 1392 b 16, and more fully in 2. 24,1401 b 9, 20.

άνθρωποι or ( ο ί)  άνθρωποι seems to be required here; comp, the 
parallels in 1, 1447 b 13; Phys. 4. 6, 213 a 23, 27 ; Metaph. A 2,
982 b 12; Rhet. i. i, 1355 a 15, and 3. 2, 1404 b 9.

toGto δέ έστι ψευδός, τούτο has been taken to refer to τό πρότερον, a 22 
the antecedent, which, though not true, we imagine to be true. But 
it probably refers rather to the mode of argument, which is ‘ false ’, 
i.e. logically incorrect; comp. An. pr. 1. 17, 37 a 2 ; 1. 46, 52 b 28 ;
Rhet. 2. 23, 1400 b 2.

πρώτον =  πρότερον. Vahlen illustrates this from 1 'op. 3. 5, a 23 
119 a 22. For instances in other writers see Sauppe’s Lexil. 
Xenophont. p. 112 and HSt. s. v.

ττροσθεΐμαι, scil. τοντο τω ψενδει, i.e. to provide the lie with a 24 
a πρόσθεσις of truth, in order to beguile the hearer into accepting 
it as true.

παραλογίζεται ημών ή ψυχή : i. e. we on our side are quite ready 25 
to draw the false inference, which a lie of this kind is calculated to 
suggest, παραλογίζεσθαι has a noteworthy diversity of senses in 
Aristotle, sometimes meaning to draw a false inference, sometimes 
(with an acc. pers.) to deceive or beguile by a fallacy, and some
times (as a passive) to be so deceived or beguiled (comp. Bon. Ind.
565 tt n ) ;  and it is not always easy to see the sense intended. In

\
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1 4 6 0  a  2 5  the present passage the word must have the first of these three 
senses, as the emphasis on the pronoun in ημών ή ψνχή points to 
something that we ourselves are supposed to do : we on our side, 
knowing the truth of the consequent (διά τό τούτο είδεναι αληθές ον), 
are ready enough, owing to a natural infirmity of the human 
mind, to infer the truth of the antecedent; which is what the 
skilful deceiver wants us to do. 

a  2 6  π α ρ ά δ ε ιγ μ α  δε τούτο  εκ τών N ιπ τρ ω ν is a note more fitted for the 
rough draft of a lecture than for a book (see on 15 , 1454 b 14 and 
22, 1458 a 30). The quotation or explanation is left to be sup
plied afterwards. How it might have come in may be seen from 
the parallels in Rhet. 2. 23, 1399 a 7 παράδειγμα εκ του 'Ζωκράτονς 
του Θεοδεκτου· “ είς ποιον ιερόν ήσεβηκεν; τινας θεών ου τετίμηκεν 

ών ή πόλις νο μ ίζει; ” and Rhet. 3· J6, I 4 1 7 a 2 9 παράδειγμα 
το εκ τής Α ντιγόνης, ότι μάλλον  του αδελφού εκήδετο η άνδρδς η 

τέκνων τά μεν γάρ αν γενεσθαι άπολόμενα, “  μητρος δ* εν Ά ιδ ο υ  και 

πατρός βεβηκότων ονκ εστ αδελφός οστις αν β λα στοί ττοτε ” .

κ̂ τών Νίτττρων: Od. 19. 164-260 (see on 16, 1454  ̂3°)· 
Penelope was the victim of a ‘ fallacia consequentis’, as her only 
reason for accepting Ulysses’ statement in 164-200 as true was her 
recognition of the truth of that in 220-248.

π ρ ο α ιρ ε ΐσ θ α ί τε δ ε ι κτε. Aristotle returns to τό άλογον (a 13-17) 
and its general inadmissibility in the Drama. The illustrations in 
a 30-32 show him to be now thinking only of Tragedy; the rule 
here laid down is a restatement of one already formulated for 
Tragedy (15, 1454b 6); and the distinction between εξω του 

μνθενματος and εν τω δράματι has no immediate relation to the 
technique of the Epic. 

a 2 7  άδυνατα ε ίκ ό τα  κτε. According to 9, 1451** 38 the subject of 
the poetic story should be something that is possible as being 
either probable or necessary, τά δυνατά κατά τό είκός η τό άναγκαιον. 

In the present passage Aristotle considers two inferior kinds of 
subject, one that is είκός without being δυνατόν (αδύνατα είκότα), 
and one that is δυνατόν without being είκός (δυνατά απίθανα). The 
former, he says, is poetically preferable to the latter; poetry 
demands not so much truth as a passable semblance of truth 
(comp. 25, 1461 b 11).

λ ό γ ο υ ς : i. e. the μνθοι or stories embodied in the play or poem 
(see on 4, 1449 a 17). τους λόγους, which is the subject of εχειν in 
a 29, is apparently the subject of σννίστασθαι also, σννίστασθαι, 
though a middle in a 34 (comp. 6, 1450 a 37), must be a passive
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nere, as it certainly is in 26, 1462 a 16 (see on 1, 1447 a 9). The 1460® 37 
same rule has already appeared in a slightly different form in 
i & I454b &

|Ja> του μυθεύματος: see on 14, 1453 k 32. a 2 g

Οίδίπους. The article seems to have dropped out before the a 30 
name (see on 4,1448 b 38). έχει has to be supplied from the έχειν 
in the preceding line.

τδ μή είδά'αι, Scil.Tov Οίδίπουν, just as in 16, 1455 a 19 βονλζσθαι 
means βονλζσθαι την ’Ιφιγένειαν, the names being understood from 
the titles of the plays. In some instances, however (16,1455 a 1, 
a 3>a IO)> the personages referred to are not indicated even in this 
indirect way. The fact of Oedipus remaining for years in igno
rance of the circumstances of the death of Laius is an improbability 
in the Ο. T . ; but in Aristotle’s view it is not so serious a fault as it 
might seem, since it is all anterior to the action, and outside the 
play itself.

iv ’Ηλέκτρα: Sophocles E l. 660 sqq. The precise fault Aris- a 31 
totle saw in the story is not quite clear; as the stress, however, 
seems to be on τά Π υ0ια, the probability is that it was the 
anachronism in the reference to the Pythian games ; the fault 
is noted by the Scholiast on E l. 682 (οντω ην έπι Όρέστου δ 
ΐίνθίκος άγων: comp. Schol. on E l. 4 7 ,4 9 ), who may be assumed 
to be reproducing a traditional criticism. The alternative is to 
suppose the absurdity to consist in Clytaemnestra having to learn 
the news for the first time from the παιδαγωγός: ‘ an credibile est 
nullum Argivum hominem ludis interfuisse, qui spectare Orestae 
exitium posset; cum ex universa Graecia eo fieret concursus ? * 
(Robortello).

iv Μυσοΐς: probably in the Μ υσοί of Aeschylus (Nauck, TG F.2 a 32 
p* 47). The personage described as άφωνος εκ Τεγε'ας είς τήν 
Μυσιαν ήκων was no doubt Telephus, a favourite subject for 
Tragedy (comp. 13,1453 a 21). His long-maintained silence, which 
was an element of improbability in the play, passed into a proverb 
in the later Comedy: Amphis fr. 30, 6 Kock έκυφεν ώσπερ Τήλεφος 

πρώτον σιωπή— και δικαίως τούτο γε· άπαντες άνδροφονοι γάρ είσιν 
εν! λόγω.— Alexis fr. 178 Κ. δειπνεί δ’ άφωνος Τήλεφος, νευων 

μόνον προς τους επερωτώντάς τι.
συιάστασθαι, which seems to have the same subject as 0ή in άν δέ a 34 

0ή, must be a middle here (see on a 27).
tv δέ θή, scil. τοιουτον μνθον ό ποιητής, or perhaps (as Bon. Ind.

751 a 25 suggests) το άλογον έν τή συστάσει του μνθον. The usual
POETICS Υ
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14 6 0  a 34 punctuation of this passage is αν δέ θή, και φαίνηται ενλογωτερως, 
ενδέχεσθαι και άτοπον, which Tyrwhitt, with the old reading ευλογώ- 
repov before him, supposes to mean ‘ sin constituat quis et rationi 
consentaneum magis videatur, admittere etiam aliquid absurdi' 
[scii, oportet]. Vahlen, who takes the same view, thinks that 
ενλογωτερως may Stand for ενλογωτερως έχειν (comp. Bon. Ind. 
306a 16), that δει may be supplied with ενδεχεσθαι from the 
context (a 34), and also that ένδεχεσ0αι may mean ‘ admittere’, 
like δέχεσ0αι or αιτοδεχεσθαι. With the amended punctuation the 
following will be the general drift of the passage: having just 
declared a certain procedure to be wrong (εξ αρχήs ον δει συνιστα- 
σθαι roioirrovs), Aristotle adds that in a certain case— αν s ie a  και 
φαίντραι ενλογωτερως ένδέχεσ^αι— it is not only wrong but also 
absurd (και άτοπον). With ενδεχεσθαι we may supply 0εΐναι, from 
αν δέ θ ή ; comp. 25, 1461 a 34 ποοταχώς ένδεχεται (where σημαίνειν 
is understood from the preceding ποσαχως αν σημαίνοι), and Am 
pr. 1.15, 34a 34 νπαρχετω τδ Α παντί τω B, τδ δέ B παντι τω Γ 
ενδεχεσθω (where ένδεχεσθω =  ενδεχεσθω νπάρχειν). For the use 
of ατοπον comp. De div. per somn. ι,4 0 2 1>2θτότε γαρ θεόν είναι 
τδν πεμποντα [scil. τα ενύπνια], προς τή άλλη  άλογια, και τδ μή τοΐς 
βελτίστοις  και φρονιμωνάτοις άλλα tois τνχονσι πεμπειν ατοπον. 

a 35 c*' ’Οδυσσεία. In Od. 13· 116 sqq. Ulysses is said to have slept
on even when the Phaeacians were setting him ashore. Porphyry 
ad loc. (p. 115 Schrader) recognizes the difficulty in the story, and 
quotes the explanation of Heraclides Ponticus: την τών Φαιάκων 
άτοπιαν, καθ' ήν τδν Ό δνσσεα καθενδοντα μή δινπνίσαντες εις την γην 
κατεθεντο, τον τε ΌΒυσσέως τον άκαιρον ύπνον διαλυειν πειρώμενος 

ο Ποντικδ5 Ήρακλειδ-̂ s φησίν άτοπους είναι τους εξ ών ειρηκεν ο ποιητής 
μή στοχαζομενονς περι τον παντός τρόπον τών Φαιάκων κτέ. 

b 2 άφανίζει: see Bon. Ind. 127 a 1. The sense is that the attractive
ness of the accessories (ήδννων; see on 6,1449 b 25) disguises the 
inherent absurdity of the situation. 

b 3 ev tois άργοΐς μερεσι. The meaning of these words has been 
supposed to be explained by what follows, και μήτε ήθικόίς μήτε 
Βιανοητικοΐς; comp. Goulston’s version of the clause, ‘ in partibus 
fabulae ignavis, iis scilicet quae neque moratae sunt neque senten
tiis munitae’. The sense, however, may very well be, ‘ in the 
parts in which there is no movement, and no ethical or rhetorical 
interest,’ i. e. in the purely descriptive parts. For the form of the 
statement comp. Rhet. 3. 2, 1404k 2 σαφή . . .  και μήτε ταπεινήν μήτε 
νπερ τό αξίωμα.
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Hep! 8e προβλημάτων κτε. On the matter in this chapter see 1460 b 6 
M. Carrol, 1 Aristotle's Poetics c. xxv. in the light of the Homeric 
Scholia' (Baltimore 1895). It is added as a sort of Appendix, in 
recognition of the fact that a poem, when once before the world, 
may be exposed to criticism. A ‘ Problem' was originally a 
question propounded for discussion, whether in schools or in 
social gatherings such as Plato supposes in his dialogues. The 
general logic of such discussions is examined and reduced to 
formula in the Topics; but Aristotle takes no account in the 
Topics of the particular kind of Problem with which he is now 
dealing, the literary or critical Problem. This kind of question 
turns on some difficulty in a poem, which an adverse critic will 
censure as a mistake. By an analysis of the postulates and condi
tions of poetry Aristotle is able to determine and classify not only 
the various possible grounds of censure (επιτίμησή), but also the 
various possible lines of defence, by indicating the solution (λνσις) 
or solutions applicable to each kind of objection. In illustrating 
the methods of defence he takes his instances mainly from the 
Homeric poems. Homer had long been a mark for criticism. Every 
kind of defect had been discovered in his two poems, offences against 
morality, absurdities, contradictions and other faults of construc
tion, and even errors of language; the result being that Aristotle's 
contemporary Zoilus, the ‘ Homeromastix', was able to write a 
regular treatise (of considerable magnitude, it would seem) κατά 
της τον 'Ομηρον π ο ίη σ έ ς , on the manifold faults in Homer. The 
position of Aristotle himself in this controversy is clear : he is on 
the side of the apologists, and an opponent of the kind of criticism 
represented by Zoilus. He is ready to meet the critics on 
their own ground with an answer of some sort or description for 
almost every difficulty they can start. The fragments of his 
άττορηματα 'Ομηρικά, a systematic work on this subject (fr. 142- 
178 Teubn.), exhibit the same tendency, and reveal him as a 
master of all the arts of critical casuistry.

ώδ' &v θεωροΰσι γόνοιτ’ &ν φανερόν. For other Aristotelian in- b η 
stances of this repetition of άν see Bon. Ind. 41 a 60.

έπει γάρ ίσ τ ι  κτε. Aristotle prepares us for the various kinds of b 8 
Xvcrcts by laying down a series of postulates, which may supply the 
defence with arguments to meet the attacks of the critics. In 
the first place, he tells us, as the poet is an imitator in much the same 
way as a painter is that, one must remember that his imitation or 
picture of things may be either of things as they are (or were), or

y 2
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1460b 8 of things as they should be, or of things as they are said or 
supposed to be. Secondly, as an imitator in language, the poet 
has by custom more liberty in the use of words than is allowed 
to a prose writer. Thirdly, if the technical correctness of his 
description of a thing is questioned, it is to be remembered that 
poetry, as a distinct art, has a correctness of its own, and that the 
right in poetry is not the same thing as the right in other arts or 
sciences, in politics for instance. At the same time, as the matter 
of poetry brings it into relation with other arts and sciences, their 
standard of correctness cannot be ignored in poetry. An offence, 
however, against their rule of correctness may often be condoned; 
and in certain cases it even admits of justification (b 24), if it is seen 
to conduce to the poetical effect.

ζωγράφο* ή τι$ aXXos eUoiOiroios: see on 2, 1448a 5. The 
term clkovottolos comprises the sculptor as well as the painter of 
portraits.

b 10 οΐα r\y η Ιστιμ. In chap. 2 Aristotle was speaking of persons 
only. In the present passage he uses the neuter in order to 
include the poetic descriptions of things and acts. The order of 
the words ην η Ιστιν is intentional, stories of the past being 
regarded as the normal subjects of both epic poetry and Tragedy 
(see on 2, 14488-18). It may be observed that in 146182 
Aristotle avails himself of the distinction implied in οΓα ην η Ιστιν, 
and suggests that a certain incident, which had been criticized in 
Homer, may have been probable enough in Homeric times.

οΐά φασιμ και δοκβΐ, scil. eivai (which covers the ground of both 
ην and Ιστιν). The difference between the two things (οΤά φασιν, 
οΓα δοκεΓ), so far as there is one, is like that between τά λεγόμ€να 
and τά δοκουντα— ‘ what people usually say and ‘ what people 
usually think, or suppose’.

b i i  οία ctvai Set: comp. b 34.
\l$€t ή και γΧώτται* k t c . λίξις is properly a generic term, 

including the metaphor, the strange word, etc. Here, however, 
Aristotle adds η καί γλώτται* κτΙ., in order to remind us of the 
fact that these various unusual forms of expression are a recognized 
part of the poetic vocabulary. The practical effect of the addition 
is to modify the sense of X4(c 1, and make it stand for κυρία λΙ&ι, 
just as in 1, 1447 a 29 (v. ad loc.) the addition of η τοΐς μίτροις has 
a reflex influence on the preceding word λόγοι*, limiting it for 
the moment to the sense of * prose \ The generic word δνομα 
likewise is occasionally used in a context which gives it the more
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specific sense of κνριον όνομα, (see on 22,1458“· 28). It is hardly 1460 b π  
necessary, therefore, to restore (κυρία) λεξει with Heinsius, or 
λεξει (ή κυρία) with Twining, or λε^ει (ή κυρίοις όνόμασιν)  with 
Vahlen.

πάθη τή$ λε^εω?: i. e. the modifications seen in the επεκτετα- b  12 
μενον. the υφηρημενον, and the εξηλλαyμενον ονομα (2 1, 1458 a i), 
which, though substantially identical with the ordinary words (22,
1458 b 4), are distinguished from them through some deviation 
of form. The term πάθος is used in this same sense by Theo
phrastus in a fragment of his Περί λεξεως  (Rabe, De Theophrasti 
libris περί λε'£εω? p. 6 ) : τίς ή κυρία λεξις, τίς  δ* ή μεταφορική ; καί 

τινα τα πάθη αυτής, οΐον τ ί  αποκοπή, τ ί  συγκοπή, τ ί  άφαίρεσις ;

δίδομε^ γάρ τα υτα : a recognition of what were afterwards known b 13 
as poetic licences. Aristotle has already shown their use and
legitimacy in poetry (22, 1458 a 34).

προ? δε τούτοι? κτε. The kind of criticism Aristotle has in mind 
is one sufficiently familiar to us moderns; we know that a picture, 
for instance, is often censured for errors of anatomy, and a novel 
for errors of history or archaeology. In Aristotle’s view technical
accuracy in such points, though desirable (b 27), is neither the
one thing nor the first thing needful in a poem. Poetry, as a 
distinct art, has an end, a procedure, and a correctness of its 
own; and it is thus quite possible for a description in a poem to 
be poetically right, even though it may be wrong in some technical 
detail.

τη? πολιτική?. Πολίτικη, as the art which deals with human life b 14 
and conduct, might easily seem to stand in a very intimate relation 
to poetry, which has to depict human life and conduct (comp.
6, 1450 a 16 μίμησις πράξεως και βίου)', and as a matter of history 
the connexion between the two arts was posited in the common 
notion of the older poets being authorities on all questions of 
πολιτική, and the great teachers of moral and political wisdom 
(comp. Plato Rep. 598 d, 606 e  ; also Diimmler, Kl. Schriften 1 
p. 30). It is not without reason, therefore, that Aristotle takes 
πολιτική  as his instance here, and emphasizes the distinction between 
the * political ’ and the * poetical ’ standard of right.

It may perhaps be thought that in affirming this distinction 
Aristotle anticipates the idea of * Art for Art ’, and regards poetry 
as raised above the limitations imposed on all ordinary human 
activities by social or moral law. Such a notion would ill accord 
with what we read elsewhere in the Poetics. In Aristotle’s view
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1460b 14 a deviation in poetry from the ethically right is, just like one 
from probability or truth, an exceptional procedure, and to be 
condoned only when it is seen to be necessary for the ultimate 
poetical effect. The tragic hero, if one is to feel pity for him 
in his misfortunes, should be a good man— either better than, 
or at least as good as, the average of mankind. The secondary 
personages too should be each good in their way, unless the plot 
happens to require a character of a lower type; in which case 
his baseness should be no more than is wanted for the evolution of 
the story. iEven Comedy, as Aristotle conceives it, has its ethical 
limitations: the comic personage, though by hypothesis worse 
than the average man, is worse only up to a certain point; his 
faults of character or conduct being such as may be laughed at, i.e. 
they do not excite anger or abhorrence in the normally minded 
spectator in the theatre. /The tacit assumption throughout the 
Poetics is that the theatrical public is on the whole normal in 
its moral instincts and sympathies, and that the poet should never 
lose sight of the factN Readers of the Nicomachean Ethics 
will remember that in tne Aristotelian hierarchy of arts all the 
other arts are regarded as subordinate to πολίτικη, the supreme 
art, which deals with the whole social and moral order of the 
State, and that there is no hint of the so-called ‘ aesthetic’ arts 
being outside its purview and control. 

b 15 αυτής 8c τής ποιητικής διττή άμαρτία. The argument may be 
thus restated: There is always a twofold possibility of error in 
the poet’s μίμησις  or description of things. (1) Starting with a 
correct idea of the object to be described, he may fail to express 
his own meaning; in which case his art as a poet (or μιμητης) is 
at fault, and his faulty description is a sign of artistic or literary 
incapacity. (2) On the other hand the error may be simply due 
to his starting with an erroneous idea of the object; in which case 
it arises not from lack of descriptive power on his part, but from 
insufficient knowledge of something outside poetry, and it is thus 
in the accidents rather than the essentials of the poetic art. Vahlen 
quotes Soph. el. 33, 182 b 33 απορία δ* icrri διττή, η μεν  cv τοΐς 
συλλογισμούς  . . .  ή δ’ cv τοΐς έριστικοίίς, to show that an article is 
not wanted before αμαρτία. 

b  17 άδυμαμίαν : comp. 16, 1454 b 21 δι* απορίαν· δι* αδυναμίαν is 
practically equivalent to δι’ άτ€χνΐαν, through lack of artistic power—  
art being with Aristotle a kind of δυ'ναμις or power (v. Bon. Ind. 
207 b 6).
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e l δε τώ  π ρ οελε'σθ αι κτε. I  have not been able to follow Vahlen 1 4 6 0  b 18  

in his general view of this passage, which in his edition reads thus:—  
el δε τδ  7τροελέσθαι μη όρθως ά λ λ α  το ν  Ιππον (άμ") άμφω  τ α  δε£ιά 

προβεβληκότα η τ ό  καθ' έκάστην τέχνην αμάρτημα οΐον το κατ 

Ιατρικήν η άλλην τέχνην [η  αδύνατα πεποίηται] δποιανονν, ον καθ' 

έαντην.
This reading requires us to take μη όρθως as standing for μη  

όρθως εΐχεν, and ά λ λ α  τό ν  ίππον κτε. as a short way of saying ά λ λ α  

προείλετο μιμησασθαι οΐον τόν Ιππον κτε. It is, however, much 
simpler to suppose that μη όρθως =  μη όρθως μιμησασθαι, and to 
take ά λ λ α  τό ν  Ιππον κ τε. (scil. μιμησασθαι) as a concrete instance of 
the opposite of όρθως μιμησασθαι. The insertion also of άμα 

before άμφω τά δεξιά π ρ οβ φ λη κ ό τα  is unnecessary; these words 
(as the tense of the participle is enough to show) suggest a 
picture; and the fault in the picture consists in the horse in 
motion being depicted with both right legs thrown forward, instead 
of only one of them. As regards the clause η άδυνατα πεποίηται, 

which Vahlen (after Diintzer) excises as a dittographia of the 
άδυνατα π€ποίηται in b 23, it seems to me that the words are 
wanted for two reasons, (1) to enable us to supply πεποίηται after 
τό καθ* έκάστην τέχνην αμάρτημα, and (2) to give the statement the 
requisite breadth. The error in the poet's picture or description 
(comp, πεποίηται) may be in matter.s which come under the cogni
zance of some special art or science (τό  καθ' έκάστην τέχνην αμάρ

τημα), but it may also be in matters of a less distinctly technical 
nature. Aristotle adds η άδυνα τα  πεποίηται όποΐ' άν ovv in order 
to include this latter kind of error. The instance of it in the 
context (b 26) is the absurdity (comp. 24, 1460 a 15), or rather the 
offence against common sense, in the Pursuit of Hector in the 
Iliad. That given in b 31 of the other form of error is a mistake 
in natural history, i. e. in a matter of technical knowledge. The 
distinction, therefore, between the two kinds of error is a very 
real one, at any rate in controversy (v. on 25, 1461 b 24).

τόν ίπ π ο ν  άμφω  τ ά  8ε£ιά  ττρ ο β εβ λη κ ο τα , Scil. μιμησασθαι. In 
Aristotle’s view this is a mistake in natural history, and inconsistent 
with the general law of the diagonal movement of the legs of 
quadrupeds walking as laid down in the De incessu an. 14, 712 a 24 : 
κινείται δε τ ά  οπίσθια πρός τά έμπροσθεν κατά διάμετρον* μετά  γ ά ρ  τό  

δεξιόν των έμπροσθεν τ ό  αριστερόν των όπισθεν κινονσιν, εΐτα  τό  

αριστερόν των έμπροσθεν,  μετά  δέ το ύτο  τό  δεξιόν των όπισθεν . . .  εί 

δέ τοΐς δεξιοΐς άμφοτέροις πρωτοις [scil. εποιονντο την κίνησιν~\, έξω
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1460 b 18 άν iyiyvovTO τών ίρασμάτων και Ιπιπτον άν. He was apparently 
unaware of the fact that the legs of the horse are actually in the 
position assumed to be impossible in certain stages of the amble 
and the rack. A horse with legs in this position is to be seen in 
modern art in Meissonier’s ‘ Cavaliers en marche' (Exposition 
Meissonier, No. 114— Paris 1893). Illustrations from the life will 
be found in E. Muybridge’s ‘ Animal Locomotion’— Philadelphia 
1872-93.

b 21 ότΓοΐ* &v ouv, scil. rj or πζποιημίνα jj. For the omission of the 
verb comp. Soph. el. 17, 175 b 27 όποτίρω y a p  ά ν  ούδέν διαφίρα.—  
Eth. Ν. 3· io. 1115 b 19 ώς ά ν  ο λόγος.— Pol. 6. 3, I318 a 22 δ τι 
ά ν  οι ο λ ί γ ο ι  (also Riddell, Digest of Idioms §  255). We should 
expect simply ο π ο ι α ο υ ν ,  the formula ordinarily used by Aristotle in 
passages like the present.

ου καθ’ έαυτήν (scil. η αμαρτία της ποιητικής) is the apodosis, and 
the opposite of that in the preceding clause (b 17), αντης η αμαρτία. 
The general sense of the passage (with the reading τω προέλίσθαι) 
is briefly this: If it was through a mistake in his original concep
tion of the thing that either the technical error, or impossibilities 
of whatever kind they may be, have got into his description, the 
error in that case does not belong to the art of the poet per se} but 
only per accidens.

ώστε δει τά έττιτιμήματα ktL A Problem in Aristotle’s sense 
of the term is only a kind of question (v. on b 6); but the mere 
fact of a question being raised in reference to the poet’s work 
involves the possibility of an answer unfavourable to him, i. e. of 
an Ιπιτίμημα, a censure or condemnation of what he has said. 
We have had ίπιτίμημα in this technical sense in 19, 1456 b 14, 
and the verb ίπιτιμάν in 17, 1455 a 26, in 19,1456 b 16, and in 22, 
1458 b 6. The criticisms to which a poem is exposed Aristotle 
examines under the three heads indicated in the preceding state
ment (b 7-21), but in reverse order: (1) the strictures passed on 
the poet’s descriptions of things (b 22-32); (2) those relating to 
the kind of subject he has chosen to depict (b 32-1461 a 9); and 
(3) the faults found in his language (1461 a 9-31). After that he 
shows in what way or ways each kind of criticism has to be 
answered.

b 23 τά προς αυτήν τήν τέχνην, scil. του ποιητον ίπιτιμήματα, the 
censures relating to the artistic execution in his imitations.

(el) άδύνατα πεποίηται. Ueberweg suggests that the traditional 
αδύνατα π^ποίηται (without the insertion of ci) may be a rhetorical



way of putting the supposition, such as might be used in an actual 1460 b 23 
debate or discussion. In the course of this chapter Aristotle more 
than once writes as if he were simply reporting a possible debate 
(v. on 33 άλλ' ίσως Set, and on 1461 a Ι  άλλ' ονν φασι).

ήμάρτηται is the natural opposite of the δρθως εχει in the next 
line; comp. Eth. E. 2. II, 1227^21 εστι δέ τον μεν σκοπόν 

ημαρτησθαι, τα  δέ προς εκείνον π€ραίνοντα δρθως εχειν.— Eth. Ν. 8.
12, 1160^30 αντη μεν ονν [scil. η άρχη] όρθη φαίνεται, η Περσική 
δ’ ημαρτημένη .— Eth. Ν. 6. Ι Ο ,  1142^10 επιστήμης μεν yap ονκ 

εστιν όρθότης, ουδέ yap αμαρτία.— 2. 2, I I 04 b 32 περί πάντα  ταυτα 
δ αγαθός κατορθωτικός εστιν δ δέ κακός άμαρτητικός.

τό γάρ τόλο5 εϊρηται: a reason for the statement that follows b 24 
(see on 21, 1457 b 34)· For the use of εϊρηται (which has been 
very unadvisedly questioned and altered into ενρηται, αίρείται, 

ειληπται, or τηρείται) see on II, 1452 b II.
ει o u t c u s  εκττΧηκτικώτερον κτε. is appositional to et τυγχάνει τον b 25 

τελονς τον αντης. Vahlen compares Metaph. E  3, 1027 a 30 et yap 

μη  τούτο, εζ ανάγκης πάντ εσται, εί τον γιγνομενον και φθειρομενον 

μη κατά σνμβεβηκός αίτιόν τ ι ανάγκη είναι.— Plato Gorg. 522 C  et 
εκείνο γε εν αντω  ύπαρχοι, ω Καλλίκλεις, δ σν πολλάκις ωμολόγησας, 

εί βεβοηθηκως εΐη αντω κτε.*, and Hyperides Euxen. 23, 24, Lysias 
3, 38. The clause only gives an illustration, not a complete 
account of the end of poetry. That surprise is one of the 
legitimate effects of poetry was definitely said, though the point is 
nowhere demonstrated, in 24, 1460 a 11 ; it has been assumed also 
in 9, 1452 a 4, in 14, 1454 a 4, and in 16, 1455 a 17. For the 
meaning of εκπληκτικώτερον see on 14, 1454 a 4·

(ή ρή) ήττον : Metaph. K 5? I002a 25 δόζειε δέ καν ονχ ίππον b 27 
είναι φάσκων τον άνθρωπον η μά λλον η ουχ ηττον άληθενειν η ονκ 

άνθρωπον.

ήμαρτήσθαι here seems to be a dittographia of the ημαρτησθαι b 28 
in the next line (J. of Phil. 14, p. 52).

Set γάρ κτε. ι comp, the parallel statement as to the avoidance 
of άλογα in 24, 1460 a 28. The general rule is that the descrip
tions in poetry should be in accordance with the technical standard 
of correctness; but at the same time there are cases in which 
some sacrifice of technical accuracy may be requisite to produce 
the poetic effect (b 24; comp. 1461^11 πρός την ποίησιν), and 
in these the end justifies the means. This is the only direct 
answer to an objection of this kind. But if such an answer is 
not possible, it may perhaps be urged, in mitigation of censure at
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146ο13 28 any rate, that the technical error is in a minor matter (b 3i), and 

as such, a venial fault in an imitative art. 
b 29 ετι ττοτ̂ ρων Ιστι τδ άμάρτημα κτέ. is not a λυσις proper, but an 

attempt to minimize the offence. In a λνσ ις  proper the point to 
which the opponent has taken exception is shown to have another 
aspect, and to be right (όρθως έχει b 24) when viewed in that other 
aspect.

b 30 των κατα τη»' τέ χ ν ψ  : in matters belonging to his art, i. e. the art 
of poetry, as distinct from matters outside poetry, and only acci
dentally (κατά, σνμβεβηκός)  connected with it. Vahlen draws 
attention to the change of construction, κατ’ άλλο σνμβεβηκός  

instead of τών κατα σνμβεβηκός. For the appositional clause after 
7τοτίρων comp. Eth. N. 9. 1, 1164 a 22, and Rhet. 3. 5, 1407 b 15. 

b 31 ελαφος θήλεια κέρατα ουκ ε χ ε ι: Η. A. 4· ΙΧ> 53  ̂b *8 κέρατα 

ελαφος θήλ^ια ονκ εχει.— De part. an. 3· I ,  662 a I  τών ελαφων oi 
μεν αρρενες εχονσι κέρατα, αί δε θήλειαι ονκ εχονσιν. The hind 
seems to have often been represented as having horns not only by 
poets (v. Nauck, Aristophanis Byz. fr. p. 61), but also by artists; 
comp, the Scholiast on Pindar 01. 3, 52: επιμελως oi ποιηται την 

θηλειαν έλαφον κέρατα έχουσαν εισάγονσιν, καθάπερ και την θηλάζονσαν 

τον Τ ηλεφον γράφονσι και πλάττονσιν. 

b 32 άμιμήτως is the opposite of μιμ η τ ικως. In Probl. 29. I O ,  951 a 6 
(the only Aristotelian passage in .which it recurs) αμίμητος  is the 
opposite of μ ιμ η τό ς; but it is not uncommon with negative words 
of this type to have two senses, an active as well as a passive; 
αναίσθητος, for instance, is the opposite not only of αισθητός but 
also of αισθητικός. The negative idea in this and similar privative 
terms must not be pressed too far (see on άηθεις 6, I450a 25); 
άμιμψ ω ς έγραψεν only means that the picture did not adequately 
express the artist’s meaning, i. e. did not express it in a way to be 
understood by others. A failure of this kind, which arises Si 
αδυναμίαν, through lack of artistic capacity (see above on b 17), is 
inexcusable in a μιμητης, whose work must be intelligible, if it is to 
give us the pleasure of a μίμημα  (v. 4, 1448 b 15).

προς δε τούτοις κτε. Aristotle passes on to the έπιτιμηματα  

which come under the first of the three heads in the survey in 
b 8 sqq. The objector is supposed to urge either that the poetic 
picture is not true to fact (comp, ola ην η εστιν, b 10), or that it is 
not better than the reality (comp. οΓα είναι δει, b 11), or that it 
is not in harmony with tradition or opinion (comp, old φασιν και 

δοκεΐ b 10). The answers to these criticisms may take the follow-
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ing forms:— (1) If not true to fact, the picture is perhaps better 1460b 32 
than the reality; (2) if neither true to fact nor better than the 
reality, it is perhaps in accordance with opinion; (3) if not in 
accordance with opinion, it is perhaps true to fact. There are 
thus three λ ύ σ ε ις  for this class of επιτιμήματα. Aristotle omits to 
mention a fourth λ υ σ ις , the plea of poetic necessity (προς την 

ποίησιν, 1461^9), which is, wherever possible, a valid answer to 
almost any criticism.

aw  ίσ ω ς δ ε ι= ά λ λ ’ ίσ ω ς  δει είναι, just as in the next line οιους δει b 33 
= ο Γ ο υ ς  δει είναι (comp. Bon. Ind. 239 a 16). The answer is vividly 
introduced by ά λ λ α , the word the defender himself might use in an 
actual discussion.

οΐο ν κ α ι Σ ο φ ο κ λ ή ς : see on 6, 1450a 37. A similar remark is 
attributed to the poet Philoxenus, Φ ιλ ό ξε ν ό ς  ό ποιητης είπόντος τινδς, 

δ ια τ ι Σοφοκλής )(ρηστάς π α ρ ε ισ ά γ ει τ ά ς  γυναίκας αυτός δέ φαύλας, 

εΐπεν, νΟ τ ι  Σοφοκλής μεν  οια ς δει είναι τα ς  γυναίκας λ έ γ ε ι, εγώ  δέ οΐα ι 

ε ισ ιν  ( S .  Maximus Conf. 2 p. 6 3 2  Combef.).
ταύττ] λυ τεο ν. Having introduced an illustration (the saying of b 34 

Sophocles), Aristotle adds ταύτη λυτεον, repeating the sense of the 
words preceding the illustration. This is an instance of what 
Riddell, Digest of Idioms § 209, terms the Binary structure with 
comparisons, when ‘ the fact illustrated is stated (perhaps only in 
outline) before the illustration, and re-stated after it/ For other 
Aristotelian instances see Vahlen, Aristotelische Aufsatze 1 p. 6, 
and my Textual Criticism of the Nic. Ethics p. 27.

δ τ ι ουτω  φ α σ ίν  =  λυτεον  ό τ ι οΰτω φασιν  είναι. The construction b 35 
λ υ ε ιν  οτι (‘ to refute by saying that') is found in Soph. el. 24,
* 7 9  b  3 4  άμαρτάνουσι και ol λυοντες οτι ά π α ς αριθμός ολίγος.— R h e t .

2. 25, 1402 b 34 οϋκουν ικανόν αν λύση οτι ουκ άναγκαΐον, ά λ λ α  δει 

λ υ ε ιν  ό τ ι ουκ εικός.— Fr. 166 (Teubn.) ε σ τ ι δέ λ υ ε ιν  .  .  .  ό τι 

το ια υ τα  ην.

τά  π ερ ί θ εώ ν : i. e. the poetic statements about Gods, though 
neither true nor better than the truth, may perhaps be said to be 
sanctioned by opinion, and to be what people are in the habit of 
repeating of the Gods.

ώσπερ Ξενοφάνει, scil. έστιν , ‘ as they are in the view of Xeno- 1461a I 
phanes' (v. Kiihner, Gr. Gr.3 2. 1, p. 421). Other Aristotelian 
instances of this use of the dative are De caelo 3. 8, 307 a 16 Δ ημο-  

κρίτω δέ και η σφαίρα  ώς γωνία τις ούσα τεμνει ώς ευκίνητον.— De 
gen. et corr. 1.8, 325 b 15 Έ/χ,πεδοκλεί τίνα τρόπον έσ τα ι γένεσ ις  και 

φθορά και άλλοιωσις, οΰ δήλον. Xenophanes, we must remember,
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1461a i was the first to lift up his voice against Homer and Hesiod, as the 
great exponents of a false and immoral conception of the Gods 
(see fr. 10-12 Diels).

d\X* ouv=‘ but at any rate’ (Kiihner, Gr. Gr.3 2. 2 p. 160; 
comp. Bon. Ind. 33 b 33). 

a 2 £ γ χ ε α  δ ε  σφιν κ τ ε .  : II. 10. 152 « γ χ ε α  δ ε  σφιν όρθ’ ε π ι  σανρωτηρος 
έλήλατο. The difficulty here is thus stated in a fragment of the 
Άπορήματα  'Ομηρικά (fr. 160 Teubn. =  Porphyr. in II. I.e. p. 145 
Schrader), where the same solution is suggested: φανλη δ ο κ ε ι  

ε ίν α ι  η των δ ο ρ ά τ ω ν  ε π ι  σανρωτηρας σ τά σιν  και Βη πανταχον θόρυβον 
ηΒη πεποιηκ€ ννκτωρ ε ν  μόνον π ε σ ό ν .  λ υ ε ι  δ* 'Αριστοτέλης λ ε γ ω ν  δ τ ι  

τοιαντα ά ε ι π ο ι ε ί  'Όμηρος οΐα ην τ δ τ ε .  ην δ ε  τοιαντα τά παλαιά  
ο ίά π ε ρ  κ α ι  ν υ ν  ε ν  τ ο ι ς  βαρβάροις· π ο λ λ ο ί  δ ε  οντω χρωνται  τ ώ ν  

βαρβάρων. A similar justification of Homer, by reference to a 
primitive custom still surviving among barbarians, is found in fr. 
166 (  =  Porphyr. in II. 24. 15, p. 267 Schr.): δ ια  τ ι  ό Α χ ί λ λ ε ι α  τ ο ν  

"Εκτορα ε ι λ κ ε  π ε ρ ί, τ ο ν  τάφον τον Π α τ ρ ό κ λ ο υ  π α ρ α  τ ά  ν ε ν ο ρ ,ισμένα 
ποιων ε ι?  τ ο ν  ν ε κ ρ ό ν ;  . . . ε σ τ ι  δ ε  λ υ ε ι ν ,  φησιν Α ριστοτέλης , κ α ι  ε ις  τ ά $  

υπάρχοντα άνάγοντα έθη, ότι τοιαντα ην, ε π ε ι  κ α ι  ν υ ν  ε ν  Θ ε τ τ α λ ι ^  

π€ριέλκονσι π ε ρ ι  τ ο υ ς  τάφους. 
a 3 σαυρωτηρος. If the form in the quotation in the Άπορηματα  

'Ομηρικά is to be trusted, Aristotle’s text of Homer would seem to 
have had σανρωτηρας, the reading of Aristophanes. 

a 4 καλώς ή μή καλώς =  π ό τ ε ρ ο ν  κ α λ ώ ς  η μη  κ α λ ώ ς  (ν. Kiihner, Gr. 
Gr.3 2. 2 p. 532). The objection Aristotle is now considering is the 
moral objection, the criticism that something said or done by 
a personage in a poem was not morally right (otov εΤ να ι δ ε ι  

1460 b 11). His point is that, before admitting the validity of such 
an objection, it is proper to take the circumstances of the word 
or deed into account, e.g. (1) the person to whom it was said or 
done, (2) the moment, (3) the instrument used, and (4) the motive 
in the mind of the speaker or agent. Eth. N. 3, 1, i m a 4 
contains a fuller statement of the circumstances that may lead us 
to modify the severity of our moral judgements (comp. fr. 174 
Teubn.).

a 7 ττρός δν κ τε .: i.e. πρός ov . . . επρα£εν η ελε£εν δ πράττων η 
λεγω ν.

a 8 δ τ ε .  Plutarch (De aud. poet. 26 f )  defends the four lines in 
II. 9 .  458-61, which Aristarchus is said to have excised, as being 
π ρ ο ς  τ ο ν  κ α ι ρ ό ν ;  comp. Porphyr. in II. 9 . 203, p .  135 Schr. 01 μέν 

yap από της λ ε £ ε ω ς  λνονσι . . .  ol Be από τον καιρόν, δ τ ι  νν£.
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μείζομος άγαθοΰ : An. pr. 2. 22, 68 a 35 αΣρετώτερον δε το μεΐζον 1461 a 8 

άγαμον και έλαττον κακόν ή τό έλαττον άγαμόν και μεΐζον κακόν 
(comp. Rhet. 1. 10, 1369 b 25).— Porphyr. in Od. 13. 119, p. 117 
Schr. πολλάκις yap των iv μια  ττράζει και δυσχερές υπάρχει τ ι και 
άγαμόν, και μάλλον εστιν αιρετόν τό άγαμόν ή τό κακόν φευκτόν' 
διόπερ ουκ άττοδοκιμάζομεν τάς τοιαυτας πράξεις.

τ ά  δέ π ρ ό ς  τημ λε'|ιν κτε. Aristotle's examples show that the a 9 
difficulties coming under this head are of every possible kind; 
the one point they have in common is that they turn on language, 
and may be met by the discovery or adoption of another interpre
tation of the language in the incriminated statement.

διαΧόειμ is simply a synonym for λΰειν (Bon. Ind. i8 4 a 4 3 ;a iO 
HSt. s.v.).

γ \ ώ τ η ] : i. e. by taking some word in the passage as a γλώττα 
(see 21,1457 b 4). For the instrumental dative, of which there are 
so many other instances in the context, comp. Soph. el. 24,179638 
cvioi δέ και τω διττω λΰουσι τους συλλογισμούς.

οΰρήας μέμ π ρώ τομ : II. I. 50 ονρήας μέν πρώτον έπωχετο και κυνας 
άργους. The difficulty the ancients found here was to understand 
why the mules were made to suffer first (v. Porphyr. ad loc. p. 4 
Schrader). Aristotle’s interpretation of ovprjας, which survives in 
Hesychius (s. ν. ουρείς and ονρήας), is condemned in Schol. Ven. A  
on II. 1. c. (presumably from Aristonicus): ότι ουκ όρθως τινες 
ovprj ας τους φύλακας· αντιδιαστέλλει yap δια του αΰτοίσι, and again 
on II. IO. 84 : ά^ετείται, ότι ονρήων βούλεται λεγειν τών φυλάκων, και 
ουκ έκράτησεν του σχήματος· ovpov yap λέγει ώς κούρον τον φύλακα, 
ονρεα δε τον ήμίονον.

δς ρ* ή τ ο ι ε ίδ ο ς : II. I Ο. 3 16 ος δ  ̂ τοι είδος μέν εην κακός, άλλα. a 12 
ποδώκης. The question raised was apparently this: How could 
Dolon, if ill-shaped, have been swift of foot? The answer of 
Aristotle is that είδος κακός may have meant in Homer not 
‘ ill-shaped ’, but simply ‘ ugly ’ or ‘ ill-looking ’ ; he suggests that 
είδος may have been used not in its normal sense of ‘ shape \ but 
in a strange sense (as a γλώττα) corresponding to that of the 
derivative ευειδής in the Cretan dialect. His explanation of 
the word reappears in Schol. Bachm. on II. 2. 58: είδος επί του 
προσώπου, and in Hesychius (s. V. είδη) : είδος . . . όψις, πρόσωπον.

τ ό  γ ά ρ  ευ ε ιδ ές  κτέ. The traditional reading τό γάρ ευειδές οι a 13  

Κρητές ευπρόσωπον καλουσι is supposed to mean that the word 
ευειδές is applied by the Cretans to that which is ευπρόσωπον; 
comp. Tyrwhitt’s rendering, * Cretenses ευειδές vocant quod facie
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1461a 13 speciosum est*, and Vahlen's ‘ vocabulo quod est ενει8ες Cretes 
ευπρόσωπον appellant \ The difficulty however is in the absence 
of the article with the subject, which produces an intolerable 
ambiguity. I  have accordingly ventured to restore ( τ ό )  ευπρόσωπον 
on the analogy of Aristotelian usage in the context (τό  άκρατον 
. . .  το  θάττον) and in 6, 1449b 29, as also elsewhere, e.g. in 
Metaph. Δ  29, 1025 tt II τό  χωλαίνειν τ ό  μιμεΐσθαι λόγων, Vahlen 
quotes a number of passages from other writers in defence of the 
vulgate, but as it seems to me, they are not all quite to 
the point; those from Plato (Theaet. 190a and Crat. 410c) at 
any rate may very well admit of another interpretation. The 
more important of his instances were discussed by W. Dindorf, 
Preface to Demosthenes p. lxii ed. Teubn. In two of them the 
anomaly may be removed at once by the same expedient, the in
sertion of a second article: Demosthenes 23, 33 τ α  yap άποινα 
( τ α )  χρήματα ώνόμαζον oi παλαιοί.— Xenophon Mem. 3. 14. 7 ελεγε 
δέ καί, ω ς τό  ενωχεισθαι ev τη Αθηναίων γλώττη ( τ ό )  εσθίειν κ α λο ιτο .

a I4 ζωρότερον κτε.: II. 9· 202 μ̂ ίζονα 8ή κρητηρα, M c v o it io v  vlef 
καθίστα, ζωρότερον δέ κεραιε. Porphyry’s note on this is : άπρεπες· 
ως yap επι κωμον ήκονσιν άκρατότερον δ ιδ ον α ι παρακελενεται. οί μεν 
yap από της λεξεως λνονσι· τ ό  γάρ ζωρότερον είναι τάχιον κτε. (ρ. 135 
Schrader). Plutarch Qu. conv. 5. 4, 677 f  tells us that this was 
one of the many Homeric statements to which Zoilus took 
exception.

a  1 5  α κ ρ α το κ . The comparative άκρατότερον is the usual equivalent for 
ζωρότερον in the Homeric Scholia, and in the lexicographers : 
Apollonius Lex. p. 81 Bekk. ζωρότερον άκρατότερον.— Hesychius 
ζωρότερον· άκρατότερον. ενιοι δέ τάχιον· The reading άκρατον, 
however, is sufficiently certified by Ath. 423 e  τιν έ $  δέ και το παρ 
Όμήρω * ζωρότερον δέ κεραιρε * ονκ άκρατον σημαίνειν φασίν, ά λ λ α  

θερμόν . . . ά λ λ ο ι  δέ τ ό  ευκρατον, ώσπερ τ ό  8ε£ιτερον α ν τ ί τον 8ε£ιοΰ 
(comp. Plutarch Qu. conv. 5. 4, 677 d ).

ώς οίΐ'οφλυζιΐ': comp. Probl. 3. 5> 87Ι&27 δια τι οί οίνόφλνγες 
τρεμονσι, καί μάλλον οσω αν άκρατοποτωσιν ;

a  1 6  ά λ λ ο ι  μ,ίν ρα  κτέ. : : II. ΙΟ . I  ά λ λ ο ι  μεν παρά νηνσίν άριστηες 
Τίαναχαιων εν8ον πανννχιοι must be the passage Aristotle had in 
mind; but he seems to have mixed it up with that in II. 2 . 1 ά λ λ ο ι 

μεν pa θεοίτε και άνερες ιπποκορνοτ α ί  εν8ον πανννχιοι. The difficulty 
in the passage was its inconsistency with II. 10. 11-13 (on the 
revelry and other signs of life among the Trojans), ή τ ο ι  or ες 
πε8ίον τό  Τ ρ ω ικ ό ν  άθρήσεic, θανμαζεν πνρά πολλά, τ α  καίετο Ίλιόθι
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π ρ ο , α υ λώ ν  συριγγών τ' ενοπην δμαδόν τ' ανθρώπων. Aristotle’s 1461a l6 
solution, it will be observed, consists in saying that πάντες may 
mean practically no more than ‘ many ’, and be an instance of the 
metaphorical substitution of a specific in lieu of a generic term 
(v. 2 1, 14 57 b 8). The word πάντες, therefore, must have appeared 
somewhere or other in the text of the Aristotelian quotation (comp.
Tyrwhitt ad loc.). Grafenhan found a place for it by writing 
πάντες instead of ά λ λ ο ι, and Tyrwhitt by restoring πάντες ο μου for 
πανννχιοι. A simpler expedient would perhaps be to suppose the 
passage, as Aristotle remembered it, to have run thus: ά λ λ ο ι  μεν 
pa θεοί τε και άνερες ένδον ( ά π α ν τ ε ? )  | πανννχιοι.

ή  τ ο ι ο τ  ίς π εδ ίο υ  κτε.: II. io. 1 1 - 1 3  (quoted above). The a 18  

omission of the line θανμαζεν πυρά πολλά, τ α  καίετο Ίλιόθι προ may 
very well be due to Aristotle himself; it is difficult, however, to 
hold him responsible for the form the next line has in the 
MS., α υ λώ ν (Γvρίyyωv τε δμαδόν— which the editors (following 
Sylburg) have made into α υ λώ ν συριγγών θ' δμαδόν (or ομαδον) ; he 
must have known that the meaning thus given to δμαδος was not 
in accordance with Homeric usage. The accentuation too of the 
word in the manuscript (δμαδόν) is difficult to account for. I think 
that it may perhaps represent δμαδόν, i. e. δμαδόν with an enclitic 
after it; so that the reading in the MS. may be the wreckage 
of an older reading, α υ λώ ν συριγγών τ ’ ε ( ν ο π ή ν )  δμαδόν (τ  ανθρώ
πων), in other words, of the line as it appears in the ordinary text 
of Homer.

τδ γαρ πάστες άμτι (τ ο υ ) πολλοί. Porphyry on Od. 12. 374 a 19 
(p. 113  Schrader) records a similar interpretation of π ά ν τ α  in II. 3.

277 : εναντίον τούτο [scil. Od. 12. 374] τω Ή ε λ ΐ 0 5  θ' o s  π ά ν τ *  

ε φ ο ρ a s  κ α ι  π ά ν τ ' ε π α κ ο ν ε ις * άφ' εαυτόν γάρ έχρήν εγνωκεναι 
τδν π ά ν τ α  εφορώντα. λνοιτο δ' αν η τρ λεζει· τ δ  γάρ π ά ν τα  δηλοΐ 
τ α  πλεΐστα κτε.

οιη δ’ άμμορος : II. ΐ8 .  4&9 ( =  Od. 5 · 215) °*V δ* άμμορόs ε σ τ ι a 20 
λοετρών Ώκεανοΐο (said of the Great Bear). The astronomical 
difficulty in the line, which even led some of the Homeric critics 
of antiquity to alter the text (v. Strabo p. 3 Cas. and Apollonius 
Lex. p. 29 Bekk.), is thus stated by Porphyry ad loc. (p. 225 
Schrader): άνιστόρητόν εστι το ύ το · κατηγορουσι μεν γάρ κατά τδ ν  

περι της*Αρκτον λόγον φάσκοντος ο ιη  δ* ά μ μ ο ρ ό  s co- τ ι  λ ο ε τ ρ ώ ν  
Ώκεανοΐο· καβά λου γάρ π ά ν τ α  τ α  εν τω άρκτικω μη δννειν. Aristotle’s 
solution (which is not mentioned in the Scholia or elsewhere) is 
to take οιη as a generic in the place of a specific word, i. e. as an
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a 20 instance of a kind of metaphor already recognized in 21, 1457 b 7 
(άπδ του γένους έπι εΐδος). 

a 21 τδ γάρ γμωριμώτατοί' μόνον. Vahlen quotes Eth. N. 7· *4» 
ί i 53 13 35 διά το μυόνας ονν γνωρίμους είναι ταντας [scil. τας ήδονά?] 
μόνας οιονται είναι. For the substitution of μόνον, as a synonym 
for οΐη, compare the use of κωλυθψαι in a 34 to represent Homer's 
έσχετο.

κατά δέ προσωδίαν, scil. δει λυειν (or διαλνειν), understood from 
a 9 τά 8ε προς την λέ£ιν δρωντα 8εΐ διαλνειν. κατά means ‘ by 
reference to', as in κατά το έθος της λέ£εως in Ά 2*j) it iŝ  the 
equivalent of the instrumental dative we find elsewhere in the context 
(see on a 10) with λυειν (or διαλυειν).

Προσωδία with Aristotle comprises accent, breathing, and quan
tity— all the elements in the spoken word which in the ancient 
mode of writing were left to be supplied by the reader. For 
accent as a form of προσωδία see Soph. el. 4, 166 b 1 (v. infra on 
a 23); 2i, 177 b 35; and 23, 179 a 14. Breathing is distinctly 
said to come under this head in Soph. el. 20, 177 b 3 το όρος και 
όρος τη  προσωδία λεχθέν σημαίνει έτερον, άλλ* έν μέν τοΐς γεγραμ- 
μένοις ταυτδν όνομα, όταν εκ των αντων στοιχείων γεγραμμένον η και 
ωσαύτως, κάκεΐ δ* ηδη παράσημα ποιούνται, τά 8έ φθεγγόμενα ου 
ταύτά. That quantity also was regarded by Aristotle as a part of 
προσωδία may be inferred from the position of μήκει και βραχυτητι 
in the enumeration in 20, 1456 *>32 (v. Schmidt, Beitr. zur Gesch. 
der Grammatik p. 188). His idea of προσωδία, therefore, agreed 
with that of Choeroboscus (Scholia in Dionys. Thracis art. gramm. 
p. 124 Hilgard), ίστέον 8έ ότι έν ταΐς προσωδίαις τρία έστιν είδη· 
εστι γάρ τόνος, χρόνος, πνεύμα (comp. Egger, Apollonius Dyscole 
p. 29, and Schmidt, I.e. p. 185). 

a 22 ‘Ιππία*. The view of Sengebusch (Horn. Diss. prior p. 206) is 
that he lived in the second half of the fifth century, and may perhaps 
be identified with the Hippias of Thasos mentioned by Lysias 
(13. 54 and 61) as one of the victims of the Thirty Tyrants. 
Schrader (Porphyr. in II. p. 413) doubts whether there is any 
sufficient evidence for this date.

δίδομε  ̂ δ«ί ol. The parallel in Soph. el. 4, 166 b i (v. on a 23) 
shows that δίδομεν δε οί ευχος άρέσθαι was the reading in Aristotle's 
Homer in II. 2. 15, where our existing vulgate has Τρώεσσι δέ 
κηδε έφ ηπται; the reference too in the parenthesis, ώσπερ Ίππια* 
έλυεν δ Θάσιο*, shows that Hippias must have had the same reading 
before him. It is clear that we have in this instance at any rate
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a real variant, and not one of Aristotle’s misquotations, δίδομε 1461a 22 
δε · Tot ευχο? άρεσθαι occurs in II. 2 1. 297, but in a context very 
unlike that of II. 2. 15 . The deceptive dream of Agamemnon in 
II. 2. 8 sqq. had been criticized by Plato Rep. 382 e, as making 
Zeus a deceiver; and it was felt to be a difficulty by several of the 
grammarians (v. Porphyr. in II. I .e .  p. 23 Schr.). As the half-line 
δίδομεν δέ ot ενχος άρεσθαι seems to credit Zeus with a direct 
lie, this was doubtless the difficulty which Aristotle and Hippias 
thought to remove by the artifice of reading ΔΙΔΟΜΕΝ not as 
δίδομεν, but as διδόμεν, i. e. as an infinitive in the sense of an 
imperative, so as to shift the actual falsehood from Zeus himself 
to the Dream-god (comp. Wolf, Prolegomena ad Horn. p. 128 ed. 
Peppmiiller).

τδ  μ εν ου κ α τ α π υ θ ε τ α ι ο μ β ρ ω : II. 2 3 . 3 2 7 'ί&τηκε £νλον ανον δσον a 2 3  

τ  δργνι νπερ αΐης, η δρυδς η πενκης' τ δ  μλν ον καταπυθεται δμβρω.
Our text of Homer embodies the suggestion of Hippias, ου for ον.
The objection to the older mode of reading the word (ov) was 
probably this, that the statement was against scientific truth, oak 
and pine being held to be among the woods least liable to rot 
through moisture (Theophr. H. P. 5. 4, 3).

The view of Hippias is given with greater fullness in Soph. el.
4> 166 b I I παρα δέ την προσωδίαν εν μεν rots ανευ γραφής διαλεκτι
κοί? ου ράδιον ποίησα ι λόγον, εν δε τοΐς γεγραμμενοις και ποιημασι 
μάλλον, οΐον και τδν ^Ομηρον ενιοι διορθουνται προς τους ελέγχοντας 
ως άτόπως ειρηκότα “  τδ  μεν ου καταπυθεται δμβρω ” . λυουσι γαρ 
αυτδ τη προσωδία λεγοντες τδ  Ο Υ  δζυτερον. και τδ περί τδ εννπνιον 
του * Αγαμεμνονος, οτι ουκ αντδς δ Ζευς εΐπεν “  δίδομεν δε οι ενχος 
αρεσθαι ”, ά λ λ α  τω  ενυπνίω ενετελλετο διδοναι. On this passage 
Alexander, or rather Michael Ephesius (p. 33 Wallies), has a 
comment which, besides serving to explain the passage in the 
Soph, el., is not without interest for the history of the early criti
cisms On Homer: τινες ονν εκάκιζον τδν * Ο μηρόν, περισπωμενως τδ  

ον άναγινωσκοντες και λεγοντες ατοπόν τι αντδν ειρηκεναι δια. τούτον, 
ως λεγοντα δήθεν οτι τον £υλον εκείνου . . .  τ ι μεν κατασηπεται τι δε 
ον κατασηπεται· εί γαρ μη και τοντο εδήλωσεν εναργως, τδ τ ί δε ον 
κατασηπεται λεγονσιν αντικρνς δηλονσθαι δια τον ειρημενού, τον “  ου 

τδ μεν καταπυθεται ”  . . .  . επιδιορθονται δε τοντονς [έν  τω  περί ΤΙοιη- 
τίκης], ως αυτδ? ’Α ριστοτέλης εν τη *1?ητορικη [read with Vahlen, 
εν τω περί ΐίοιητικής] φησιν, *Ιππίας δ ®άσιος μη περισπωμενως 
άναγινωσκων τδ  όν ά λλ* άποφατικως, δπερ αντδς δεύτερον εΐρηκεν, 
ινα η τδ λεγόμενον ώ? η πενκη τδ  δενδρον ον καταπυθεται δμβρω . . . .

POETICS Ζ
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a 23 τό δ* ετερον [scil. παράδειγμα] τό επαγόμενον, τό περι τό ενυπνιον τον 
Άγαμεμνονος, ο φησ  ι τον Δια ειπειν τό “  δίδομεν δε οί εύχος άρεσθα ι \  
ονδαμον κεΐται εν τη  Ίλιάδι . . . .  είσϊν ονν τα ρήματα τον Διό? 7τρδς 
τον δνειρον ότι /3α? ταντα ειπέ τω Ά γαμεμνον ι ότι δίδομεν αντίο πάντες 
οί θεοί την νίκην, φασίν ονν οί ταντα λεγοντες ώς εντανθα αμαρτάνει 
δ ποιητής εΐσάγων τον Δ ια  διαλεγόμενον ταντα τω ονείρω καί τρό
πον τινά ψενδόμενον, οπερ ονκ εστι θεον. οί γουν επιδιορθονμενοι 
τούτον φασιν ώς ον τω Άγαμέμνονι δ Ζενς ελεγε τδ ενχος 
δοθήναι άλλα τω ονείρω κατά τον Άγαμεμνονος' άναγινώσκονσι δε

CC O/C» f  I )  )  \ Λ  / Λ  > /  Μ Οι\ \ Λουτω?, “  οιόομεν όε οι , αντι τον σοι, τω ονείρω. εστι όε και τοντο
ψενδος' δ yap αυτό? νους εστι καν δ τόνος άναβιβασθείη καν περι· 
σπασθείη ή άντωννμία ή οΐ. πον yovv [? ουν] εστιν ή αμαρτία ; ή ονκ 
είς τδ “ δε ο ί”  άλλ* ei? τό “ δίδομεν”  . . . .  ei yovv [? μεν ουν] τό 

“  δίδομεν δε οί ενχος άρεσθα ι ”  άναγνω τις τδν τόνον θείς εις τδ δι, 
τον Δια ποιεί ψενδόμενον, ώ? νπισχνονμενον διδόναι την νίκην καί μή 

είς εργον εζάγοντα τήν νπόσχεσιν εί δε είς τδ δο τδν τόνον θείς άναγνω 
τδ ε^ης) καί τδν Δ ια του ψενδεσθαι απολύσει, και τω *0 μήρω περιποιή· 
σεται τδ άνεγκλητον, ώς τον Διό? λεγοντος τω ονείρω καί επιτάττοντος 
διδόμεναι αυτόν τον δνειρον τδ ενχος τω Άγαμέμνονι καί μή αντον τον
Διό?, και γουν ό όνειρο? νπισχνεΐται τω Άγαμέμνονι τδ ενχος καί
ψεύδεται, καί ονχ δ Ζενς αντός.

It will be observed that in the explanation of II. 23. 328 in the 
Soph. el. the negative ου is said to be distinguished from the pro
noun ου by being pronounced δξντερον, i. e. όξντόνως. This takes 
us back to a time when ου was oxytone wheresoever it occurs (comp. 
Kiihner, Gr. G r.3 1. 1 p. 331), as it was held to be by more than 
one of the grammarians: Herodian 1 p. 504 Lentz τα εΐ? οΰ 
περισπώνται, π α ν τ α χ ο ν , ά γ χ ο ν ,  . . . και τα, λοιπά πλήν  του [?τό] 
i δον τδ δεικτικόν, ιου τό σχετλιαστικόν, και ον τδ άρνητικόν τοντο 
δε καί εν τη σννεπεία οζννεται.

τά  δε διαιρέσει, scil. λυτεον. Διαιρεσι?— a wider term than our 
‘ punctuation 5— is the opposite of σννθεσις (comp. Soph. el. 4, 
166a 23), and includes every sort of break in reading, even one 
only just enough to keep words from being taken together in 
construction. The kind of difficulty to which this solution is 
applicable, may be seen from the instances in the Sophistici 
elenchi, εγώ σ  εθηκα δουλον όντ ελεύθερον (4, 166 a 36), and άρ 

εστιν άγαθδν όντα σκυτεα μοχθηρδν είναι; (20, 177^ 14)— where 
the words are ambiguous and admit of being construed in two 
different ways. With this may be compared what Aristotle says 
in the Rhetoric (3. 5, 1407b 14) on the ambiguities in Hera-
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clitUS: τα γαρ Ηρακλείτου διαστίζαι εργον δια τό άδηλον είναι 1 4 6 1 a 23 
π ore ρω πρόσκειται, τω ύστερον η τω ιτρότερον, οΐον iv rfj αρχή αυτόν 
τον συγγράμματος· φησϊ γαρ “ του λόγου τουδ* Ιόντος act άζννέτοι 
άνθρωποι γίγνονται ” . άδηλον γαρ τό act προς δποτερω (δ ε ι)  
διαστίζαι. On the beginnings of formal punctuation in Greece 
see Schmidt, Beitrage zur Gesch. der Grammatik p. 506, and 
Meisterhans, Grammatik3 p. 11.

’Εμπεδοκλή?. The passage here quoted appears in the editions a 24 
of Empedocles in a somewhat different form, αΐψα δέ θνήτ εφνοντο, 
τα πριν μάθον άθάνατ είναι, ζωρά τε τά πρίν άκρητα, διαλλάξαντα  

κελευθονς (fr. 35» Χ4- Ι 5 Diels); and it is known that Theophrastus 
read it thus, as he adduced it to show that ζωρότ€ρον in Homer 
meant τό κεκραμενον l Athenaeus 423** ®εόφραστος δ’ iv τω περι 
μίθης ζωρότερον φησιν είναι τό κεκραμενον. This is not the place 
to consider either the reading recognized by Theophrastus or his 
interpretation of ζωρότερον and ζωρά. Aristotle has a different 
reading, ζωρά τε πριν κεκρητο; and any difficulty that may have 
been found in it he meets by simply affirming the possibility of 
another διαίρεσις,' another way of construing the words. He does 
not dispute the meaning which was assigned to ζω ρά ; his assump
tion presumably was that ζωρά=άκρατα  (v. a i5). The positive 
ζωρός no longer existed in Attic; but in Ionic the comparative 
ζωρότερον was to be found in Herodotus and Hippocrates, in the 
sense of ‘ having but a small admixture of water’ : Herod. 6, 84 
K λεομένεα δε λεγονσι ήκόντων των Ί^κνθων . . . μαθεΐν την άκρητοπο- 
σίην παρ αυτών . . . εκ τε τόσου, ώς αυτοί λεγουσι, επεάν ζωρότερον 
βουλωνται πιεΐν, “ επισκνθισον ” λεγονσι (where ζωρότερον πίνειν=  
άκρατοποτεΐν).— Hippocrates 2, 654 Κ. οίνον, ην μή τ ι κωλυη, πίνειν 
ζωρότερον παλαιόν επί τεσσαρας ημέρας. There is one instance 
of it in Attic prose, in Theophrastus Char. 4, 9 δανός φαγεΐν και 
ζωρότερον πιεΐν (‘ ungemischten Wein zu trinken’, R. Meister).
Aristotle does not say what the question was that had been 
raised by the critics; it may be supposed, however (comp.
Hermann ad loc.), to have turned on the πρίν before κεκρητο, 
which owing to its ambiguous position may be construed with 
either ζωρά or κεκρητο. If one construes it with κεκρητο, the clause 
will mean ‘ things pure had been before that mixed ’ ; but in that 
case an objector might very well urge the inconsistency between 
this and the statement in the preceding line, in which Empedocles 
speaks of the ‘ mortal ’ forms as assumed by the elements only when 
mixed up together in the actual world (comp. Zeller, Ph. d. Gr.

z  2
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24 i 5 p. 784). On the other hand, if the πριν be taken with ζωρά, the 
sense will be ‘ things before that pure were found mixed up 
together ’ (for the tense of κίκρητο v. Kiihner, Gr. Gr.8 1. 1 p. 152 ; 
Goodwin, Synt. of Gk. Moods and Tenses § 52); and the objec
tion of the critic is answered. The integrity of the text of the 
present passage has been doubted in recent times by several 
scholars of distinction. Bergk (Kl. Schriften 2 p. 86) has sug
gested ζωρά τε πρϊν τά κίκρητο ; Gomperz (Hermes 31 p. 469) 
ζωρά re α (i. e. θ' a) πριν κίκρητο) and Diels (on Emped. 1. C.) ζωρά 
τε τά πριν εκρητο (on the analogy of επΧητο).

25 άθάνατα. As Aristotle is so apt to curtail his quotations, it is 
hardly necessary to restore άθάνατ (εΤναι). For the omission of 
εΓναι see on 24, 1459 h 9.

τά δε Αμφιβολία, scik δει διαλύειν. Aristotle now passes on to 
another kind of ambiguous statement, one capable of two inter
pretations through the presence of an ambiguous term. Such 
a term is said to be άμφίβοΧον (a 26; comp. Rhet. 3. 5 ,14 0 7  a 32); 
and its effect is άμφιβοΧία. άμφιβοΧία  is here the same thing as 
what Aristotle often calls elsewhere ομωνυμία. It may be noted, as 
an instance of his variations in the use of technical language, that in 
Soph. el. 4, 165 b 26 άμφιβοΧία  is distinguished from ομωνυμία, and 
used to describe the ambiguity arising from some ambiguous 
collocation of terms.

26 παρωχηκεν δε πλέω νύ£: II. IO. 251 ά λλ’ ιομεν' μΛΧα yap νυ£ 
άνεται, ίγγυθι 8' ηως, άστρα δε 8η προβίβηκε , παρωχωκεν δε πΧίων 
νυζ των 8υο μοιράων, τριτάτη δ* ετι μοίρα ΧίΧζιπται. The reading 
πλέω, which still survives in some of the M S S . of Homer, and 
was a recognized variant in antiquity, has a certain interest as 
showing the affinity of Aristotle’s Homer with that of Zenodotus, 
who is known to have admitted forms like άμ^ίνω for άμςίνων, γΧυκίω 
for γλυ/aW, and κράσσω  for κρείσσων (La Roche, Horn. Textkr. 
p. 302 ; Lobeck, Path. Elem. 2 p. 281).

The problem was to explain how, if more than two-thirds of the 
night had gone, a third could be still left. According to Porphyry 
ad loc. (p. 147 Schr.) this was one of the earliest difficulties found 
in Homer : των παλαιών ζητημΛτων ωμοΧόγηται είναι το τοιουτο, εν 
οΐ5 φησιν “  άστρα . .  . λε'λειπται ” . πως γάρ, ει αί 8υο μοίραι Ιζηκουσιν 
αύται τε καί ετι τούτων πλέον, η τριτάτη μοίρα λε'λειπται, ά λλ’ ουχι της 
τρίτης μόριον; Among the many solutions he mentions is one from 
the Aristotelian Άπορήμχιτα 'Ομηρικά (fr. 161 Teubn.), επεί ουν και 
της νυκτο5 αί δώδεκα μοίραι εις 8υο ισας μερί8ας μερίζεσθαι δύνανται,
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εις ££, ην(ήθη δέ και πλε:ον γεγονός θάτερον μέρος, άδηλον δε τδ πόσαις 1461 a 26
ωραις (καί yap μια  και δυο καϊ τρισϊ καϊ πλείοσιν η ανζησις δυναται

γίνεσθαι)· άφορίζων δ ποιητής τδ αόριστον τον πλείονος πόσον ην και

οτι β  ωραις ηνξήθη, επτγγαγεν ότι τριτάτη μοΐρα λελειπται, ώς οκτώ
μεν γενεσθαι τας παρωχηκνίας ώρας, καταλείπεσθαι δέ τεσσαρας, αΐπερ
είσι του όλου τρίτον. This highly artificial interpretation, which
makes πλεω ννζ των δνο μοιράων mean ‘ the greater part of two-
thirds of the night can hardly be what Aristotle has in mind, as
he distinctly says that the solution of the difficulty may be found in
recognizing πλεω  as an amphibolous word, i. e. in giving it not its
usual sense of ‘ more’, but some different sense. This other sense
was probably that of ‘ full', which is mentioned by Porphyry ad
loc. (p. 147) as the suggestion of a certain Metrodorus: Μητρόδωρος
μεν ονν τδ πλεΐον δνο σημαίνειν φησϊ παρ ' Ο μη ρω* και yap τδ
συνηθες · . . και τδ πλήρες, ως εν τω σδν δε πλεΐον δεπας αιει
εστηκε, και εν τώ π λεΐα ί τοι χαλκόν κλισίαι. νυν ονν τδ πλέον άντι
του πλήρες ειρήσθαι* πλήρης yap η νν£ των δνο μοιρών γεγοννΐα
παρωχηκε, τριτάτη δ* ετι περιλελειπται. Aristonicus seems to have
accepted this interpretation of πλεω  as άντι του πλήρης (Schol.
Ven. A. II. 9. 71); and it survives also in the gloss of Hesychius
πλεω· πλήρης.

τδ εθος τής λέξεως. Vahlen quotes Soph. el. 4, 166 a 14 είσι δέ a 27 
τρεις τρόποι των παρα την ομωνυμίαν και την αμφιβολίαν, εΐς μεν 
όταν ή δ λογος ή τοννομα κυρίως σήμαινη πλείω, οιον άετδς και κνων 

εΐς δε όταν είωθότες ωμεν οντω λεγειν.
τον κεκραμένον is to my mind a much more probable correction 

here than the others that have been suggested, τό κεκραμενον 
(Madius), παν κεκραμενον (Bursian), (ό σ α ) τών κεκραμενων (Vahlen), 
τών κεκραμενων (οίονουν) (Tucker), τδν κεκραμενον, with οίνον in 
close proximity in the context, means τδν κεκραμενον οίνον. There 
is the same ellipse in Aristoph. Eq. 1187 πιεΐν κεκραμενον τρία καϊ 
δνο (comp. Gildersleeve, Syntax of Class. Gk. 32); and it is cer
tainly not uncommon with άκρατος (comp, άκρατοπότης, etc.). The 
general sense then of the whole passage will be this: In common 
parlance a mixture of wine and water is said to be ‘ wine 9; and on 
the same principle Homer’s * tin' may be an amalgam of tin and 
another metal. Aristotle is apparently replying to some critic 
who took exception to the idea of the greaves being made of so 
soft a metal as tin, a point which modern archaeologists also have 
some difficulty in explaining (comp. Helbig, Das homerische Epos1 
p. 196).
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a 27 otyoy: Plutarch Coni, praec. 140 F t o  κ ρ ά μ α  κ α ί τ ο ι  ν δ α τ ο ς  μ ε τ έ χ ο ν  

τ τ λ ε ίο ν ο ς  ο ΐν ο ν  κ α λ ό ν  μ ε ν .  The fact is recognized and explained in 
De gen. et corr. 1. 5> 321 a 35 τ° ε π ικ ρ α τ ο ύ ν  λ έ γ ε τ α ι  ε ν  τ η  μ ί ζ ε ι ,  

ο ίο ν  ο τ ι  ο ΐν ο ς · π ο ι ε ί  γ α ρ  τ ό  τ ο ν  ο ίν ο υ  έ ρ γ ο ν  ά λ λ *  ο ν  τ ο  τ ο υ  ν δ α τ ο ς  τ ο  

σ ν ν ο λ ο ν  μ ί γ μ α .  

a  2 8  Kmrjp.ls ^ o t c u 'k t o u  κ α σ σ ι τ ^ ρ ο ι ο :  I I .  2 1 .  5 9  2 ·

a  2 9  χ α λ κ έ α ς .  Aristotle adduces this use of χ α λ κ ε ύ ς ,  to justify the
language in II. 20. 234, on the assumption that by a similar 
extension of meaning ο ίν ο χ ο ε ν ε ι ν  may be used for the serving out 
of nectar as well as that of wine, χ α λ κ ε ύ ς  and its cognates are often 
found in this more general sense in the literature after Homer: 
Schol. Ven. B. II. 19. 283 π α λ α ι ά  η  χ ρ η σ ι ς  τ ο ν  χ α λ κ ό ν  ό ν ο μ ά ζ ε ι ν  τ ο ν  

σ ίδ η ρ ο ν ,  α μ ε λ ε ί  κ α ι  χ α λ κ έ α ς  λ έ γ ο μ ε ν  τ ο ν ς  τ ο ν  σ ί δ η ρ ο ν  ε ρ γ α ζ ο μ έ ν ο υ ς .—  

Pollux 7· Ι06 χ α λ κ ε ν ε ι ν  δ έ  κ α ι  τ ο  σ ι δ η ρ ε ν ε ι ν  έ λ ε γ ο ν ,  κ α ι  χ α λ κ έ α ς  

τ ο ν ς  τ ο ν  σ ί δ η ρ ο ν  ε ρ γ α ζ ο μ έ ν ο υ ς .  The language in these two .passages 
may be a distant reminiscence of Aristotle's words. 

a 30 οί̂ οχοευει̂  : II. 20. 234 τ ο ν  κ α ι  ά ν η ρ ε ίψ α ν τ ο  θ ε ο ί  Δ it ο ίν ο χ ο ε ν ε ιν .  

On the other hand, we are told elsewhere (II. 5. 341) that the gods 
do not drink wine, ο ν  π ί ν ο ν σ  α ϊθ ο π α  ο ΐν ο ν .  For the infinitive—  
actually found in the Homeric text— comp. An. post. 2. 30, 97 *> 6 
τ ο ν τ ο  δ’ ε ϊρ η τ α ι  μ η  δ ια φ έ ρ ε ιν .— Top. 2. 3, H O a 33 °̂ τ* π α ν τ ι  ο ν τ  

ε ί μ η δ ε ν ι  ν π ά ρ χ ε ι ν  ε ϊρ η τ α ι.  

a 31 €̂ 1 τ0 τ̂® Υ€ κατ& μεταφοράν. Aristotle apparently prefers
to explain Homer’s use of ο ίν ο χ ο ε ν ε ι ν  as a metaphor; referring, it 
would seem, to the μ ε τ α φ ο ρ ά  κ α τ α  τ ό  ά ν ά λ ο γ ο ν  considered in 21, 
1457 b 16 sqq.

Set δέ k t c . This is a general word of caution very like that in 
a 4. Just as we have to consider all the attendant circumstances 
before condemning an act as wrong or immoral, so too, when 
the question turns on a word, we should consider its context and 
its possible meanings in the context before pronouncing it to be 
improper; we must be quite sure of our interpretation before 
passing an adverse judgement on the poet. 

a  3 3  οΐομ τω =  d o v  έ ν  τω, the preposition being understood from the 
preceding έ ν  τω ε ίρ η μ έ ν ω  (see on 2, 1448 a 10).

ττ] ρ* εσχετο χάλκεομ έ γ γ ο ς  : II. 20. 267 ο ν δ έ  τ ό τ  Α ί ν ε ί α ο  δ α ίφ ρ ο ν ο ς  

δ β ρ ι μ ο ν  έ γ χ ο ς  ρ η ζ ε  σ ά κ ο ς · χ ρ υ σ ό ς  γ ά ρ  έ ρ ν κ α κ ε , δ ώ ρ α  θ ε ο ΐο · ά λ λ α  

δ ν ω  μ έ ν  έ λ α σ σ ε  δ ιά  π τ ν χ α ς ,  α ί  δ* ά ρ  έ τ ι  τ ρ ε ι ς  η σ α ν ,  έ π ε ι  π έ ν τ ε  

π τ ν χ α ς  η λ α σ ε  κ ν λ λ ο π ο δ ί ω ν ,  τ ά ς  δ υ ο  χ α λ κ ε ί α ς ,  δ υ ο  δ* έ ν δ ο θ ι  κ α σ σ ι τ έ -  

ρ ο ιο , τ η ν  δέ μ ί α ν  χ ρ ν σ έ η ν  τ η  ρ  ε σ χ ε τ ο  μ ε ί λ ι ν ο ν  έ γ χ ο ς .  The diffi
culty found here may be seen from the note of Porphyry (p. 244
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S ch r.): τής γάρ χρυσής πτυχός δοκουοτης πρώτης είναι, ει ye κόσμου 14 6 1 a 33 
ένεκα την χρυσήν εις τό έ£ω καί δρώμ€νον πρώτην ενεθηκεν, υπ 
αυτήν 8ε στερεότητος ένεκα τάς δυο χαλκάς, μαλάγματος χάριν και 
τελευταίας τας κασσιτερίνας, πώς δυο τε διεκοψε πτυχας, και εν τη 
χρυσή πτυχι εζω οϋση και διατμηθείση ενεσχεθη το δόρυ; The 
answer o f Aristotle was perhaps this, that the plate of gold sufficed 
to stop the course o f the spear, though the spear-point actually 
pierced it and indented the underlying plates o f brass. T his is 
practically the same as the solution quoted from Autochthon in 
Schol. Ven. B  and Eustathius ad loc. Aristarchus also is said to 
have acknowledged its plausibility: Schol. Ven. A  II. 20. 269 ϊνα δέ 
μή δοκή λυσεως ήπορηκεναι και διά τούτο ήθετηκεναι, φησίν ότι τής 
χρυσής πτυχής πρώτης κατά την Επιφάνειαν κείμενης νοητεον τό δόρυ 
τής πλείονος ορμής εγκοπήν είληφεναι [ =  Aristotle’s κωλυθήναι], δια- 
κεκόφθαι μεντοι τό σάκος εως τής τρίτης πτυχής, δν τρόπον επί τής 
πτυχής Μενελάου λέγει “  ή οί πλεΐστον ερυτο,διά προ δέ εισατο και τής” .

κωλυθήναι: Metaph. Δ  23, 1023 a 17  Ετι τό κωλυον κατά τήν αυτου a 34 
ορμήν τ ι κινεΐσθαι ή πράττειν Ε χειν  λέγεται τούτο αυτό, οΐον καί οί 
κίονες τά επικείμενα βάρη, καί ώς οί ποιηταί τον νΑτλαντα ποιουσι τον 

ουρανόν Ε χειν  ώς συμπεσόντ άν επί τήν γήν.
έΐ'δέχεται, scil. σημαίνειν (see on 24, 1 460 a 34). 
ώδι ή ώδι =  πότερον ώδι ή ώδι (see on a 4)· T h e clause, with 

the punctuation given in the text, is appositional to ποσαχως άν 
σημαίνοι (see on 25, 14 6 0 ^  25). For ώδι ή ώδι comp. An. pr. 1.

3 1 , 4 6 ^ 2 8  αγνοείται τό πότερον ώδε ή ώδε Εχει.— Soph. el. 18,

177 a 5 άναιρουντες ή ώδε ή ώδε.— Rhet. 3· J4°4 a 10 διαφέρει
/ \ V ft \ Λ ί ον * f Μ I Λγαρ τ ι προς το οηλωσαι ωοι η ωοι ειπειν.
μάλιστ* άν τις όπολάβοι. T he comma (or colon) which recent a 35 

editors place after this I  have removed in order that μάλιστα  
may be taken with κατά τήν καταντικρυ ,* comp. Metaph. A  8,
989 a 30 μ ά λισ τ  άν υπολάβοι κατά λόγον δν εκείνος μεν ου διήρθρωσεν 

κτε. (also Phys. 7· 3> 245 b  ̂ > Metaph. Ζ 16 , 1040 b 10).
κατά τήν καταντικρυ =  έ£ εναντίας or έναντιως. T h e ή ώς which 

follows Vahlen illustrates from 22, 1 4 5 8 ^ 3  άλλως εχειν ή ώς τό 

κύριον.— An. post. I. 17, 8θ b 35 ληπτεαι έναντιως ή ώς εχουσιν αί 
προτάσεις.— D e caelo 2. 2, 2 8 5 b 25 έναντιως ή ώς οί Πυθαγόρειοι 
λεγουσιν. —  Meteor. 1. 12, 34^ b 12 τουναντίον ή ώς *Αναξαγόρας 
λέγει. A  similar construction is found after a comparative adverb 
in Eth. N . 3 .1 3 , 1 1 1 8  b 23 μάλλον ή ώς οί πολλοί. T h e clause ότι 
ενια κτέ. is explanatory o f ώς Γλαυκών λέγει, ‘ the way described by 
G l a u c o n a n d  apparently a quotation.



1461b ι Γλαύκωμ. Aristotle is probably referring to the Glaucon men
tioned as an authority in Homeric matters in Plato's Ion 530 d , 
where the rhapsodist says of himself: καί όιμαι κάλλιστ ανθρώπων 
λεγειν περί 'Ομηρον, ως ουτε Μητρόδωρος δ Ααμψακηνδς ουτε Στησίμ~ 
βροτος δ Οάσιος ovre Γλαυκών ουτε άλλος ονδείς τών πώποτε γενο
μεν ων εσχεν ειπεΐν οντω πολλας και καλας διανοίας περι 'Ομηρον 
δσας εγώ. The absence of a local appellative here seems to imply 
that the Glaucon in question was an Athenian. If this inference 
is right, we cannot identify him with the Γλαυκών o Ύήιος of Rhet. 
3. i, 1403 k 26 or with Glaucus of Rhegium (comp. Hiller, Rh. 
Mus. 41 p. 398); he may perhaps be the same as the Glaucus or 
Glaucon (v. Diintzer, Rettung der aristot. Poetik p. 227) mentioned 
by Porphyry on II. 11. 636 (p. 168 Schr.) along with other early 
interpreters of Homer. 

b 2 αυτοί καταψηφισάμεμοι resumes the idea of ενια άλόγως προνπο- 

λαμβάνονσιν, and anticipates that in τη  αυτών οΐήσει. The common 
rendering, ‘ postquam ipsi condemnationis sententiam tulerint' 
(Tyrwhitt), gives καταψηφισάμενοι a sense too near to that of the 
επιτιμώσιν in the following line. The probability is, as Vahlen has 
seen (comp. Bon. Ind. 376a 56), that it means in the present 
instance to ‘ decide ', or to ‘ affirm' or ‘ accept' something. As 
a term of politics καταφηφίζεσθαι is the opposite of άποψηφίζεσθαι 
(to reject a proposal): Pol. 4. 14, 1298 b 36 άποψηφίζόμενον μεν 
yap κύριον δεΐ ποίεΐν τδ πλήθος, καταψηφίζόμενον δε μη κύριον, άλλ' 
επαναγεσθω πάλιν επί τονς άρχοντας, εν yap ταΐς πολιτείαις άντεσ- 
τραμμενως ποιονσιν οι yap ολίγοι άποψηφισάμενοι μεν κύριοι, κατα- 
φηφισάμενοι δε ον κύριοι, άλλ' επανάγεται εις τονς πλείστονς αίεί. 

είρηκότος, scil. του ποιητον (see on 6, 1449  ̂ 2^)· 
b 3 toG to  δε πέπονθε: De anima 1. 5, 410^27 τούτο δε πεπονθε και δ 

εν to is  'Ορφικόΐς επεσι καλονμενοις λογο?. 
b 4 τά ττερι Ίκάριο^. The question which Aristotle regards as based 

on a mere assumption, survives in Porphyry on Od. 4. 1 (p. 40 
Schr.) δια τ ί  δ Τηλέμαχος εις Αακεδαίμονα ελθών ονκ ενετνχε τω 
Ίκαρίω; καίτοι άλογον ελθόντα τω πατρι της μητρδς μη εντνχεΐν, and 
in Schol. Od. 1. 285 (comp. Schol. Od. 2. 52) ττως εις Σπάρτην 
ελθών ον σνντνγχάνει Ίκαριω; The assumption of the critics, that 
the father of Penelope (called in Homer Icarius) was a Lacedae
monian, Aristotle meets by quoting on the other side the Cephal- 
lenian tradition which made him a Cephallenian. This same 
solution of the difficulty reappears incidentally in Schol. Od. 15.16 
οτι Ιθακήσιος δ Ίκάριος, ον Σπαρτιάτης, αδελφός Τννδάρεω . . .  δ δέ

344 COMMENTARY
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*1 κάριος εκ Μεσσήνης ήν τής Κ εφαλληνιακής, επεί ουχ δράται iv 1461 b 4 
Ιθάκη άναστρεφόμενος. άλλ* ουδε Αάκων δθεν ουδε ενετνχεν αύτω 
Τηλέμαχος εν τη είς Αακεδαίμονα αποδημία (comp. Ε. Meyer,
Hermes 30 p. 265). 

τό δ* ίσως: comp. An. post. 1. 9, 76 a 29 ; Soph. el. 1, 165 α 10. b 6 
Κ€φα\λήΐ'€ς. Though the form Κεφαληνία  is found in the text 

of H. A. 8. 28, 605 b 27, there is little doubt that Aristotle must 
have written the word with a double λ. This is the normal spel
ling in Attic Inscriptions (Meisterhans, Gr.3 p. 96), and also in 
literature, according to Eustathius on Dion. Perieg. 431, τους δε 

Κεφαλλήνας καί την Κεφαλληνίαν εν δνσί λ λ  ή παλαιά χρήσις άπασα 
ϊχει.

irap* αυτών γάρ γήμαι. For the preposition comp. Plato Polit. b 7 
310 c γαμουσί τε παρά τούτων.— Isocrates 386 Α εγημεν εκ Σερίφου 
παρ ανθρώπων πολυ πλείονος άξιων ή κατά την αυτών πόλιν, εξ ής 
iy ενετό Σώπαλις.

Ίκάδιον. The name is presumably the same as Εικάδιος, on b 8 
which see Fick, Gr. Personennamen2 p. 296.

eU<5$ &mv, scil. c’vat (see on 24, 1459 b 9). The alternative is b 9 
to take the clause (with Madius) as meaning ‘ it is through an 
error that the question (i. e. the objection), seems probable and 
reasonable \

ολως δβ κτε. This concluding paragraph, in intention at any 
rate, puts the main points in the preceding discussion into a 
more general form. The language in b 23 is to be noticed ; 
αδύνατα is clearly used as the opposite of the ota ήν ή εστιν, άλογα 
of the οΐά φασιν καί δοκεΐ, and βλαβερά  of the οΐα είναι δει in 255 
1460 b 10. Some of the points in the previous statement are 
either passed over or only just hinted at. On the other hand two 
new points are introduced: the plea of poetical necessity, instead 
of being limited to ‘ impossibilities’ (comp. 25, 1460b 23), is 
indirectly said to be an excuse for the ‘ improbable ’ and the 
‘ morally offensive’ also (comp. b 19 άλογία καί μοχθηρίa); and 
besides this we have the dialectical rule of caution in b 15, which 
might very well have found a place in the main discussion, as 
a pendant to that in a 3i. The whole chapter in fact, however 
excellent in substance, is hardly a model of logical arrangement.

το άδύματον μεν προς τημ ττοιησιμ. Vahlen takes these words 
together in the sense of ‘ the impossible in poetry and supposes 
only two solutions to be recognized, those denoted by προς το 

βελτιον ή προς την δόξαν. The chief objection to this view is that
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1 4 6 1 b 9 it seems to exclude the solution given in 25, 1460 b 24, where 
poetical necessity is said to justify even ‘ impossibilities \ T h e 
reason that follows, πρός re yap την ποίησιν κτε., adds a very 
necessary qualification, viz. that the impossibility has to be dis
guised and made credible (πιθανόν) by arts o f expression ; comp. 
24, 1460 a 27 αδύνατα εικότα, and 24, 1460 b 2 αφανίζει ηδυνων τό 
ατοπον» A  second solution is by reference προς τό βελτιον—  
a point which Aristotle illustrates here from painting, and not as 
in 25, 1460 b 33 from poetry. A  third is by reference προς την 
δό£αν, i. e. by showing that the impossibility has been accepted 
and sanctioned by opinion (comp. 2 5 ,14 6 0  b 10 οΐά φασιν και δοκεΐ, 
and 1460 b 35 0ντω φασιν).

προς τή^ ποίησιν: Meteor. 2. 3> 357  a προς ποίησιν μεν yap 
όντως ειπων [scil. Empedocles] ίσως εΐρηκεν ίκανως (η yap μεταφορά 
ποιητικόν), προς δε τό γνωναι την φνσιν ονχ ίκανως.— Fr. 147 
(Teubn.) ονδε γαρ προς την ποίησιν προ epyov ην η τούτων μνημη. 

b 10 άμάγειμ, to explain by reference to something (comp. Bon. Ind. 

4 2 a 37)·
b II αίρετύτερο^ πιθαμόμ άδυματομ : 24, 1460® 26 προαιρεΐσθαί τε δει 

αδύνατα είκότα μάλλον η δυνατό, απίθανα. 
b 12 oious Ζεύεις Ιγραψε^. In 25, 1460 b 18 also the allusion is 

apparently to a picture. W e have been told in an earlier chapter 
(6, 14508-27) that the personages o f Zeuxis lacked character,
i. e. that he sacrificed expression to beauty. T he criticism implied 
in the present passage is that they are ‘ impossibilities', in other 
words, o f an impossible beauty, not like real men and women 
(i.e. not ola ψ  η εστιν, 25, 14 6 0 b  10). The answer to this is that 
they are, like the characters in Sophocles (25, 1460 b 33), better 
than the reality, what men and women ought to be. This justifi
cation of Zeuxis, which recalls what has been said elsewhere o f 
Polygnotus (2, 14488-5), and of Homer (15 , 1454 b 14), may 
very well represent Aristotle's own view of him and his work. It 
was certainly a common view of him in antiquity (comp. Maximus 
Tyrius Diss. 32. 5). 

b 13 άλλα βέλτιομ (scil. τοιουτονς εΐναι) is a vivid way of putting the 
respondent's answer to the objection (see on 25, 1460 b 33).

τό γάρ παράδειγμα δει υπερέχει»'. A s Aristotle says in 15, 

x454 b 9» a true artist, instead of keeping too closely to his model, 
will make his portrait more beautiful than the real man. 

b 14 προς α ψασιμ τάλογα, scil. δει άνάγειν. It will be seen that a δε is 
wanting, and also that the next clause (οντω τε και ότι ποτέ ουκ
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αλογόν έστιν) comes in without a conjunction. This may perhaps 1461b 14 
be taken as another sign of the Poetics being in places only the 
rough draft of a book (see on 22, 1458 a 30). It would have been 
easy on revision to make the text read thus : προς 8’ α φασι τάλογα 

ανάγοντας οντω τε λντόον καί ότι 7τότε ονκ αλογόν εστιν. For the 
ellipse comp. 25, 1460 b 35 ότι οντω φασίν, scil. λντόον.

τάλογα. The first appearance of the word in this chapter, 
though it has been used more than once in chap. 24. τό άλογον, 
said of a fact or statement, means that which we cannot account 
for, and thus find a difficulty in accepting as either true or possible 
(see on 15, 1454 b 6). There is an obvious distinction between 
it and τό αδύνατον, that which is not and cannot be true, the one 
being only * improbable’, and the other ‘ impossible ’. The charge 
of improbability according to Aristotle may be met in two ways : 
one may urge (1) that the statement criticized has the sanction 
of opinion (ά φασιν), or (2) that the incident was not so improbable, 
if one remembers the time (ποτό) when it is supposed to have 
occurred. These two solutions have already appeared in the 
main discussion in 1460 b 35-1461 a 4, but in answer to a some
what different allegation, that of untruth (ότι ονκ αληθή 146ο13 33).
A third answer, the plea of poetical necessity, is indirectly suggested 
in b 19.

οτι ποτέ ouk ά λο γο ί: comp. fr. 164 (Teubn.) λυων ονν 6 'Α ρι
στοτέλης τό τάλαντον ουτε ίσον φησί τότε και νυν ουτε άφωρισμόνω 
χρήσθαι σταθμω, and the passages quoted above on 23, i4 0 ia 2.
For the emphatic ποτό comp. Top. 3. 2, 117 a 36 ai μέν yap άει ή 

8έ ποτό χρησίμη  (also Top. 5· Γ 28 b 20).
είκός γάρ κτέ. See on 18, 1456a 23 (εστι δέ τοντο εικός). b i5 

The maxim being Agathon’s, it might be quoted for controversial 
purposes when better arguments were not to be had.

τά uTremm'cos είρημέμα covers the ground of the group of diffi
culties considered in 1461 a 9-31. The common point in these is 
that they turn primarily on the language rather than the matter 
of the poem, and may be met by finding another interpretation 
for the word or phrase to which the critic has taken exception.
The difficulties themselves are very far from being all of one kind.
In the second (είδος κακός a 12), fourth (άλλοι μέν a 16), eighth 
(αίψα δέ a 24), and eleventh (οινοχοευ'ειν a 30) the supposed fault is 
clearly some inconsistency or self-contradiction; in the third 
(ζωρότερον a 14) and sixth (δίδομεν a 22), however, it is an offence 
against morals; in the fifth (οΐη a 20), seventh (ου a 23), and ninth
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15 (πλεω a 26) one against scientific or other truth ; and in the first 
(ovprjας a 10) and tenth (κασσιτεροιο a 28) one against general 
probability. The formula, therefore, υπεναντίως elρημενα, instead 
of being restricted to logical incompatibilities, seems to include 
words and phrases which in the view of the critic are at variance 
with other standards of judgement. That it was meant to bear this 
wider sense is shown by the fuller formula in the context, ώστε 
και αυτόν [scil. εναντίως είρηκεναι] η προς α αυτός λεγει η ο αν φρόνιμος 

υποθηται (b ΐ8 ).
ι6 ώσπερ ol £ν tois Xoyois ελεγχοι. The sense shows that a passive 

verb (σκ€7ΓΤ€οι ?) has to be understood. The same sort of ellipse 
may be the explanation of the nominative ώσπερ σφαίρα in De 
anima 3. 11, 434 a 13, where κινείται is probably to be supplied 
from the κινεί which precedes the comparison (see J. of Phil. 17 
p. 67). The converse of this, an active understood from a passive, 
is found in Metaph. I 2, 1053 b 14 πως δει γνωριμωτερως λεχθηναι 
και μάλλον ώσπερ οι περι φυσεως (scil. λεγουσιν). The Statement in 
the text is a word of caution not unlike those we have already 
had in a 4 and a 3i. Aristotle reminds us that the difficulties of 
language pointed out by the critics are not always real ones, and 
that, before they are admitted to be real, they should be scrutinized 
and tested in just the same way as in a dialectical discussion one 
tests the contradiction or confutation of one's opponent— which is 
sometimes a genuine confutation (ελεγχος αληθινός), and sometimes 
only the semblance of one (ελεγχος φαινόμενος: v. Bon. Ind. 
235 b 42). The main points to be considered are briefly indicated 
in the context, εί τό αυτό και πρός τό αυτό και ωσαύτως. A fuller 
enumeration of the marks of a genuine ελεγχος is found in Soph, 
el. 5> 167 a 23 ελεγχος μεν γα.ρ άντίφασις του αυτοί) και ενός, μη  
ονόματος άλλα. πράγματος, και ονόματος μη συνώνυμου άλλα του 
αύτου, εκ των δοθεντων, ε£ ανάγκης, μη συναριθμου μενού του εν άρχη, 
κατά ταυτό και πρός ταυτό και ωσαύτως και εν τω αυτω χρόνω.—  
26, 181 a I Τ0Γ5 δε παρά τον ορισμόν γινομενοις του ελεγχου . . . 
άπαντητεον σκοπουσι τό συμπέρασμα πρός την άντίφασιν, όπως εσται 
τό αυτό και κατά τό αυτό και πρός τό αυτό και ωσαύτως και εν τω αυτω 
χρόνω.

ι8  ώστε και αυτό»' κτε. =  ώστε και τον ποιητην υπεναντίως ειρηκεναι η 

πρός ά αυτός λεγει η πρός ο άν φρόνιμος υποθηται (comp. Vahlen, 
Beitr. 4 Ρ· 3^4)· The sense is : The word or phrase in question 
must be first ascertained to be really inconsistent either with some 
actual statement in the poem itself, in the context or elsewhere,
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or with what may be reasonably assumed as true or probable. In 1461b 18 
saying δ αν φρόνιμος νποθήται Aristotle sets aside the hasty or 
arbitrary assumptions which underlay a good deal of the current 
poetical criticism (see b 3 sqq.). The statement in the text may 
be compared with the rule laid down for dialectic in Soph. el. 15,
174 b 19 ετι καθάπερ και εν τοΐς ρητορικοΐς και εν τοΐς ελεγκτικοΐς 
ομοίως τα εναντιώματα θεωρητέον ή προς τα υφ’ εαυτόν λεγάμενα ή 
προς ονς ομολογεί καλώς λεγειν ή πράττειν. In the note on this 
passage in his edition Vahlen supposes the clause to mean ώστε 

και αυτόν, scil. σκοπεΐν δει τόν ποιητήν— as though Aristotle were 
now offering a word of advice to the poets. It seems to me that 
he is still thinking of the critics and apologists of poetry, and 
that he is merely telling them to examine the supposed υπεναντία 
and make quite sure they are real ones. These, to be real, must 
be like the εναντιώματα in a genuine confutation, and capable of 
standing the same logical tests. The whole point in fact is that 
the incongruities found in the language of a poem may turn out on 
examination to be imaginary, just as a confutation in argument 
may be only a sham confutation.

άλογία καί μοχθηρία. For the datives see Bon. Ind. 166 a 61, b *9 
281 b 24, and 875 a 53.

μή ά^άγκης ουσης .* 1 5» M 5 4  a παράδειγμα πονηριάς μεν ήθους 
μή αναγκαίου οΐον 6 Μενέλαος ο εν τω Όρέστη. The plea of poetic 
necessity was indirectly recognized as a valid answer to certain 
criticisms in 25,1460 *>24, and before that in 15, 1454a 28; comp, 
also 24, 1460 a 12. .

OTΑίγεΐ: Eurip. Med. 663. The appearance of Aegeus is in 
Aristotle's view (1) άλογον, because no sufficient reason can be 
given for it, and (2) unnecessary, because no use is made of it in 
the after-part of the play. The explanations of certain of the 
editors of Euripides are hardly an adequate answer to Aristotle’s 
criticism.

iv ’Ορέστη : see on 15, I454a 29 (μ  αναγκαίου).
έκ πέντε clBow φ̂ ρουσιμ. The various heads under which the b 22 

faults in poetry have been classified are termed είδη, because they 
represent distinct ‘ kinds' of faults. It is one thing to say of 
something that it is αδύνατον, another that it is αλογον, and another 
that it is βλαβερόν  (etc.). For this use of φέρειν comp. 19,
1456b 14 έπιτίμημα φέρεται.— An. pr. 2. 26, 69^1 φέρεται ή 

ένστασις.— An. post. 1. 14, 79 a T 9 φέρονσι τας αποδείξεις.-—
Rhet. 2. 18, 1391^24 δόξαι και προτάσεις εΐσίν, εξ ων τας πίστεις 

φέρονσιν.
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23 ώς άδυματα, Scil. οντα τά ειρημενα.
βλαβερά: the opposite of the οΐα είναι δεΐ in 25, 1460b 11. 

The word may be a reminiscence of Plato's condemnation of 
certain legends in Rep. 391 d  ονθ' όσια ταντα οντ αληθή . . . και 
μήν τοΐς γε άκονονσι β λ α β ε ρ ά ' πας yap εαντω Συγγνώμην εξει κακω 
δντι, πεισθεις ώς άρα τοιαντα πράττονσί τε και επραττον και “  οι θεων 
άγχίσποροι ” ,

υπεμαμτία : the νπεναντίως ε'ιρημενα of b Ι5·
24 τταρά τημ ορθότητα τήμ κατά τέχνην must refer, as Twining has 

seen, to the technical inaccuracies of description considered in 25, 
1460^16 sqq. It is to be observed that the present statement 
clearly recognizes two kinds of error, only incidentally distin
guished in the early part of the chapter (25, 1460^20), the fault 
of impossibility and the fault of technical inaccuracy. The distinc
tion is a very real one in controversy; to say of a picture, for 
instance, that it is not scientifically or historically correct is not 
quite the same thing as saying that it represents an impossibility, 
κατά τέχνην is apparently used as an equivalent for the καθ' εκάστην 
τέχνην in 25, i4 6 o b i9· The older interpreters understand the 
passage differently. Goulston makes it mean * tanquam ea quae 
a poeticae vel alterius artis norma ac veritate discedunt*, thus 
giving κατά τέχνην a sense wide enough to include poetry as well 
as Ιατρικήν πολιτική, etc. Heinsius (after Victorius) renders it by 
‘ ut quae cum ipsa artis poeticae pugnant natura *— just as though 
the text had either κατά την τέχνην (which Hermann wished to 
restore) or κατ αυτήν την τέχνην. The objection to such interpre
tations is sufficiently obvious. The criticism that something is 
poetically wrong is not one of the επιτιμήματα  considered in this 
chapter; and it cannot be met by any of the counter-arguments 
which Aristotle has suggested for the use of the apologist.

ck τώμ ειρημενων άριθμών. The precise meaning of this is far 
from clear. Goulston’s paraphrase1 is ‘ ex antedictis formarum 
numeris, seu specialibus d i f fe r e n t i is and Vahlen’s ‘ aus den 
genannten Zahlen oder Stiicken * (Beitr. 4, 389). To illustrate the 
sense of αριθμών Tyrwhitt quotes Isocrates 224 d  άπαντας τονς 
αριθμούς περιλαβων εζ ων άριστ άν τις τά κοινά διοικήσειεν.—  

Plutarch De aud. 4 5 c καλόν εκ πολλών οίον αριθμών εις
ενα καιρόν ήκόντων νπο συμμετρίας τίνος και αρμονίας επιτελεΐτα ι)

1 Goulston may possibly have remembered the expression rovs αριθμόν: 
έκαστον των νοσημάτων in Hippocrates 2 p. 27 K . as interpreted by Foes, Oec. 
Hippocr. p. 92,
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comparing also the similar use of numeri in Latin. Another of J 4 6 1b 24 

Tyrwhitt’s quotations is perhaps more directly to the purpose,
Eurip. Ion 1014 6 δεύτερος δ* αριθμός ον [ών L. Dindorf] Xeyeις τ ί  
Spa;— to which may be added Eurip. Heracl. 997 ειδώ$ μεν ονκ 
αριθμόν άλλ* ετητνμως άνδρ* οντα τον σόν ταιδα, and the passage in 
Aristotle (cited by Teichmiiller) in De gen. an. 3. 10, 760a 33 
αυτοί μεν yap yiyvovrai, άλλο δ* ουδέν γεννωσιν, άλλ* ev τω τριτω 
άριθμω πέρας εσχεν η γενεσις. It would seem from these instances 
that αριθμός may sometimes have the sense of an item or term in 
a series, and that αριθμών in the present passage may thus stand 
for * points enumerated ’ \ If this interpretation is possible, the 
reference in εκ των είρημένων αριθμών is to the list of assumptions in 
the opening of this chapter. T  wining draws attention to the parallelism 
between the language in the text, αί λνσεις εκ των είρημενων αριθμών 
σκεπτεαι, and that in 1460 b 21 ώστε δει τα επιτιμηματα . . .  εκ τοντων 
επισκοπονντα λνειν. The advantage of this view of the reference 
in εκ των είρημενων αριθμών is that it simplifies the explanation of 
the next clause, εισί δέ δώδεκα (scil. οί αριθμοί). It is usual to 
explain the number by adding up the various λνσεις actually found 
and described in the preceding discussion (1460 b 21-1461 b 21), 
and counting in statements like those in 1460 b 29 and 1461 a 4, 31 
(v. ad loc.), though they are hardly λνσεις in the present sense of 
the term (see on 1460 b 29). If we look back, however, to the 
opening paragraph in the chapter, it will be seen that Aristotle 
begins by laying down a series of postulates concerning poetry.
The first is that, as the poet is an imitator, the poetic picture may 
represent either οΐα ην η εστιν or οΤά φασι και δοκει or οια είναι δει.
There are thus, if we separate the alternatives (as Aristotle himself 
has done in the course of the discussion), five possibilities, οΐα ην, 
οΐά εστιν, οΐα φασιν (είναι), οΐα δοκεΐ (είναι), οΐα είναι δ ε ι and they 
are each of them available in reply to criticism; if the critic, for 
instance, says that the picture is not of things οία είναι δει, it is a 
valid answer to reply that it represents οΐα ψ  (v. 1461 a 2) or οΓά 
εστιν, etc. The second postulate is that, as poetic language is not 
quite the same as ordinary speech, it may have to be explained by 
certain arts of interpretation. This point is merely indicated in 
1 4 6 0 ^ 1 - 1 3 ;  the statement there has to be supplemented from

1 The word seems to bear the same sense in [Dion. Hal.] Ars Rhet. p. 414 R. 
γίνεται δέ τοντο εν tois αριθμοί's oh εϊπομεν, tois επτά— where αριθμοίs represents 
the τόποι of p. 400.
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X46ib 24 that in 1461 a 9“ 3i, where we are told that six modes of interpre
tation of the written letter of poetry (γλώττη, κατά μεταφοράν, κατά 
προσωδίαν, διαιρέσει, αμφιβολία, κατά τδ έθος της λέζεως) are 
available, and may be legitimately assumed, whenever a λυσις  of 
difficulties arising from the poet’s language is wanted. The third 
postulate is that poetry, as a distinct art, has a correctness of its 
own, apart from that of every other art or science— which implies, 
as the next section (1460^23-29) explains, that a description 
may be poetically right, even though it involves some impossibility, 
or offends against some technical standard of correctness. The 
various assumptions, therefore, in this series of postulates may 
serve as major premisses for the apologist; and as a matter of 
fact every one of them appears in some form or other in the 
specimen λύσεις in this chapter. It will be seen, too, that they are 
just 12 (5 + 6 + 1) in number. 

b 2 6  Πότεροί' δέ βελτίων κτε. The interpretation of this chapter has 
been considered at length by Gomperz in Eranos Vindobonensis 
p. 71 sqq. Aristotle rounds off his theory of Tragedy and epic 
poetry with an appendix on a question which was, no doubt, often 
discussed in his time, that of the comparative value of the two 
forms of art. In the view of certain critics Tragedy was artistically 
inferior to epic poetry (comp. Plato Laws 658 d ) .  The reasons for 
this view are stated (1461 b 27-1462 a 4), and then shown to be 
inconclusive (1462 a 4-14); after which four positive arguments 
are adduced as turning the scale in favour of Tragedy. The case 
against Tragedy may be put into the form of an enthymeme εκ 
σημείων : The inferior art is one that addresses an inferior public ; 
Tragedy addresses an inferior public; it must, therefore, be the 
inferior art. The truth of the minor premiss is shown by the evi
dence, or rather the practice, of actors and other public performers, 
who may be presumed to know their public and to have taken the 
measure of its intelligence. 

b27 φορτική, ‘ common’ or ‘ vulgar’ (comp. Twining ad loc.), as in 
Pol. 8. 5, 1340 b 9 τούτων [i.e. των ηθος κινητικόν εχόντων ρυθμών] 
οί μεν φορτικωτερας εχουσι ras κινήσεις οί δε έλευθεριωτέρας.— Pol. 8. 
6, I 3 4 l b l 1  ου της αυτόν μεταχειρίζεται χάριν αρετής, αλλά της τών 
άκονόντων ηδονής, και ταντης φορτικής, διόπερ ον τών ελευθέρων 
κρίνομεν είναι την εργασίαν αλλά θητικωτέραν. και βάναυσους δη 
συμβαίνει γίγνεσθαι· πονηρδς γάρ δ σκοπδς προς δν ποιούνται τδ 
τέλος, δ γάρ θεατής φορτικδς ών μεταβάλλειν είωθε την μουσικήν· 
Comp, also Aristophanes Vesp. 66 κωμωδίας 8c φορτικής σοφώτερον,
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and the Platonic passages in Ast, Lex. s. v. The word is some-1461b 27 
times taken here in the sense of ‘ extravagant’ or ‘ overdone’
(‘ ilberladen Bernays, Zwei Abh. p. 182).

τοιαύτη, i.e. ήττον φ ορτική : comp. An. post. 1. 24, 85 a 29 d  δή 

βελτίω ν μεν ή καθ' αυτό [scil. <Χ7roSei£is], τοιαντη B' ή κατά μέρος . . . 
και βελτίων  αν ή κατα μέρος άπόδειζις εϊη— where τοιαντη recalls the 
idea of the καθ' αυτό which precedes. The form of argument in 
this chapter of the Posterior Analytics is very similar to that in the 
present section of the Poetics.

θβατάς. The term is sometimes used even of the audience o fb 28 
a purely musical performance (Pol. 8. 7,1341 b 16; Plato Gorg.
502 a ).

dci. For the position of the word comp. Eth. N. 1. 5, 1097 b 19 
αγαθών τό μεΐζον αίρετωτερον αεί.— Pol. 4· Γ4> 1298^4° «τανάγεται 
εις τονς πλείστονς α'ιεί.

λίαμ qualifies the following φορτική (Bon. Ind. 43° b i 5). For 
the insertion of Βήλον οτι comp. Bon. Ind. 173 b 31.

ζπ ρ ό ς) άπαντα. The traditional reading, ή άπαντα μιμουμενη> b 29 
which is explained as meaning ‘ the imitation which extends to 
every circumstance ’ (Twining), or ‘ quae motu et gestibus omnia 
similat ’ (Vahlen), does not fit into the argument in this passage, 
though it may perhaps seem to be confirmed by Plato Rep. 397 a .

The logic of the present argument requires not άπαντα but προς 
άπαντα (v. J. of Phil. 5 p. 121). The sense is that Tragedy is 
φορτική because, instead of appealing to a select public (προς 
θεατάς επιεικείς, 1462 a 2), it is προς άπαντα, or as we are told 
a little further on, προς φανλονς (1462a 3). For this use of 
άπαντα (‘ any one and every one') comp. Top. 8. 14, i6 4 b 8 ονχ 
άπαντι Sc διαλεκτεον ονδε προς τον τυχόντα γνμναστεον.— Soph, 
el. 5> 167 a ίο  παντι θεωρήσαι ράδιον. Aristotle’s estimate of the 
average θεατής in the theatres may be seen from 13, 453a
34, and from the distinction in Pol. 8. 7, 1342 a 18 ό θεατής διττός, 
δ μεν ελενθερος και πεπαιΒενμένος, δ δέ φορτικός εκ βανανσων 
και θητών και άλλων τοιοντων σνγκειμενος. Plato had an equally 
mean opinion of the theatrical public of his day: Gorg. 502 c 
ovKovv πρός πολνν οχλον και δήμον οντοι λέγονται οι λόγοι [i.e. those 
of the tragedians]; . . . vvv άρα ημείς ηνρήκαμεν ρητορικήν τινα πρός 
δήμον τοιοντον οΐον παίδων τε όμον και γυναικών και άνδρών, και 
δουλών και ελεύθερων (comp. Laws 658 d ).

ουκ αίσθαί'ομέΐ'ων, scil. τών 0€ατών, understood from πρός άπαντα 
(see on 6, 1449 b 26).

POETICS A a
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1 4 6 1 b 30 ττροσθτ): used absolutely in the sense of ‘ adds something’ 
(comp. 24, 1460 a 18).

κινούνται: for the change of number see on λεγει in 21, 
1457b 19.

91 φαύλοι αυληται: i.e. indifferent flute-players, in their anxiety 
to make the music intelligible, accompany it by a sort of panto
mimic movement of the body. According to Theophrastus (fr. 92 
Wimmer) this combination of music and pantomime originated in 
Sicily : Θεόφραστος πρώτον φησtv ’Άνδρωνα τον Καταναΐον ανλητην 
κινήσεις και ρνθμονς ποιήσαι τω σώματι ανλονντα (οθεν σικελίζειν τό 
όρχεΐσθαι παρά τοΐς παλαιοΐς), μεθ' δν Κλεόλαν τον ®ηβαΐον. Other 
references to it will be found in Sittl, Die Gebarden der Gr. u. 
Rom. p. 244.

b 31 δίσκον μιμεΐσθαι seems to mean * to imitate the act of throwing 
a quoit'.

b 32 Σκύλλαν αυλώσιν, ‘ play music descriptive of Scylla ’. Aristotle 
may be referring to, the dithyramb mentioned in 15, 1454 a 31 ; 
but the probability is that he is thinking rather of a purely instru
mental piece of music (see on 1, 1447 a 15) on the same subject. 
In the Greek ανλεΐν τινα =  δι ανλήσεως μιμεΐσθαι τινα, in the same 
way as όργεΐσθαί τινα =  δι* όρχήσεως μιμεΐσθαι τινα. 

b 34 Μυννίσκο*. On Mynniscus of Chalcis (the protagonist in some 
of the later plays of Aeschylus) and his younger contemporary, 
Callipides, see Volker, Diss. Halens. 4 pp. 153, 177. In calling 
Callipides an ‘ ape ’ Mynniscus may have meant no more than this, 
that his acting was so exaggerated as to be ridiculous and a mere 
caricature, the ape being a sort of caricature of humanity (comp. 
Top. 3. 2, 117 b 17 σκοπεΐν δε και ει επι το γελοιότερον εΐη δμοιον, 
καθάπερ δ πίθηκος τω άνθρώπω). 

b 35 Πινδάρου. Nothing further is known of this actor (Volker I.e.
P· 155)·

1462 a 3 σχημάτων: the attitudes or postures assumed by the dancer. In 
the dance, which, it is to be remembered, was a species of acting 
(see on 1, 1447 a 27), had the technical sense explained by
Plutarch, Qu. conv. 9. 15, 747 c-E η yap δρχησις εκ τε κινήσεων 

και σχεσεων σννεστηκεν, ως το μέλος των φθόγγων καί των διαστη
μάτων* ενταύθα δ' αι μοναι περατα των κινήσεων εισι. φοράς μέν ονν 
τάς κινήσεις 6νομάζονσι} σ χ ή μ α τ α  δε σχεσεις και διαθέσεις, είς ας 
φερόμεναι τελευτωσιν αι κινήσεις, όταν Α πόλλω νος ή Πανός ή τίνος 
Β άκχης σχήμα διαθεντες επι τον σώματος γραφικώς τοΐς εΐδεσιν
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έπιμένωσι . . . . cV ορχήσ€ΐ τό μέν σχήμα μιμητικόν έστι μορφής και 1462 a 3 
ιδέας, και πάλιν η φορα πάθους τίνος έμφαντικόν η  πρά^εως η  δυνάμειυς 
(comp. Sommerbrodt, Scaenica p. 216).

υποκριτικής : see on 19, 1456 b 10. a
ση μείοις: i.e. the significant movements, of hand or head for a 

instance, by which the spoken word may be accompanied (comp. 
Aristoxenus p. 411, 13 Marquard, and Ath. 628 d; see also 
Sommerbrodt 1. c. p. 213).

ραψωδουντα. The ραψωδός  is tacitly assumed to be a kind of 
υποκριτής (see on 5j r449a 15)·

Σωσιστρατος . . . Μνασίθεος. Nothing further is known of either. a η 
It is evident that the one was a rhapsodist and the other a profes
sional singer.

διάδοντα. As Tyrwhitt (quoting Theocritus 5. 22) points out, 
διαδειν is ‘ certatim sive in certamine canere’ ; it implies that 
Mnasitheus sang, no doubt as a κιθαρωδός, in an άγων, i.e. in 
a public performance in the theatre. The word is explained in the 
Lexicon in Bekker’s Anecdota 37} διάσασθαι τό διαμιλλήσασθαι εν 
ωδη  τινι. The same idea of competition is found in δια0είν, 
διακολακευ'εσ$αι, διαπίνειν, etc. Gomperz aptly compares the say
ing ascribed to Diogenes the Cynic (Stob. FI. 4. 112), Διογένης 
έλεγε διαπαλαιοντας μεν πολλούς όραν και διατρέχοντας, διακαλοκαγα- 

θιζομενους δέ ον.
άποδοκιμαστέα. άποδοκιμά£ειν, ‘ to reject as inadmissible ’, is the a 8 

opposite of δοκιμάζ€ΐν, ‘ to approve, or sanction’ (Pol. 8. 7,
1342 α 34; comp. Bon. Ind. 8ob48).

φαύλων, ‘ turpium personarum’ (Victorius)— not as Paccius a 9 
renders it, ‘ ineptorum’, as we hardly need to be told that bad 
acting is to be rejected. What Aristotle means is clear from his 
instance: Callipides in his impersonations of the heroines of 
Greek Tragedy, did not make them move and deport themselves 
like ladies. The assumption here is that character comes out in 
movement, and that some sorts of movement are naturally noble 
and others ignoble ; comp. Pol. 8. 5, 1340 b 7 τόν αυτόν yap τρόπον 
εχει και τα περι τους ρυθμούς· οί μέν yap ηθος έχουσι στασιμώτερον 
οί δέ κινητικόν, και τούτων οί μέν φορτικωτίρας έχουσι τάς κινήσεις οι 
δέ έλευθεριωτέρας.

διά γάρ του άναγινώσκειν φανερά όποια τις έστιν: comp, infra a 17 a 12 

τό εναργές εχει καί έν τη  άναγνώσει καί έπί τών έργων, and 6,
1 4 5 °   ̂ 18 η yap της τραγωδίας δύναμις και άνευ άγώνος καί υποκρι
τών  έστιν. But though Aristotle draws a line between a tragedy

a  a 2

o 
cn
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1462a 12 as literature and its stage presentation (comp. 14, 1453 b 2), he 
has 110 idea of a reading as distinct from an acting tragedy; 
a tragedy with him is essentially something to be acted. The 
notion of a reading play has been found in Rhet. 3. 12, 1413 b 12, 
in the use of the word αναγνωστικοί of Chaeremon and others, 
The term, however, merely denotes a fact of style; these writers 
were αναγνωστικοί because their language could be read by any 
one, not requiring any special arts of elocution to bring out the 
meaning (comp. Demetrius De eloc. 193). 

a 14 ε π ε ιτ α  corresponds with the πρώτον μεν in a 5. There is the 
same or an even greater interval between the words in Metaph. 
N. 2, 1089 a 15, in Pol. 5. 11, 1314 b 14, in Aeschines in Tim. 161, 
in Isocrates 197 a , and in Alcidamas De Soph. 3. The answer to 
the opponents of Tragedy is twofold : (1) that their reasoning is 
not quite conclusive; and (2) that they ignore a whole series of 
facts which tell in favour of Tragedy. The series begins with δ ιό τι  

πάντ ε χ ε ι οσαπερ η εποποιία, and ends with ε τ ι  ηττον μία ή μίμησις 
η των εποποιών (b 3) all that follows as far as μίμησις in b 11 is 
a justification of this last proposition. To this, however, is added 
a further point, ε τ ι  τ ω  της τέχνης έργω (scil. διαφέρει), in the short 
formula which summarizes this part of the argument in b 12, ci ovv 
τοντοις διαφέρει πάσιν και ε τ ι  τ ω  της τέχνης εργω . 

α ΐ5 τ ω  μ ε τ ρ ώ : as for instance in Soph. Trach. 1009, Phil. 840, and 
Eurip. Troad. 590 (Tyrwhitt). 

ου μ ικ ρ ό ν  μέρος, scil. έχει. 

a 16 Sis fjs refers to την μονσικψ, which is the more important of the 
two things (comp. 6, 1450 b 16). The neglect of κ α ι τάς δψεις in 
the construction is not unlike that of και π ε ρ ιπ ε τ ε ια  in 11,14520-38. 
Other instances to be explained on the same principle are Soph. el. 
16, 175 a 21 ίδ ειν  κ α ι λνσαι την μοχθηρίαν (i. e. ιδ εΐν  , . , την μοχθη- 
ρίαν), and De anima 3· 7> 431 b 7 λ ο γ ίζ ε τ α ι  κ α ι βονλενεται τ ά  μ έ λ 

λ ο ν τ α  προς τα παρόντα (i. e. λ ο γ ίζ ε τ α ι  . . . τ ά  μέλλοντα κ τ ε .). 

a l8 τ ο  iv έ λ ά τ τ ο ν ι  . . . ε ΐν α ι, scil. ε χ ε ι ;  comp. 24, 14600-30 ( δ )  

ΟΙδίπονς (scil. έ χ ε ι)  τ ο  μη είδέναι. The same construction is found 
after λαμβάνειν in Isocrates 225 a  t o  μηδένα των μαχίμων avev της 
των αρχόντων γνώμης αποδημάν . . .  ε τ ι  δέ τ ο  μηδενος τών αναγκαίων 
άπορονντας τών κοινών προσταγμάτων ά μ ε λ ε ίν , μηδ* ε π ι ταΐς αλλαις 
τέχναις διατριβήν, α λ λ ά  t o is  δπλοις κ α ι τ α ι?  σ τ ρ α τ ε ια ι?  π ρ ό σ ε χ ε ιν τον 
ν ο υν, €Κ€ΐθεν ά π α ν τ α  ταντ αληφασιν. 

b I π ο λ λ ω  κεκραμ ενον τω  χρόνω  : Plato Critias 1 2 1 Α π ο λ λ ω  τώ  θνητώ 
κ α ι πολλάκις άνακ€ραν\'νμένη. The lengthiness of the statement is
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said to dilute the pleasure of the story and make it thin and watery 1462 b 1 
( b 7 υδαρή). The clause which follows (λ έ γ ω  δ* οΐον κτέ.) is an 
illustration of this: if the matter of the Oedipus Tyrannus (see on 
11, 1452 a 24) were treated at great length, in a poem as long as 
the Iliad, for instance, it would be only a thin and diluted pleasure 
that we should derive from it in its amplified form.

ή Ίλιάς, scil. K€ΐται, understood from the preceding θείη. b 3
TrXetous τραγωδίαι: comp. 23, 1459 b 2. b 5
cay μεΐ' 2va μΟθοι> ποιώσιμ, scil. oi έποποιοί; another instance of 

μέν solitarium (see on 6, i4 5 o a 3 τής μέν πράξεως). In order to 
provide an antithesis, the old editors, with certain of the apographs 
(e.g. Par. 2038), re-write the text after υδαρή (b 7) thus: ( ε ά ν  δέ 
πλείους,) λ έ γ ω  δέ οΐον εάν έκ πλειόνων πράσων ή σνγκειμένη, 
ζού μία), ώσπερ κτέ.; and both Vahlen and Gomperz assume 
a lacuna after υδαρή. All that Aristotle has to show, however, 
is that the epic μίμησις is in the nature of things ήττον μία; and he 
does this by an indirect argument, by insisting that an epic is 
always a failure, if the dramatic rule of Unity of action is too 
strictly observed in it.

μείουρον. Although μυουρον is the spelling both here and else- b 6 
where in the principal MSS. of Aristotle, the evidence (v. HSt. s. v.) 
is on the whole in favour of the alternative form μείουρος— that 
in use in the writers on metre \  Both spellings are found in the 
existing text of Galen, but his explanations (8 p. 524 and 9 
p. 509 K.) show that he connected the first syllable with μειουν; 
so that μείουρος must have been the form he had before him. The 
proper sense of the word is said to be ‘ contracted, or thinning 
away, at the end *: Etym. Magn. μυουρον· τδ  επί τελευτής λεπτυνό- 
μενον· In Greek medicine σφυγμός μείουρος (or μύουρος) meant 
a tapering-off pulse: Galen 8 p. 524 Κ. έσ τω  τοίνυν δ μέν δεύτερος 
σφυγμός του πρώτου βρο,χυ μικρότερος· δ δέ τρίτος του δευτέρου 
τοσουτω πάλιν, ά λ λ α  και δ τέταρτος του τρίτου τω  ισ ω , και του τ άχρι 
πλείονος εφεξής γενέσθω. τους τοιουτους σφυγμους μειουρίζοντάς τε 
και μειουρους καλουσιν, άπδ τών εις δξυ τελευτώντων σχημάτων 
τουνομα μεταφέροντες. In metre an hexameter which ‘ halts ’ 
through a metrical deficiency at the end, like the Homeric Τρώες

1 Eustathius on II. 12. 208 recognizes both fo rm s: Έ ν  δε τω “  Έ ρρίγησαν. . .  
δφιν” στιχηρόν εστι πάθος, δ λέγεται και μυονρία διά διχρόνου του κατά τήν 
αρχήν καέ μειουρία διά τής εί διφθόγγου, ώς έν τω τελεί πυρρίχιαθέντος του στίχου  
καί συστολήν παθόντος κατά μ υ ό ς ουράν, ή κατά μ ε ίω σ ιν  ουραίου ήτοι τέλους 

άκρου.
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b 6 δ’ ερρίγησαν, όπως ιδον αίόλον όφιν (II. 12. 2θ8), was termed 
a στίχος μείονρος (Athenaeus 632 e ; comp. Schol. Hephaest. 
194-6 Gaisf.). The Latin rendering of it in this sense is ecaudis. 
Aristotle has the word in a physical sense in two places of the De 
Partibus, 3. 1, 662 a 24 and 4. 13, 696 ^34, where the carnivorous 
fishes are said to have an άνερρωγός, and the non-carnivorous, a 
μνονρον στόμα. In both passages μνονρον στόμα denotes a mouth 
with a narrow orifice, i.e. one with an opening small by comparison 
with the interior cavity, just as άνερρωγός στόμα means one with a 
wide orifice. In the Rhetoric, where it is a term of literary criticism, 
μνονρος is applied to a clause or period which seems too short and 
to end abruptly: Rhet. 3. 9, 1409 b 17 δεί δε και τ ά  κ ώ λ α  και τας 
περιόδους μήτε μνονρονς είναι μήτε μακράς. το  μεν γαρ μικρόν [  =  το  
μνονρον]  προσπταίειν πολλάκις ποιεί τον ακροατήν ανάγκη γάρ, όταν 
ετι όρμων επι το  πόρρω και το  μετρον. ον εχει εν εαντω όρον, άντισπασθή 
7τανσαμενον, οίον προσπταίειν γίγνεσθαι διά την άντίκρονσιν. This is 
apparently the sense of μείονρος in the present passage also— where 
it is usually rendered by 1 curtus' (Tyrwhitt), ‘ truncatus' (Her
mann), ‘ in extremo imminutus' (Victorius), or the like. The 
general meaning is clear enough: If the epic poet takes a story 
that is one in the strict dramatic sense of the term, and tells it 
with befitting rapidity and without diffuseness, the result will be 
that it will seem to end up too soon. The assumption is that 
an epic is naturally, and is always expected to be, a work of 
considerable length (comp. 5, 1449 b 12; 24, 1459 b 17; 24, 
1460 a 3).

b η τω του μέτρου μήκει. In lieu of this Bernays suggested τω σνμ- 
μετρω μήκει. As the hexameter, however, has been said to be the 
only metre fit for a long poem (24, 1460 a 3), it is possible that 
τ ω  τον μετρον μήκει may be meant to stand for τω τον μετρον οικείω 
μήκει, the length one ordinarily associates with this description of 
verse. The rendering of Gomperz, ‘ wenn er der Lange des 
epischen Versmasses entspricht', has met with the approval of 
Zeller (Arch. f. Gesch. d. Phil. 9 p. 539).

υδαρή : Dionysius Hal. 5 p. 659 R . υδαρής τε γαρ και ασθενής και 
ψυχρός εστιν (scil. δ λόγος). Similarly in Pol. 2. 4* 1262b 15 
Aristotle describes affection as becoming a υδαρής φιλία when 
spread over too large a circle of friends or relations.

λέγω δέ οΐον εάν εκ ττλειόνων πράξεων η συγκείμενη illustrates the 
principal Statement, ηττον μία ή μίμησις ή των εποποιων (b 3); ôr 
the position of the illustration see on 6, 1450 a 34. The main
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point is proved by showing that even the best epics, those of 1462b 7 
Homer, are made up of a plurality of actions, each of them 
of some magnitude and importance by itself.

το ια υ τα  με'ρη : i. e. sections embodying so many distinguishable b 9 
πρά$€ίς or stories.

κ α ί καθ’ έα υτά  ε χ ε ι. It is usual to write here ( ά )  κ α ι καθ' εαντά  

ε χ ε ι with certain of the apographs; but a subject (τα  μέρη) may 
easily be supplied from the preceding το ια ν τα  μέρη (comp. Kiihner,
Gr. Gr.3 2. 1 p. 35, and Riddell, Digest of Idioms § 234).

κ α ίτο ι ταΟτα τά  π ο ιή μ α τα . The error here in Ac, κα ι το ια ν τ  ά ττα  b IO 
π ο ιή μ α τα , is fellow to that in it in Rhet. 1. 2, 1 3 5 8  α 1 6  και τοΓαντα 
(sic) for καίτοι τα ντα .

c l  ουν το ύ το ις  k t c . In summing up the series of reasons intro- b 12 
duced by δ ιό τι in a 14 Aristotle changes his construction, treating 
them as a series of assumptions. Here also, at the last moment 
as it were, he recognizes another and an even more important 
point of superiority, the superior emotional effect of Tragedy 
(τω  της τέχνης €ργω). An additional argument is introduced in 
just the same way in De caelo 2. 14, 297 b 17, and 3. 5, 304 b 19, 
and in De part. an. 2. 10, 656 a 9.

τω  τ ή ξ  τ έχ ν η ς  «ργω. In Aristotle's view epic poetry has the 
same end as Tragedy; and its immediate effect (epyov) is the 
same in kind, the pleasurable excitement of the emotions of pity 
and fear. The affinity of the Homeric Epic and Tragedy in this 
respect was acknowledged in antiquity by the ancient commen
tators on Homer (Adam, Die aristotelische Theorie vom Epos 
p. 33 sqq.) as well as by Plato (Rep. 605 c). Aristotle's view is 
that the difference between them is mainly one of manner; so that 
apart from that they are fundamentally alike— with the same 
literary elements, the same canons of procedure, the same emo
tional effect, and the same ultimate end and justification.

τη ν  τυχ ο υ σ α ν ή δ ο ν ή ν : Pol. 8. 5> *339 b 32 έχει yap ίσως ήδονήν b I3 
τ ιν α  και τ ο  τέλος, ά λλ* ον την τνχονσαν.

auTas: i.e. Tragedy and epic poetry. The pleasure they give is 
essentially the same (see above on b i2), though Tragedy gives it 
in a finer and more concentrated form.

τη ν  εϊρ η μ ενη ν : 1 3 , 1 4 5 2  b 3 2  and 1 4 , 1 4 5 3  b IO* b *4

π ε ρ ί μεν ουν κτε. This list of points in the preceding theory b 16 
of Tragedy and epic poetry is preparatory to a discussion on 
another matter, no doubt the theory of Comedy (see 6 ,1449 b 2 2 ). 

Summaries of the same type are constantly introduced by Aristotle
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1 4 6 2 b 16  as connecting links between one discussion and another; see more 
especially D e gen. et corr. 2 .1 ,  328 b 26 ; M eteor. 1. 14 , 353 * 2 5 ; 

D e mem. 2, 453 b β ; H . A . 3. i ,  5 0 9 * 2 6 ;  Eth. N . 7. 15, 

I I 5 4 b 3 2 ; Pol. 6. i ,  13 16  b 3 1 ;  Rhet. 2 .1 , 1 3 7 7  b ϊ 5 · T o  judge 
from  these parallels, the next paragraph must have opened with 
7repl δέ κωμωδίας λοιπον άπέίν or some equivalent formula.



APP EN D IX

T h e  follow ing synopsis o f  versions and paraphrases o f  the 

clause 8t iXiov και φόβον παραινούσα την των τοιοντων παθημάτων 
κάθαρσιν m ay give som e idea o f  the variations o f  opinion at 
different times in regard to this m uch-debated passage. T h e  
extracts without references are to be understood to com e from 

com m entaries or translations.

1527. P a cciu s: ‘ per m isericordiam .. .  atque terrorem perturbationes 
huiusmodi purgans.*

1549. S egn i: ‘ conducendo 1* espurgatione degli affetti . . .  per via 
di misericordia et di timore,’

1559- Minturnus (D e Poeta p. 63): ‘ tragica poesis id sibi potissimum 
proponit, ut misericordia captanda incutiendoque terrore animum 
a perturbationibus expiet.’ Comp, his Arte Poetica (1564) p. 77.

1560. V ictorius: ‘ per misericordiam et metum conficiens huiuscemodi 
perturbationum purgationem.’

1570. C astelvetro: ‘ induca per misericordia e per ispavento purga- 
zione di cosi fatte passioni.’ In his commentary he explains this 
as meaning th a t: ‘ la tragedia con le predette passioni, spavento 
e misericordia, purga e scaccia dal cuore degli huomini quelle predette 
medesime passioni.’

1572. Piccolom ini: ‘ a fine che . . .  col mezo della compassione 
e del timore, si purghino gli animi da cosi fatte lor passioni & 
perturbationi.’

1587. Riccobonus: ‘ per misericordiam et metum inducens talium 
perturbationum purgationem.’

1588. Denores (Poetica f. 6r) : ‘ per purgar gli spettatori coi diletto 
che nasce dalla imitatione, &  dalla representatione dal terrore, & dalla 
m isericordia.’

1590. Rossi (D iscorsi f. 2 ir) : ‘ per purgare gli animi, con la 
compassione, & con lo spavento da simili affetti.’

1596. Pinciano (Philosophia antigua poetica p. 332): ‘ Tragedia 
dixera yo que es imitacion activa de accion grave, hecha para limpiar 
los animos de perturbaciones, por medio de m isericordia y  miedo.’ 

1610. H ein sius: ‘ ut . . . per misericordiam et metum inducat

A D D IT IO N A L  N OTE ON 6. 1449b 27
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similium perturbationum expiationem.’ Comp, his D e Tragoediae 
constitutione p. 29 ed. 1611.

1613. Benius: ‘ per misericordiam et metum peragens talium per
turbationum purgationem.’

1621. Gallutius (Virgilianae Vindicationes p. 252): ‘ Id igitur ait 
Aristoteles Tragoediam  agere ac veluti finem in tu eri: ut sicut affecta 
corpora purgatis atque abstersis curantur humoribus, ita animum 
sanet ipsa, duobus affectibus nominatim, commiseratione ac metu 
purgatis, hoc est, ab ea liberatis exsuperantia, a qua animi quaedam 
aegrotatio promanabat.’

1623. G oulston : ‘ per misericordiam metumque factis expressum 
eiusmodi vehementes animorum perturbationes undequaque purgans 
expiansque.’

1626. O rdon ez: ‘ conduciendo la expurgacion de los afectos . . . por 
via de misericordia y terror.’

1633. Gongalez de Salas (Nueva Idea de la Tragedia antigua p. 11): 
‘ de modo sea imitada la Accion [p. 17 : ‘ de modo sea su Repre- 
sentacion ’], que m ueva a Lastima, y a Miedo, para que el animo 
se purgue de los affectos semejantes.’

1640. Mesnardiere (Poetique p. 8): ‘ qui produit par elle mesme la 
terreur et la piti£, et qui sert k moderer ces deux mouvemens de 
Fame.’
.✓"1671. Milton (Pref. to Samson A gon istes): ‘ T ragedy . . . said by 
Aristotle to be of power, by raising pity and fear, or terror, to purge 
the mind of those and such-like passions.’ But his Latin version 
of the words i s : ‘ per misericordiam et metum perficiens talium 
affectuum lustrationem.’

1692. D acier: ‘ qui . . . par le moyen de la compassion et de la 
terreur, acheve de purger en nous ces sortes de passions et toutes les 
autres semblables.’

1705. A n o n .: ‘ which . . .  by means of Compassion and Terror 
perfectly refines in us all sorts o f Passions, and whatever else is like 
them.’

1753. Curtius: ‘ welche . . . uns vermittelst des Schreckens und 
Mitleidens von den Fehlern der vorgestellten Leidenschaften re in ig et’ 
(comp. Bullinger, M etakritische Gange p. 24).

1763. Moor (On the E nd of T raged y p. 42): ‘ A nd thus, says 
Aristotle, Tragedy, by calling in M usick to its aid in exciting Pity and 
Terror, proposes to c h a r m  away, out of human life, such calamities 
as are exhibited in the Dram a.’

1768. Lessing (Ham burgische Dram aturgie St. 77): ‘ D ie Tragodie 
ist die Nachahmung einer Handlung, die . . . vermittelst des Mitleids 
und der Furcht die Reinigung dieser und dergleichen Leidenschaften 
bewirkt.’

1771. Batteux: ‘ pour op£rer . . . par la terreur et par la pitie la 
purgation de ces memes passions.1 Comp, his paraphrase in the Mem.
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de l’Academ ie des Inscriptions for 17 7 1: ‘ qui se fait . . . par un 
spectacle de terreur et de pitie, pour nous faire ressentir ces deux 
passions purgees de ce qui les rend ddsagreables.’

1775. A non .: ‘ with Terror and Pity, effectually purifying such like 
Passions.’

1789. T w in in g: ‘ effecting through pity and terror the correction 
and refinement of such passions.’

1792. P y e : ‘ effecting through the means o f pity and terror the 
purgation of such passions.’

1794. Tyrwhitt : ‘ per misericordiam et metum hujusmodi affectuum 
purgationem efficiens.’ In his note he explains the meaning to be 
that ‘ affectus misericordiae et metus, qui in tragoediis vehementissime 
excitantur, non ex eo nutriri et validiores effici, quod Plato crimina
batur, sed contra levari et exhauriri’ (comp. Matthiae, Misc. Phil.
2. i ,  p. 24).

1 798. B u h le: ‘ um durch Mitleid und Furcht die Veredlung gewisser 
Leidenschaften zu bewirken.’

1802. H erm ann: ‘ miseratione et terrore harum et similium per
turbationum purgationem perficiens.5

—  S a h l : ‘ ut per misericordiam metumque velut lustrationem 
quandam talium calamitatum perficiat.’

1811. T ay lo r: ‘ through pity and fear effecting a purification from 
such like passions.* In the Introd. to the ed. o f 1818 the meaning is 
said to be that ‘ the terror and pity excited by tragedy purify the 
spectator from those perturbations which form the catastrophe of the 
tragedy.5

1821. G rafen han : ‘ durchgehends durch Mitleid und Furcht, die 
im Zuschauer erregt werden, die Reinigung eben solcher unwill- 
kuhrlich entstehenden Gefiihle bewirkend.’

1824. W eise: ‘ welche durch Mitleid und Furcht eine Reinigung 
dieser Gemuthsbewegungen bewirkt.1

1826. Goethe (Nachlese zu Aristoteles P o etik ): ‘ die . . . nach 
einem V erlauf aber von Mitleid und Furcht mit Ausgleichung solcher 
Leidenschaften ihr Geschaft abschliesst5 (comp. Stisser, Norden Progr. 
1884).

1839. R itte r : ‘ miseratione ac metu perficiens talium perturbationum 
purgationem.5

1848. W eil (Verh. der zehnten Versam m lung deutscher Philologen 
zu Basel p. 140): ‘ D ie  Tragodie bewirkt durch M itleid und Furcht 
die solchen Affecten eigenthiimliche Reinigung.’ In 1889 (ittudes sur 
le drame antique p. 162) thus in F rench: ‘ L a  tragedie est 1’image 
d ’une action . . . qui, par la pitie et la crainte, accomplit la catharsis 
propre aux emotions de cette nature.’

1849. E gger (La Critique chez les Grecs p. 321): ‘ employant la 
terreur et la pitie pour purger les passions de ce genre.’

1857. Bernays (Zwei Abhandlungen p. 2 1): ‘ D ie Tragodie bewirkt
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durch (Erregung von) M itleid und Furcht die erleichtem de Entladung 
solcher (mitleidigen und furchtsamen) Gemiithsaffectionen.*

1858. Saint-H ilaire: ‘ arrivant, tout en excitant la pitie et la terreur, 
k purifier en nous ces deux sentiments.’

1859. Stahr (Aristoteles und die W irkung der Tragodie p. 32):
‘ welche . . . durch Mitleid und Furcht (die beiden nothwendigen Ele- 
mente jeder solchen Handlung, welche keiner tragischen Dichtung 
fehlen diirfen) die reinigende Erleichterung von solchen Erleidnissen 
zu W ege bringt.’

1865. Susem ihl: ‘ und dies A lles in einer W eise, dass diese Dar- 
stellung durch Furcht und Mitleid eine Reinigung eben dieser Affecte 
erzielt.’ In his ed. o f 1874: ‘ eine Reinigung von eben dieser A rt von 
Affecten erzielt.’

1869. Ueberweg : ‘ welche durch Erregung von M itleid und Furcht 
die (zeitweilige) Befreiung von derartigen Gefiihlen zum Enderfolg hat.’

1875. M. Schm idt: ‘ so angelegt, dass sie durch Furcht und Mitleid 
eine von derartigen Affecten reinigende W irkung iibt.’

1876. B arco : ‘ la quale per via della pietk e del terrore libera 
l’animo da siffatti sentimenti.’

—  D oering (D ie Kunstlehre des Aristoteles p. 254): ‘ D urch M it
leid und Furcht, d. h. durch Erregung von M itleid und Furcht, voll- 
bringt die Tragodie die Katharsis der jenen gleichartigen Affekte.’

—  M anns (Emm erich Progr. p. 5): ‘ D ie Tragodie bewirkt durch 
M itleid und F u rch t die solchen Affecten (oder. . .  die solchen Mitteln) 
eigenthiimliche Reinigung * (comp, his Lehre des Aristoteles von der 
tragischen Katharsis und Ham artia p. 25).

1878. Reinkens (Aristoteles liber Kunst p. 158): ‘ welche durch 
M itleid und Furcht die Reinigung von solchen Affekten bewirkt.’

1883. R u elle : * operant par la pitie et la terreur la purgation des 
passions de la meme nature.’

1885. Gunther (Grundziige der tragischen Kunst p. 258): ‘ D ie  
Tragodie bewirkt durch Riihrung und Erschiitterung die gerade auf 
derartige Seelenzustande sich erstreckende Gemiithsklarung.’

1887. Baumgart (Handbuch der Poetik p. 424): ‘ welche die Kraft 
besitzt, durch die Empfindungen des Mitleids und der Furcht die 
Lauterung der entsprechenden Gemiithsbewegungen zu vollenden.’

1891. W ecklein (U eber die Stoffeund die W irkung der griechischen 
Tragodie p. 35): ‘ die Tragodie ist eine Nachahmung, welche durch 
M itleid und Furcht die Erleichterung von dieser A rt von Gemiiths- 
erregungen erzielt.’

1892. Bosanquet (H istory of Aesthetic p. 64); ‘ producing by (the 
stimulation of) pity and fear the alleviating discharge of emotions 
o f that nature.*

1894. Bem ardakis (Mon ddition d’Euripide p. 60): ‘ qui par la 
pitid et la crainte mdne k sa fin l’expiation des faits de mal qui 
causent cette pitid et cette crainte.’
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1895. B u tch er; ‘ through pity and fear effecting the proper purgation 
of these emotions.’

1896. Laehr (W irkung der Tragodie nach Aristoteles p. 65): 
‘ E ine Nachahm ung, welche durch Mitleid und Furcht die Reinigung 
derartiger Gefiihle . . . vollbringt.’ Explained in p. 69 as m eaning: 
4 die Tragodie vollbringt durch M itleid und Furcht die Reinigung 
aller derartigen Gefiihle.’

1897. Gom perz: ‘ eine Darstellung, welche durch Erregung von 
M itleid und Furcht die Entladung dieser Affecte herbeifuhrt.’

1899. Hatzfeld et D ufour; ‘ opdrant par la pitie et la crainte (au 
thdatre) la purification des passions de ce genre (dans la re'alitd).’



IN D E X  OF G R E EK  W O R D S
The references are to Bekker's pages and lines as g iven  in the 

margin o f  this edition o f  the text. The fir s t  two fig u res are om ittedj 
so that Bekker's  1456 b 36, fo r  instance, becomes here 56 b 36.

A  + after a reference mea?is that the word recurs more than once in  
the cotitext.

A 56b36; 58*12
άγαθό? 50“ 28; 54b9; 56a6 — opp.

φαύλος 5 i b37; 56a6 ; 59b29; 6ob 
2 ά^αθόν 56a6 ; 59b29 ; 6ob2
—  opp. κακόν 6 1 *8 

Άη/άθων 51 b21 ; 54b i4 ;  56*18, 24,
30

ayyc\ia  54 b 5
ayeiv εζ ενός εις δύο 49*17 aycnOat 

ώς άποθανούμένος 52*27 
άyεpμω 51*27
uyvoiiv 59*4 ; 60*6 yyvoijTai 49b 

5 ayvouv opp. etow? 53b3o;

v 54‘ 2ayvoia opp. yvuais 52*30; 56bi3 3t’
ayvoiav 53b35 

a7ccv 50b i8; 51*6 ;  53*27 
άηωνίζ^σθαι 51*8; 60*9 — κακώς

5^* ϊ8
αγωνίσματα ττοιούντες 5 1 b 37 
ηδειν 56*29» 3 1 56b 16

ηδόμενα 56*28 
ά δ ^ λ ^  54α 7 ί 55* 8, b n  
άδ«λ</>& 5 3 b 2 o ;  54a 7 ϊ 55b 6  

άδηλως 55 b4
αδιαίρετος 56b2 2, 24 
άδικος 56*23
«y «ρδου 56*3
αδυναμία 6ο b 17
το αδύνατον 6l b9 αδύνατον ττιθανόν 

6 ι b 11 αδύνατα 5 i bi 8 ;  6ob2o, 
23; 6 i b23 —  είκότα 6ο* 27
αδύνατα συνάψαι 58*27 

άειδής 58b27 
άεικελιον 58b29 
άεικής 58b25
ά τ ^  6 ο *ΐΐ  άήθεις Tpay^iai 50*25
ά0άι/ατα 61*25
*Αθηναίοι 48*36, bI
Άθήνησιν 49 b 7
άθρήσειεν 6ι *ΐ8
άθροόυτερον 62 bI
Αϊαντες 56*1
Αίγεύς (Eurip.) 6 i b2i

A iyiados  53*37 
Α ϊμω ν  (Soph.) 54* 2 

α ΐν η μ α  5 8 * 2 4  +  
αίρεΐσθαι 6 0 * 5  

αίρετώ τερον  6 i b n

αισθανόμενω ν6 i b2g αϊσθεσθαι 5 4 b37  

αΐσθησις  5 ! * 7  αισθήσεις  5 4 b j 6 

α ίσ χος  4 9 * 3 5
αισχρός  4 9  * 3 6 ;  6 1 * 1 3  τό  αισχρόν  

49*34
Α ισ χ ύ λ ο ς  4 9 * ι 6 ; 5 6 * 1 7 ;  5 8 b 20, 22 

αιτία  4 8 b 4> 1 9  ί 55  b 7 ϊ 6 2 b i 8  
α ϊτίασις  5 5  ^

αίτιος  5 2 * 8  αίτιον  5 ° * * »  5 l b j ^ 
—  dist.  σημεΐον  4 8 b l 2  

αΤφα 6 1  * 2 4

άκολουθεΐν  4 8 * 3 ;  4 9 b 1 ° 5  5 2 * 2 8 ;  5 3 *  

34J 62 b 7 — εζ a v a y ^ s  ιβ
άκούειν  5 5 * 2 ; 5 9 b 30  — ο ρ ρ .δρ α ν

53b 5 .6  
ακουστός  5 6  b 27 +  

άκρατον  6 ι  * 1 5  

άκριβούν  4 8 b n  ; 5 0 * 3 6  

άκρόασις 5 9 1,22

5 7 *2> ΙΟ
αληθής 6 0 * 2 4 ,  b 33 » 36  αληθή λ ^ ε ιν  

58» 19 
άληθινώτατα 5 5 *32 
’Αλκιβιάδης ζ ΐ b 11 
'Αλκίνου aTT0Aoyos 5 5 *  2 

Ά λκμέω ν 20, b 24 — ό Άστυδά-
μαντος 53b33 

άλλ’ ouj/ 6 1 * ι  

άλλοτ€ 5 χ*9
ά λλότριο ν ονομα  5 7  b 7» 3 1 
άλoyίa  6 i b i 9

άλoyov  5 4 b 6 ;  6 0 * 1 3 ,  29,  3 6 ;  6 i b i 4 ,
2 0 , 2 3  μερη άλoya 6 o a 28 άλ ό-  

70>s 6 l  b I
4 7 b 2 8 ; 5 1 * 1 ;  5 2 * 3 2 ;  5 9 b 24,  27  

άμαρτάνειν  5 1 * 2 0 ;  5 3 * 2 4 ;  5 4 b * 7  
ήμαρτήσθαι 5 6 ^ 1 5  ; 6 o b 23 +  

αμάρτημα  4 9 * 3 4 ?  6 o b I 9,  3 0 ;  6 lb8 
αμαρτία  5 4 b 35 J 6 o b I 5 ,  1 7  —  o p p .
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κακία  5 3 * 1 0  —  o p p .  μοχθηρία

53*i6 ,
α μ ύν ω ν  5 3  b 3 

άμετρα  51b I 
α μίμητω ν  6 o b 32  

αμμοροί 6 1 a 20  

τ ό  άμφί 5 7  a 7  

Ά μ φ ιά ρ α ο ί  5 5 a 27  
α μφ ιβολία  (λυειν)  6 l a 25 
ά μφ ίβο λο ν  6 l a 26  

άν r e p e a t e d 6 o b 7 

avayuv πρόί n  6 1 b 1 0  

άναγίϊ'ώσ/ίίίΐ' 62 a 12 
άναγκάζεσθαι 5 2 a I ; 54a i 2 
dvayKaioi 5 4 a 2 9;  62a i 3 avay καΐον

dist.  € i « 0 s 5 i a i 3 ,  2 7 , 3 8 ,  b 9 ; 52 a 24;  

54a34 +
a v a y ^  48a I ; 49b375 50a75 52 a i0 5 

53*12, *>15, 37; 59a 22 ; 6oa 23, b9; 
6 i b i 9  — dist.  €t/i0s 5 i b 35 εξ 
d v a y ^ s  49b32; 50b27, 30; 54b i6 
—  dist .  « α τ ά  τ ό  ct/cos 5 2 a 20  

άναγ>ωρίζειν 52*5; 53b35 5 54a3 ^ ,8  ; 
5 5 & Ι 5>, 9 — φ ιλία ν  5 3 b 31  —  et
Trinpayi τ ΐ ί  52 ft 36 —  cm Ό ρεστηί
54b32 (comp. 55b2i) dvayvω- 
ρισθήναι 5 2 b 6 ; 5 4 b 2 7 ;  5 5 a 3 

dvayvupiois 5 2 * 2 9 + ;  54*4, b 19; 
59 b 15 —  conj* περιπέτεια 50*34
(comp. 52 *32); 52b 10, 1 1 ;  55b34J 
5 9 b 1 1 αναγ'ωρισεωί εϊδη 5 4 b 20 

βέλτιστη avayvupiais 55* 16 
ανα^ωρισμόί 52*16, 17 
ανάτ^νωσι  ̂ 62*17
α νεΐλεν δ θεόί 5 5 b 7 ανηρητο  6 0 * 3 3  

α ναίσθητοί χρόνο5 50b39 
ά να λα β όν τεί  4 9  b 23  

αναλίσκεσθαι 5 5 b 20 

dvakoyov εχε ι  48b38 τ ό  avakoyov  
5 7 b 9,  1 6  τ ά  avakoyov  5 7 b 25 

άνανευων  6 o * i 6

ανάξιοs 53*4, 5
αναπαίστου  52  b 24  

άνδρεΐοί 5 4 * 2 2 ,  2 3 ;  5 6 * 2 3  

άνδριάί 5 2 * 8  

ανεκτά  6 0 * 3 6
άνευ αναπαίστου  5 2 b 23 — χρόνου

5 7 * n  
ανηκεστω ν τ ι  5 3  35

Ανήρ 58&29 —  °ΡΡ· 6ο *ίο
—  επιεικήί 52b34 —  επιφανήί
5 3 * ΐ 2 ανερεί ( H o r n . )  61  * 1 7  

* Α νθ εί  5 i b 2 i

άνθρωποί 54b4 άνθρωποs
άνθρωποι ή άνθρωποί 5 7 a 21 ανθρώ
που όρ ισμόί 5 7&2 >̂ 3° άνθρωποι 
4 7 b χ 3 J 4 8 b 6 ;  6 0 * 2 0  — ο ρρ .
π ρ α ξίί και β ιο ί  5ο * ΐ 6

άι/|7€ί cepoC 55 α27 
άνομοίοΐί επεισοδίοΐί 59 b 3°  
ανομοιότηταί 48 * 10 
άντεχεσθαι 51b ι6, 24 
ΆντΓ^όνη 5 4 *1 
αντιποιούνται 4 8 *3° 
άνώδυνον αΊσχοί 4 9 a35 
ανώμαλοί 54a26 + 
άνώνυμοί 47 b 9 5 5 7 Ι>28 
άξιοί 56 b 14 ; 60 *5 
άξιοΰσι c6a7 
άοινοί 57 b 33 
αόριστοί 49 b *4
απα'^όλλξίν 4 8 * 2 1 ; 6θ * ΐ8 , 31 
dπayyελίa 49 b 11 rayyckiai

ορρ. δρώντεί 4 9 b26
αττα0«  53b39
απαλλάττειν 52&25 
απαντάν 54aj2 
άπηρίθμουν μύθουί 53a ι8 
άπεικάζοντεί 47 a 19 
απειλή 56b i2 
άπειρα 5^*17 
dπεpyάζεσθaι 58^15 
dπερyaσίa 48 b 18 ; 5° b *9 
άπίθανον 6 1 b 1 2 —  °ΡΡ· *** os 60 * 2 7
άπλοΰί μυθοί 5 i b33J 52/ 12 J 53a i3 

(comp. 59b j 4) απλή πραξίί 
51 b33 5 52/  τ4 —  σύνθεσίί b^  
—  Tpaywhia, εποποιία 59 b9 απλά 
πpάyμaτa 56*20 άπλοΰν μετρον 
49bn  — ονομα 5 7a31 απλώ? 
51 a 11

αποβαίνει παρά τήν υπόληψιν 56 * 15 
a7ro7€Fe'a0ai ορρ. yevia0ai 61*9 
αποδεικνύναι 50*7» b jI  j 56*37 
αποδημοΰντόί τινοί 55 b 17 
άποδίδόναί 49b4 5 54b5> 10
αποδοκιμαστεα 62 *8
αποθνησκειν 52*27, 2 9 ; 53a38> b 23 ;

5 5 * ι ι  ; 6 ο *30 
αποκοπαι ονομάτων 58 b 2 
απόκρισίί e,6bi2 
αποκρύπτει 6 o b4
αποκτείνειν 52a8, 2 8 ; 5 3 b2I> 29 J

54*6
απολαβών μεροί 59 a 35
άπόλλυται 5 5  a9 

ά7τολ<$7<ρ 55 a 2
απόπλ ου? 5 4  b 2 > 59 b 7
δί’ απορίαν 54b21 
άπεσεμνύνθη 4 9 &2θ 
dπoτυyχάvoυσι ορρ. τυ7χάνουσι 50*3 
αποφαίνεσθαι yvώμηv $0 * 7 —  /ca03-

λου τ ι 5 0 b i2 
αποφήσαι 57
απρεπέί 5 4 α 3 ° ί 59b34 άπρεπώί 

58 b i 4
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Α ργάς  4 8 * 1 5  

ev "Α ργεί 5 2 * 8  

άργοΐς μέρεσι 6 o b 3

αρετή  opp. κακία  48 a 3 ;  5 3 a 8 —  λ έ -
ξεως 5 8 * 1 8  

Ά ρ η ς  5 7  b 21,  22,  32  

άρητήρα =  ιερέα  5 7 b 35  

άρθρον 5 0 b 2 i  —  def.  5 7 a 6

αριθμός 6 o b 9 αριθμοί 6 1 b 25
'Αριστοφάνης  4 8 * 2 7  
Άριφ ράδης  5 8 b 3I

αρμονία  4 7 * 2 2 +  ; 4 8 b 2 0 ;  4 9 b 29
λεκ τικ ή  αρμονία  4 9 * 2 8  

ά ρμύττειν  5 6 * 3 1 ;  5 7 a 3 ; 5 9 * 9 ,  12  

ήρμοκε 5 9 b 32 άρμόττον^ 5 0 b 5 ; 

5 4 * 2 2  +  ; 6 0 * 4  κατά τό  άρμόττον  
4 8 b 3 i  άρμοττόντως  5 8 b i 5  

άρρενα ονόματα  5 8 * 8  +  

άρύσαι ( =  τ α μ ε ί ν ) 5 7 b]C4> χ 5 

άρχαΐος  5 ^ b 7 > 5 9 b 2 °  οί'^αρχαίοι
5 °b7

άρχεσθαι 48 29 —  ο ρ ρ .
τελευτά ν  5 0 b 33 άρξαντος 5 6 * 2 9

<5 άρχων 49 b 2 
α ρ χ ή  def.  5 ° b 2 7 —  C0Dj·  ^ ϋχ ή

5 0 * 3 8  —  ο ρ ρ .  τ ε λ ο ί  5 7 a 6

(comp. 55b2 >̂> 28) ; 59&20> 32, 
b i 9  — ο ρ ρ .  τελευ τή  5 0 b 26 εν 

“ΡΧΙ7 5 7 a 3 a7r’ «ΡΧ^ 49 a 9 Λατ’ 
άρχάί 4 8 &25 *£ “ ΡΧΨ 4^ b 22 ;
4 9 b i ,  6 ;  6 0 * 3 3

αρχιτεκτονική ζ6  b 1 1 

άσημον  ο ρ ρ .  σημαίνον  5 7  a 33» 34  

άσημος φωνή 5<5b 35? 38 5 57a4 +  
Ασθένεια  5 3 a 3 4  

Ασθενικός 5 8 b 27  

άσπί? 57 b21 +  > 32 
αστέρας 5 4 b 22  
άστεως 4 8 * 3 8  

Ά σ τυ δ ά μ α ς  53b33 
ασύμμετρος 6 ι  * 1 3  

Ατειρέι χ α λκ ω  57 b *4 
ά τεχνο ς  5 4 b 3 I άτεχνότερος  5 3 b 8 ;

5 4 b28 ά τ εχ ν ό τ α τ ο ς§ o b I f ;  5 4 b20 
άτιμαζομένους  48  * 38  

α τιμ ό τα τα  θηρία 4 8 b i 2  

άτοττον 6 ο  *35. »  6 1 b 5 τ ό  άτοπον
6 ο  b 2 άτοπώτερον  6 θ * Ι  

Ατραγωδότατον  52b37 
ά τυ χ ε ΐν  ο ρ ρ .  εύτυ χεΐν  52 b 2 

α τυ χ ία  ο ρ ρ .  ευτυχία  5 2 b 37  
αύλεΐν Σ κ ύ λλα ν  6 l b 32  

α ύλησ ις  48 * 9 

α ύλη τα ί 6 l  b 3 l  

α ύλητική  4 7 & Ι 5> 24  
εν Α ύλίδ ι 5 4 a 32 
α υ λ ώ ν  6 ΐ  * ΐ 8

αύξεται 5 9 b 2 8 ην£ήθη 4 9  a * 3

από του αυτομάτου  5 2 a 5 

ο ύ τ *  47*8, 26; 53b2 5 ;
55*9. " i i ,  21. 22; 57b34 ; 58*8; 
60*6 + , b 15 + ; 6 1 2 ,  30; 62bi6 

καθ' αυτόν  5 7 * 3  καθ' αυτό  4 9 * 8 ;

5 7 a i 2 + 
αύτυσχεδιάσματα  48 b 23 
α ύτο σχεδ ιασ τική  4 9 * 9  

άφαιρεΐν 5i a 34 ; 57b i 6 ; 58*3  Αφν -  
ρημένον ονομα $ 8 * 1 ,  4  

αφανίζει 6ob2 άφανισθείσης  55 b 3 
αφιέναι καρπόν 5 7 b 27 αφέμενοε 

49b 8 
άφικνεΐται 5 5  21
άφωνος 60*32 άφωνον ορρ. φωνήν 

εχον 56 b35 —  ΟΡΡ·  φωνήεν,
ήμίφωνον  56b26, 28 ; 5 8 a i 4  

Ά χ ιλ λ ε Λ  54b l4 Α χ ιλ λ ε ω ς  πέρι
59&Ι 

α^υχα 52*34

βαδίζοντα  58b io  τό βαδίζει 5 7 &27 
τό β α δίζε ι ή βεβάδικε  5 7 a 1 7 

εβάδισεν ή βάδιζε  5 7 &22  

βαρβαρισμός  5 8 * 2 4  +  

βαρύτης ορρ. δξύτης  5 6 b 33  

β ε λ τ ίω ν  5 4 b 9> 3 °  J 6 1 b 26 +  — ορρ.
χείρω ν  4 8*4> I 2, ΐ 8  ; 5 3 a i 6 ,  33  
τό β έ λ τ ιο ν  6 ι b 1 0  β έ λτ ιο ν  5 4 8,2 > 

6 o b 3 6 ; 61  * i , bi 3  — ορρ. χείρον  
5 4 b 26 β έ λ τ ισ τ η  άναγνώρισις

55“ ι6 
/3ios 5° ai 7 ; 57 23 + 
β λαβερά  6 l b 23 
β λεπ οντα  6 ΐ  * 6  

βοόω σιν  58 b 3*

βούλεσθαι 4 8 * ι 8 ;  5 4 b 3 4 J  5 5 & Ι 9 ί  
56*20; 58b8 

β ρα χύ  5 8 * 1 5  ι̂τ2 β ρα χύ  4 8 b l 4  
βραχεω ς 6 2 b 6  

βραχύτη ς  ορρ. μή/fos 56b32

τό Γ 56b3°  
γ ή μ α ι 6 l b 7 
Γανυμήδης 6 ΐ  * 3 0

γ ελο ίο ς  49 a 3b ; 60 * 1 5 γελο ία
4 9 * 20 τό  γελο ΐο ν  4 8 b 3 7 »  4 9 a 34> 

5 8 b i 4  γελο ΐο ν  5 1 b 2 5 5 5 s b i 2 J 
60*33 

γεννήσαι 48 b 4, 23
γε'νοδ ( = kind) 47b8 ; 54*20 — opp.

εΤδοϊ 57b8 + — ( =  race) 5 3*11 ;
54*10 7ενεχ ετερα 47*17

777, άπλοΰν ονομα  5 7 a 3 2 

rj77^ « s  54b22 
yvpas 57b22 +
7 ίνεσθαι dist. εΓναι 50b28; 60*22, 

24 τό γ ιγνόμ ενον  53*17 τά
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γενόμενα  5 1 b 1 7,  29,  30  

of a ά ν  γένοιτο  5 1  4 36,  b 4  

μενα ονόματα  5 1  b 1 5  

γινώ σκω ν  conj .  είδw s 5 3 b 28,  38 

σεσθαι τδ  τόξον  5 5 aj[4  
Γλαυκώ ν  6 ι  b i  

γ λ ώ τ τα  6 ;  5 8 a 22 +  , b i 3  +  J

5 9 a 5* 9 j b 35 5 6 o b i 2 ;  6 i a i o
—  def.  5 7 b 4  

γνώ μη  5 0 a 7

γνώριμος  5 l b 20, 2 5 ;  6 l a 2I  

γνώ σ ις  o p p .  άγνοια  5 2 a 30 ; 5 6 b 1 3  

τ δ  Γ Ρ ,  τ ο  Γ Ρ Α  5 6 b 36  

γρ άμμα τα  επιθεΐναι 5 5 a l 9  

γράφειν  5 4 b u  ; 6 o b 32 ; 6 1  b 13  

γραφείς  48  a 5 ; 5 0 4 26

γραφή  55  a 2 —  Ζεό£ιδο$ 5 0 a 28
γραφική  5 0 b I 
γυναικείψ  5 4 a 23
71/W7 5 4 a 2 o ;  6 o a i o  —  ελεύθερα 

02  a IO

τ ο  Δ  5 6 b 3 i  

έδάκρυσεν  5 5  a 3 

Ααναός 52 a 28

δασύτης o p p .  ψ ιλότης  5 6 b 32  

5« 5 7 a 4  6’ οδν 49a9 
δεικνύμενον βραχέως  62 b 6 

ό Α ειλιάδα ποιήσας 48a l 3 
δει νά 5 3 3,22 —  d.ist. ελεεινά  (etc.)

56 b 3 — dist.  οίκτρά  5 3  b 1 4  τ ό

δεινόν  5 3 b 30 δεινή γ υ ν ή  5 4 a 2 4  

δεΐσθαι 5 3 b 8 ;  5 4 b 5 5 62 a 3 
δεξιόν  58 a 7 τ ά  δε£ιά 6 o  b 1 9 

δεξιτερόν, ά ν τί του δεξιόν  58  a 7 

δεραίων 5 5 3,20 

δε' συ opp .  λύ σ ις  5 5  b 24  +  

δεύτερος 5 ° a 3 9 J  5 3 a 3 ° J  5 4 * 2> 2 2 >

b3°> 55a 5 57bU  +
δέχεσθαι 5 9 b 36  

^ 57a 4, ,
δήλ ο *  τ ις  ε σ τ ι ν  52  b4  δ ^λ ον  5 °  9 

( i ) ;  5 i b i 2  
δηλονν 5 0 b 8 ; 5 2 * 2 6 ;  5 7 * 7  

δήλω σιν ιτοιεΐσθαι 59  a 2 2 
δημοκρατία  48  a 3 2 

δήμοι  =  κώμαι 4 8 a 3 7  
διά τ άδε  di st .  μ έτα  τάδε  5 2 a 21  

διφδοντα  62 a 7 

διαιρεΐσθαι 52 b 15? 27  
διαιρέσει ( λ υ ε ι ν )  6 i a 23  

διαλαμβάνει τή ν  ποίησιν  5 9  a 37  
διακωμψδουντες τ ό ν  ποιητήν  58 b 6 

δι άλε/fTOS 5 8 b 6,  32 —  V ά λ λ ή -

λους  4 9  a 26  
διαλύειν  6 ΐ  4 ί ο  

διαμένει 4 9  a 12
διανοητικά  ( ο ρ ρ .  ηθικά) μέρη  6 o b 4

POETICS

διάνοια  5 0 a 2 +  —  def. 5 ° a 6,  b 4
—  conj. λέξις  5 o a 3 o ;  5 6 a 3 4 +  ; 
5 9 b i 6  διάνοιαι καί λέξ ις  5 9 b l 2  

διάνοια  dist. ήθος 4 9 b 38 -f- ; 5 0 b n  
ήθη καί διάνοιαι 6 o b 5 

διαπονεΐν 6 o b 3 

διαπορήσειεν 6 i  b 27  

διεσπάσθη  4 8 b 24
διαστρέφειν τδ  εφεξής ζ)2Λΐ  διε- 

στραμμένον  4 9 a 3b  

διατηρεΐν  5 4 b J 5
διαφέρειν  $ ι  α 2$,  b 2 ; t>2a 2 0 ;  5 3 a 8 ;  

58 b 1 5 ί 62 b 1 2 διαφέρεσθαι καί 
κινεΐσθαι 5 i a 34  

διαφθείρειν  5 5 b 23

διαφορά 48 a 1 6 ,  1 9  διαφοραί 4 7  b 29 ; 
4 8 a 24,  b 2;  5 6 b 3 7  διαφοράς έ χ ε iv
48 a 8 

διδασκαλία  56  b 5 

διδάσκειν  6 o a 4,  18

διδόναι τοΐς ποιηταΐς  6 o b l 3  —  χ ο -  

ρόν 49 b 2 — έκτείνειν  58 b 8 δι*
δομεν δέ οι 6 ΐ & 22 

διεξιέναι 4 9 a 3 !

διηγηματική μ ίμησις  59 a 17j b3  ̂
διήγησις  56  b 1 1  ; 5 9 b 26  

διηγητική μ ίμησις  5 9 b 33  

διθυραμβικών ποιησις  4 7 b 20 

διθυραμβοποιητική  4 7  a 1 4  

διθύραμβοι 4 8 a i 4 ;  5 9  a 9 oi έξάρ-  

χο ν τε ς  τδν διθύραμβον  4 9 a i 1  
Δ ι ι  οϊνοχοεύειν  6 ι  a 30  

διέστηκεν  4 8 a i 7  

Αικαιογένης  553,1 

δίκαιον 4 7 b j 9 > 5 ^ α 7 
δικαιοσύνη  5 3 α8 

δι όλου (δι* ολον )  59 b 1 5 > 60 a 8 
Α ιονύσιος  48 a 6 

Αιόνυσος  57υ 2 1,  22 

διορίσαντες  5 1 a 1 2 διωρίσθαι 4 7  b 2 3 ί 

5° b21
διορισμός λόγου  dist. αρχή, τέλο ς

57 ‘ 7
διττλοΰ? ορρ. άττ λ ουϊ μυ0ο?  53 a 13 5*-

π λή  σ ύ στα σις  5 3 a 3 1 διπλοΰν  
 ̂ ονομα 5 7 * 1 2 ,  3 2 ; 59α5> 9 

δίσκον μιμεΐσθαι 6 ι  b 3 i  

δ ι τ τ ή  άμαρτία  6 ο b 1 5  

δίφρον 58 b 29,  3 °  
διχώ ς  5 7 a 2  ̂
διώκοντες 6 o a l 6  

δίωξις 6 o a I 5 ,  b 26 

δο«ει  5 3 a 33 5 5 7 b 34 ϊ 6 o b i o  
Δ ό λ ω ν  6 ι  a i 2
δό£α 6 i  b 10,  35  παρά τήν δόξαν 5 2 4 

4 έν μ εγά λη  δόξη 5 3 & Ι °  

δούλο? 5 4 a 2 0

δ ράματ α 4 8 4 2 8 ;  55b j5 ί 5^a i5
B b

—  dist. 
γενό-

γνώ-
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τφ  δράματι 6o * 3 1 έξω του δράματος
53b32 5, 54^3 

δραματικοί (μύθοι) 5 9 *  19  δραματικοί 
μιμήσεις 48b35 

δραματοποιήσας 48 b 3 7 
δράν 53*25» b22 ί 5 9 * 3 ° λ —  syn.

πράττειν 4 8 b ι δρωντες conj.
7τράττοντες 4 8 a 2 8 ,  2 9  —  opp.
δι &nayyt\ias 49b20 

δύναμις 4 7 a 9 ,  2 5 ;  4 9 b 3 5 ;  5° b l 5 >

1 8  παρά την δύναμιν 5 1 b 3 8  

δυνατόν 5 1 bι 6 ; 5 5 * 2 9 ;  5 7 b 5  ; 6 i b J 2  

δυνατά 5 1 * 3 8 ,  b 1 7  + , 3 2  δυνατά 
άπίθανα 6 o a 2 7  

δυσμάς βίου 5 7  b 2 5  

δυστυχών 5 3  a4
δυστυχία opp. ευτυχία 5 1*13 ;  52 *32, 

b35; 53*2+ us δυστυχίαν τ ε 
λευτάν 53*25 

δυσχερανάντων 55*28 
το δώ 58*5 
δωμάτων άπο 58 b 33 
Δωριείς 48 * 30 
δώρον 57 a 13

kyyivtaOai 53 b 19 
hfyvs 5° b 38; 54 b 35
fyKa\ovvres 53*24
€7κώμια 48b27
kyxupovvTes 50*35
« γ χ θ 5  6 1  * 2 ,  3 4

67α» δε viv 58b34
έ θ ε λ ο ν τ α ί  4 9  b 2

€0os λ έ ξ ε ω ς  6i *27
εϊδεναι 54b4; 56bi o ; 60*24, 30 «ίδώ?

5 3 b 2 8 , 37  οΓδβ 4 9 b i 7 ,  1 8  

ε ΐ δ ο ς  4 9 b 2 6 ,  3 0 ;  5 7 * 2 3 ;  5 8 * 3 4 ;  6 o b  

7 ;  6 1 b 2 2  — o p p .  y i v o s  5 7 b 8  +

—  d i s t .  μ έ ρ ο ς  0 2 b i 7  —  s y n o n .

μ έ ρ ο ς  5 0 * 1 3 ;  5 2 b I 4 ,  2 5  €^7 7

ά v a y v ω p ί σ ε ω ς  5 4 b i 9  —  θ ε ω ρ ί α ς

5 6 b 9  _  ο ν ό μ α τ ο ς  5 7 * 3 1  ;

5 8 * 3 4 ,  b I 4  —  π ο ι η τ ι κ ή ς  4 7 * 8

■—  Tpay^ias 4 9 * 8 ;  5 5 b 3 2  ; 5 9 b 8  

ε ί δ ο ς  ε η ν  κ α κ ό ς  6 ι  *  1 2  

ε ί κ α ζ ε ν  ό μ ο ι ο υ ς  4 8 * 6  

«ί / π)  5 2 * I O

εlκovoypάφoι 54 b 9
είκονοποιός 6ο b 9 
6 i W  48 b l I J x5 5 5 ° b3 
ci/fo? 48b29 ; 51*28, b3i ; 55*7, 19, 

blo ;  6 1 6 9 —  (in Agathon) 56*
24; 61 b 15 —  dist. άvayκaΐov
51*12,38, b9; 52*24 (comp. *20); 
54*34» 36 — dist. dm 7^7 5 1 b 
35 παρά τό είκός 56*25; 6 l b i5 
είκότα 5 1 b13; 55**75 56b4J 6o* 
27 — opp. άπίθανα 6o * 2 7

εϊμαρτο 5 5 * 11 ειμαρμένη 55*11 
cliOi dist. yίvεσθaι 50b28; 60*22 + 

f  om. 5 i b3i 
εϊρηκότος 6 i b2; εϊρηται 52 b 1 1 ; 57b 

29; 6ob25; 6 i* i6 ,  20 — dist.
πεπρακται 6 l* 5  είρημένον 6 l b 
16 —  dist. πεπpayμέvov 61 *6

εις Koyos διχώς 57*28 πράξεις ενός 
5 Ι * ι8  ενός χρόνου 59*23 ΤΨ
ε ν ί  51 *17 π ε ρ ί  ε ν α  51 * 17 ;  59*23
το ti/ /cou το όλον 51*1 

εiσάyει άνδρα 6ο *ιο  
εΐώθασι 4 7 b*7 (ίωθός conj. κύριον 

ονομα 58b2i τδ εΐωθός 58b4> 5 
έκβαίνειν αρμονίας 49*27 
εκδιδόναι 54*8 έκδεδομένοις \0yois 

54bi8 ,
ίκθ(σΐ5 60*36
έκπίπτειν 55*28 ; 56*18; 59b3x 
εκπληκτικός 54*4 5 6ob 25

55**7
εκστατικοί 55*34 
έκτείνειν 58 b 8
εκτίθεσθαι καθόλου 55 b 1 έξετέθησαν

55*12
"E/cro/)OS δ/ω̂ ί? 6θ* 15, 26 
6/cros ορρ. εν σώματι 54b24 
έκφέρειν διά μέτρων 47 b 1 7 
έλαττον αμάρτημα 6ob3I — μήκος 

62*ι8 έλάττους συστάσεις 59b 
20 έλάχιστον 58*345 6ο*7 

ηλάττωσε 49**7 
έλαφος 6ob3i 
έλεyείωv 47 b 12 
έλεyειoπoιός 47 b *4 
Ιλ67χοι {οι έν τοΐς λόyοις) 6 ι b1 7 
έλεεΐν conj. φρίττειν 53b5 
ελεεινός 53 b 17 — dist. φοβερός 52 *

3, b32> 36; 53*1» 6, bi Ιλ€€^ά 
dist. δεινά (etc.) 56b3 

ελεος 56 b I —  conj. φόβος 49b27 ; 
53b* 2 —  dist. φόβος 52*38;
53*3» 5

έλεύθεραι y υναΐκες 62*10 
lA0«'V48b3 i ;  49b7 ϊ 55b6, 8 έλή- 

λνθε 55*5, 6 
ελκοντες τό ν κορνφαΐον 6τ b3i 
έλλέβορος 58bio  
'Έλλ^ 54* 8
έμβεβλημμένη συλλαβή 58*2 
εμβόλιμα 56*29, 3° 
έμμετρα 50bI4 5 5 l b l  
’Εμπεδοκλής 47b 18 ; 5 7b^4 5 61*24 
έμπεσων 53 *9 
έμποιητέον 53 b *4
61/47*17» 22, b29; 49b33 
έναλείψειε φαρμάκοις 50b i 
το εναντίον 52* 22 τουναντίον 52*
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2 6 ;  5 0 a 20 τουναντίον  ( a dv. )

5 ° b29> 53&I4 H  tvavTtas 53»

λ32,
to  εναργές  6 2 a i 7  ενα ργέστα τα  

55a34 J 62a i7 
ενδέχεσθαι 5 8 a 29 ; 6 o a i 2 ,  3 5 ;  6 0 b 

2 9 ;  6 i a 3 4 ;  0 2 b i o  — είναι 5 7 a 

26 — ύπάρχειν 6Oh 2'j — μ ι-
μεΐσθαι 5 9 b 24  

ενεργουντας  conj .  πράττοντας  4 8 a 23 

ενόντα  50 b 5

ειη ιθεμένω ν εις το  μετρον  58 b 1 6  

εντιμότερα  49  a 6 

εντολή  5 6  b 1 1 
εντυ χ ε ΐν  6 1 b 5 

ε ξα γ γ έ λλ ετα ι  6 o b 1 1  

εξα λ λα γα ϊ ονομάτων  58 b 2 

εξα λ λά ττειν  4 9 b i 3  ; 5 8 a 2 i  *ξη λ-  
λ α γ μ ένο ν  ονομα  5 7 b 3 ; 5 8 a 5 

εξάμετρα  4 9 a 2 7  9) εν εξάμετροιs
μ ιμ η τικ ή  4 9 b 2 l  

εξαπατηθή  5 0 a 22

εξαρχόντω ν το ν  διθύραμβον 4 9  a 1 1  

εξεστι 0 2 a 1 5  5 4 b 35
εξέρχονται 5 3 a 3 8 
<£o5os 5 2 b i 6  def .  5 2 b 2 i  

έξω τού δράματος 5 3 b 3 2 ί 5 4 b 3 —  τ ψ
τραγωδίας  5 4 b 7 —  τ ο  ̂ μνθεύματος
6 ο a 29 —  τ ο υ  καθόλου , τοΟ μύθου
5 3 b 7> 8 —  μελοποιίας  5 9 b l °

έξωθεν 5 5 b 2 5

loi/ce 5 Ι & 23 ί 5 2l l 9 έοίκασι 4 8 b 4J 

5 1 a 1 9  έοικε τή  υστέρες 5 4  a 3 2
έοργεν  5 7 b 12  
επαινείσθαι 6 ο  a 5

επεισόδιον  4 9 a 28 ; 5 1 b 3 4  J 52 b l^5
55b l 3 + ;  5<5a3i 5 59a35? 36,
b 30 —  def .  52 b 20 —  o p p .

ιδιοπ 5 5 b 23  

€ 7 r « a o 5 t o w 5 5 b i 3  ; 5 9 b 30 — conj.

παρατείνειν  5 5 b i  

επεισοδιώδης μύθος 5 1 b 33,  34  

επέκτασις  5 8 a 23,  b 2 
επεκτείνεσθαι 5 9 b 23 επεκτεινόμενα  

o p p .  άεϊ μακρά φωνήεντα  5 8 a l 2  

επεκτεταμένον όνομα ^ h 2, 35 5 

58a3
ν επιβουλευεσθαι 5 5  20

Ά ϊπ ίδ η λ ο ν  5 ΐ a 35
f  επιεικής 54b j3 “  °ΡΡ· μοχθηρός

52b34 —  °ΡΡ· Ψανλ°5 62a 2
επ ίκτη τα  ο ρ ρ .  σύμφυτα  5 4 b 2 3 

επισκοπεΐν  4 9 a 7 5 6 o b 2 2 ;  6 i a 32  

επ ιστολής  5 4 b 3 4  —  πέμφις ξ,2 b 7

επίταξις  56  b 1 7 5 ό 7 α22  
επ ιτά ττε ι  5 6 b l 6  

επίτηδες  5 2 & 7 5 5 8ΐ>14  
επιθεΐναι γράμματα  5 5 * * 9  επιτιθε-

μένη ονόματα  5 * b*0 επιθέμενος

55 h '22
επ ιτιμ ά ν  5 6 b 1 6 ;  5 8 b 6 ;  6 i b 3 €jrt- 

τιμάσθαι 5 5 a 26 ; 6 o b 3 3 ;  6 2 * 1 0  

επιτίμη μα φέρειν  5 0 b 1 4  ; 6 l b 2 2 
—  Aveti/ 6 o b 2 i  

επ ιτίμη σις  6 l b l9 επιτιμήσεις και 
λύσ εις  62 b 18  

επιφανείς 5 3  a 12  

επιφορα ονόματος  5 7 b 7 

Έ π ιχάρη ν  58 b 9 

Επίχαρμος  4 8 a 33» 4 9 b 6  
επιχειρήσαι 59a 3 2

εποποιία  4 7 1113» 28 ; 4 9 b 9> * 4  +  5 5 5 b 
16 ; 59b8, 18+ ; 6oa 13; 62*2, 12, 
14, b 15, 16 

εποποιικόν σύστημα  56 a 11 , 12 «πο- 
ποιική μ ίμ η σ ις  6l b20 

εποποιός 4 7  b 1 4  5 62 b 4
49a5j bi6 } 18; 58b i6 ;  6oa 17 ; 

62 b 3
εράμενος 58 b 1 0  

εργαζομένους 61 a 29 
έ'ργον 48bio ;  62a i8 πολύ e/ryo»' 

49 a 31 €/>γον τραγωδίας  5 2 b 2 9 ;
50a3i — r έ χ ν η ς62 b 13 — ποιη·
του  51 a 37 —  π ολιτική ς καϊ Ρη
τορικής  50 b 6 

Ipef 5 7 b i 8  +

Ε ρ ιφ ύ λ η  5 3 b 24  

έρμηνείαν  50bl4 
'Ερμοκαϊκόξανθος  57a35 
ερνύγας = κέρατα  5 7 b 3 5 
ερώτησις 56b 12 ; 5 7 a22 
εσθίει 58b23, 24 
6σ0λά έοργεν  57 b 12 
εσπέρα  57b23 +  

έσ χα το ν  55 b 27 
έσωθεν  55b 25
έτεροι 48b27 erepa 47 a 17 5 48a8 

έτέροις 47 a 17 «repcoy 47 a
*7

6T77 πολλά 55b 18
«5 48b35 ; 5° a3°>b 32 5 53a29 J 56a9 i 

5 9 a 7 του ευ ή μή 6 2 °  iS  
εύδαίμονες § θ &2θ 
ευδαιμονίας 5 ° a i 7 

cuSor παννύχιοι 6 l a 17 
ευειδές 6ι a 14
eu0v s 49a 3 6 ; 52<ll4 ; 6oa *o 
Ευκλείδης  58 b 7
εύλαβεΐσθαι ορρ. σ τοχά ζεσθα ι 52b28 
εύλογωτέρως  6o a35 
εύμνημόνευτον  5 1  a 5 

εύπ λα σ το ι 55a 33  
ευπρόσωπον 6l a l4
Ευριπίδης 53a34> 29> b'285 55b9 5 56a 

17» 27 5 n8b2o; 6o b345 6 i b2o 
B b  2
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ευρίσκειν 49*24; 55 a 9, 25 — (with 
inf.) 53 25 5 54* 11 

Eύρύπυλος 59 b 6 
ευσύνοπτος 51*4^ 59a33 
εύτελες opp. καλόν 58b2 2 ευτελέσ

τεροι opp. σεμνότεροι 48b26 
εύτυχεΐν opp. άτυχεΐν 52 b 2 
ευτυχία opp. άτυχία  52b37 —  opp.

δυστυχία 5 1 a 13; 52*31, b35; 53*2, 
10, 14 (comp. 55b28) 

εύφραίνεiu 50b2 ; 5 i b23, 26; 52*25 
εύφυους ή ποιητική 55*32 
εύφυίας σημεΐον 59*7 
εύχεσθαι 56bi6
€t»xi7 56b l l  κατ’ €υχήν ποιαν 53*3$ 
εφεξής^5° a29; 5 i a i 3 |̂ 52b3°  *3

εφεξής 5 2 a I εν τοΐς εφεξής χρόνοι$

. 59V 7εχειν άλλως 58 b3 —  άναλογον 48 b
38 — ίκανως 49*7 — καλώς
4 7 a io ;  53*12; 59 bi2 —  /ζ δ̂ί-
repcus 53bl9 —  ομοίως 57b20,
28 —  όρθως 6ob24 —  oCtaus
55b 19 ; 6 i a2 —  ώσπερ 6 i b6 
εσχετο  6i a33 

6χ0ρα opp. φιλία 52*31 
εχθρός 55 b 22 —  opp. </>i\os 53 b 16,

17 εχθιστοι 53*37

Zcu î? 50*27, 28; 6 i b i2 
^τίΓυ p i b 25; 53 b 1 1 ; 54 * 10,34 ζη-

τητίον  51 b23 
ζωγράφος 6ob8
ζψ 7 ; 5° b34> 3 8 ; 5 1 a3s 4 ;

59*20
ζωρά 6 i*25 ζωρότερον 6 1 * 14 

H 58*11
Ήγήμων δ Θάσιος 48*12 
ήδη 5ibi2
ΐ7δου>7 48 b 18; 53 * 36,b 1 2 —  οικεία

5 3 b i i ; 5 9 *21 —  ο ύχή τυχοΰσ α
62bi3 ήδοναί 62*i6 

ήδύνων 6ob2 ήδυσμένος λόγος 49b
25, 28

ήδύ 6o * l7  ήδιον 62bι ήδιστον

. 48V3ήδυσματων 50bl6
ηθικός 6ob3 ηθική τραγωδία $ 6 &

I —  εποποιία 5 9 b 9 —  *7 *Οδύσ-
σαα  59b 15 — βήσις §o*2g

ηθογράφος 5 0 * 2 8

48*2,3>b 4̂ ί 5° a r4>b9 J 54α 17 4 ;
6ο* ι ι  —  conj. διάνοια 49b38;
50*2 — dist. 5©b8, 9 (2) ήθος
υποτιθείς 54&27 —  (in a picture)
50*29 ήθη 50*5+ ; 54ai6 + >
b 13 j 60* 11, b5 — dist. διάνοια

5 0 * 5  —  conj. πάθη καί πράξεις
47*28 —  opp. πρόζας 50*19 +

ήιόνες 58b31 
’Ηλόκτρα 6ο * 3 1
ήλιος 5 7 b 2 8 π(ρίοδος ήλίον 49 b 13
ήμ<kpa 57b23> 24
ήμιόνους 6 ΐ * ΐ ΐ
ήμίφωνον 56b25, 27
‘Hρακληίδα 51*20
Ηρακλής 51*22
'Ηρόδοτος 51b 2
ήρωικον μέτρον 59b32> 34 ηρωικά
c 48b33 5 59a Ι0> ι ι
ήρωον μέτρον 6θ*3 
ήττηθή 56*23

θανάτου αϊηος 5 2 * 9  —  αιτίασις 55 b
31 0? eu τφ φανερψ θάνατοι 52 b 12

Θάσίο? 48*12 ; 6ι *22 
θάττον 6ι * ι6  
θανμασιώτατα 52*6 
θαυμαστόν 52 a4 ϊ 6ο * Ι 2 + 0αυ· 

μαστως 56*20
0€ά 5^b 17
θεατής 5 5 a28 0€αταί 53 a35 5 55 a 

29; 6 1 b28 ; 62*2 
θέατρα 49 a 9 > 53a34 
Θεοδέκτης 55*9, b29 
Θεοδώρω 57*13 
θεοκτίσταν φλόγα 57b 29

55b 7 >7 55b 5 0€οί
54b6; 6o b3 5 J 61*17 

θεσπέσιος 59*30
θεωρεΐν 48b 11 , i6 ; 56b34, 37; 59*8; 

60 b 7 01 θεωροΰντες 51*1  0fcu-
ροΰντι kμπεσών 52*9 θεωρεΐσθαι 
55b2 ; S8bi6 

θεώρημια 56 b 19
θεωρία 50b38; 5 1 * 1 ,2  c?5os θεωρίας 

56b9
θήλεια ελαφος 6o b 31 Αήλία δνόματα 

58a8 +
θηρίων μορφαί 48 b 1 2 —  φωναί 56 b

2 4 ,Θησηίδα 51 *20
0UJ7T 6 l*24 
θοινάται 58b24 
0p?7z/os 52b24; 54*30 
θυειν 55 b4, 5 0ύ«σ0αι 55 * 8, b 3 + 
Θυέστης 53*11, 21 —  (Carcinus)

54b23

το I 58*15
ίαμβεΐον 58bl9 —  μέτρον 48b3i ;

49a21> 25; 59b37 ϊαμβεΐα 49* 
26; 5 9 * io, 12 

ίάμβιζον 48b32 
Ιαμβική ιδέα 49 b 8
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ίαμβοποιήσαs 58 b 9 
ίαμβοπο tot 5 i b i4
Ιάμβων 49 a 4 — ποιηταί 48 b 33
ιατρικόν 47 b 16 ιατρική 6o b 20 
ιδία. Ιαμβική ιδία 49b8 αινίγματος

—  58a26 ιδεαι 50b34 — ( =  εΐδη 
ονόματος) 58b l8 από των αυτών
ιδίων 56 b 3

ίδίο? 49b 16; 52 b 18, 33 ; 54b 10 5 53 b
2 3 ;  5 6 ^ 6 ,  3 5 ; 59b 2 3 λ 

τό Ιδιωτικόν 58a2l τό μή ιδιωτικόν
5 8 a 32,  bi, 4; 59α3 

ιδρννθίίσψ  5 5 b4 
ιερεα 57b 35

55 b 7 
ιερού 55 a27 
ιερωσύνη 55b6 
ΊκάδίΟ? 61 b8
ικανός 59a i6 —  o/>os 51 a 14; 5915

18 i/tai'Ss 49a8 ; 5 4a 15, b i8;

Ίκάριος οι “ 4, 8 
ίκετεύουσα 54a32
’lAiai48b38; 59b3 37 Ίλιά? 51 a 29 ;

54b2 ; 56a13 ; 57a29 ϊ 59b i 4 ; 02b
3,8  ή μ ικ ρ ά 'ίλ ιά ς  59b,2> 5 

’Ιλίου περσις 59b 6 περσις Ίλίου 56 a
16

Ίλλν/uot 61 a4 
’I£iovis 56 a i 
‘I7niias 6 1 a 22 
mrov 6obi8
Ιστάναί 57b l1  εστηκεν 57b lO

εστώτες 6o* 16 
Ιστορία 51 b 3 —  opp. ποίησις 5 1 b 6,

7 Ιστοριαι συνήθεις 59a2i 
ιστορικός opp. ποιητής 5 i b i 
Ίσως 56*8  ; 61 a i, 11, b6 
Ί ψιγίνεια  55 a 7 —  (Eurip.) 52b6,

7; 54a 7, b32 ; 55a 18 το καθόλου
τής Ιφιγένειας 55h3 ?; Iv Αύλίδι
Ίφιγενεια  54a32

κάθαρσις 55 b 15 —  παθημάτων 49 b
28

κα0’ έκαστον 49a3r 56b34
έκαστον 5 i b7> 10 καθ>

ν έκαστον 5 l b *4

ίθόλου^gh8; 5 ° b 12; 55bl — opp. 
καθ' έκαστον 51 b 7 + ™  Λα0όλου

τής Ιφιγένειας 55 b 2 *£ω τυ  ̂ κα~
θόλου 55 b8 

κακία ορρ. αρετή 48 a 3 5 53 a8 κατά 
πάσαν κακίαν 49a33 

κακοδαιμονία 5 ° &Ι7 
κακός 6 ι * ΐ 2  κακόν ορρ. άγαθόν 

6 i a9 κακώς 56* ίο, ι8. 
καλού μενον (όνομα) 57^33

Κ αλλιπίδη ς  61  b 35 \ 62 a 9  

καλόν  ορρ. ε ύ τ ε λ ίς  5 8 b 2 l  —  ζφον
5 ° b 34» 38 καλαι πράξεις 4 8 b 
25 τό καλόν εν μεγεθει και τά ξει 

5 °b37 «aAws 6X6̂ 47aJ0 J53a 1 2 ί
5 9 b 1 2 —  ίδ ιiv  5 i a 24 χρή -
οθαι 5 3 b —  εΐρηται ή πεπρακ-
τα ι  6 i a 4  καλλιώ ν ζ ΐ  a 1 1  ; 5 2 *  

ΙΟ καλλίους γράφειν  5 4 b 1 1  κάλ-  
λ ισ το ς  5 o b i ;  5 2 * 3 2 ,  b 3 i J  5 3 a 
1 9  κ α λ λ ίσ τη  κατά τήν τέχνη ν  
τραγωδία  53 a 23 

Καρκίνος  54b23 5 55a26 
καρπός 5 7  b 2 7> 29 
Καρχηδονίων μ ά χη  5 9 a 26 

κ α σ σιτίρ οιο  6 l  a 28 

καταδεεστίροις  5 ° a 3 I 
κατα λείπ η  5 & a 6 

κατάλογος (νεών) 5 9  a 3^

καταντικρύ ή ώς 6 1* 35
καταπύθεται 6 l  a 23 

καταθεις  5 8 b 29,  30 

καταπ επ λεγμενον τη  ποικιλία  59 α 34  

καταψήφισαμενοι 6 l  b 2 

κατηγορία  6 2 a 5 

κατίδοι 58 b 1 9  

κατορθωθώσιν 5 ό &2  ̂
κεΐται 5 Q b 23 κείσθω 5 6 * 3 5  V̂0‘

μα κείμενον  5 7  b 25 

/ίίλίδσαί 56 b 17 
Κένταυρος  (Chaeremon) 4 7 b 2i  

κεραιε 6 1 a 15
κεκράσθαι 5 8 a 3 1 κεκραμίνον  6 i a 

2 7 ;  62 b I κεκρητο 6 1 * 2 5  
κέρατα  57b35 J 6 o b 3 i  
κερκίδος φωνή 5 4 b 37  

Κ εφ α λλή νες  6 1 b 6 

κιθάρισις 48 a 10  

κιθαριστοΰ άκούων 55* 3  
κιθαριστική  4 7  a 1 5,  24  
κινεΐσθαι κίνησιν  6 ι ’’ 3 θ  κινεΐσθαι 

conj. διαφερεσθαι 5 i a 34  

κίνησις  6 i b 3 o ;  6 2 a 8, 11  

κινητικά  (μ ίτρ α ) 6o a I 

εκλαυσεν 5 5 * 2  
Κλεοφων 48 * 1 2 ; 58 s120 

προς κλεψύδρας άγω νίζεσθαι 51  a 8 

Κ λεώ ν  57
Κ λυτα ιμ νή σ τρα  53b23 
κνημίς  6 l  a 28

κοινός 5 2 b 24 κοινόν  4 7 b l o > ! 7 ί  
5 8 b 1 2 κοινά  ορρ. ίδια 5 2ΐ >17 

κοινή  4 7  b 1 5 
κοινωνεΐν  4 8 b 1 4  5 53b 1 0 ί 58b4 
κ ολλή σα ντα  5 8 a 30  

κόμμι 58 a 1 5
κόμμος  5 2 b i 8  —  def. 52 24

κ&ρη 55b3
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κορυφαΐον 'έλκειν 6 i b 32 

κοσμηθήναι 4 9 a 30

κόσμος (δ τής δψεως) 49 b 33  —  (όνό-

ματος είδος) 5 7 b 2 ; 5 8 a 335 5 9 & Ι 4  
κράζουσιν  5 8 b 3 J 
κρατεΐσθαι 5 β α ι ο  

Κ ράτη ς 49 b 7
κ ρείττω ν  0 2 α ΐ 3 ,  b l 4  ( synon.  β ελτίω ν  

6 i b 26) κρείττους φ &6 ( synon.  

βί λτι ' ου?  48** 1 8)  κράτιστον  5 4 a 4  

K ρεσφόντης 5 4  a 5 

Κρέων  5 4 a I 
Κ ρήτες  6 τ a 1 4  

τ ο  κ ρΐ 58 a 5 
κρίσις (οπλώ ν) 5 9 b 5 

Κυ/ιλωπΈ? 48 a 1 5 

κυλιόμενοι 6 l b 3 l
Κύπριοι 5 7 b 6 —  ( D i c a e o g e n e s )

5 5  a I Κύπρι α 5 9 b 4  δ τά  Κύπρια
ποιήσας 5 9 b 2 

κύριον ύνομα 5 7 b j  4 ; 5 8 <l l 9> 34» b 3> 
1 8 +  ; 5 9 α 2 > τ 4  παρά τδ  κύριον 
5 8 a 23 κυριωτέρα  5 0 b 19

κω λύει ο ρ ρ .  π οιεί 5 7  a 1 j 8 ουδεν κω
λύει  5 1  3 1 κωλνθήναι 6 1 a 34  

κω μάζειν  4 8 a 3 7  
κώμαι ( =  δήμοι) 4 8 ^ 6 ,  38 

κωμψδεΐν 58 b 3 2

κωμωδία  4 /  a j 4j  b 2 /5 4 8 a i 7> 3°> 3 1 > 
4 9 a 2, IO,  32,  38,  b 22 ; 5 1 b 12 ; 

5 3 a 36 τ ά  ττ}? κωμωδίας σ χ ή μ α τα
48b30 

κωμωδοποιοί 49  a 4  

κωμωδοί 48  a 37  j 4 9 b 1

Α άιος  6 o a 30 

Αάκαιναι 59 b 6 
Λ ακεδαίμων 6 l b 6 

Αάκων 6 1 b4
λαμβά νειν  53b 1 5 ; 5 ^ a i 4  —  π α ρ ’

ά λλου  59 a 7 ληφθήναι 5 5  b 9,  1 4  

λαμπρά λ έξ ις  6 o b 4

λανθάνειν  4 9 a 3 8 > b * J  5 5 a 2 5» 28 J 
6 o a 1 7

λ ί γ € ΐ ν  4 9 a 26 ; 5 o a 6,  b 5, 7 ;  5 1  a 37» 

i  +  > 5 4 b 34 '» 6 0 a 7 λ ί γ α ν  ^ 
π ράττειν  5 1 b 9 ; 5 4 a 35 ύ λ ί γ ω ν  

5 0 b l o ;  5 6 b 6,  7 ό πράττων η 
λ ί γ ω ν  6 1 a 7 ι^υδί } λέy ειv  6 o a 1 9  

oi λεγό μ ενοι αυτής ποιηταί 4 9 b 3 

ομοίως λεχθ ή σ ετα ι ^ h 26 
λ εκτικη αρμονία 49  α 2 7 Xεκτικδν μέ- 

τρον  4 9  a 2 4  

λ ί £ ι ?  5 ° a 9> J4> b l35 5 5 &22 — def.
4 9 b 3 4  J 5 °  1 3 —  ( synon.  λ ό γ ο ? )
4 9 a i 7  ; 4 9 ft23 ( c o mp .  5 6 b 6)  i v  

αυτή τη  λέξει 5 8 b 9 τ ά  π^ρί τ ή ν  

λ ί £ ι ν  5 6 b 8 s qq.  σ χή μ α τα  τής

λέξεως ^6hg λέξεως μέρη φ b
20 — αρετή 58al8  λί£ι? conj.
διάνοια 5 ° a29 i  56 a 3 4 ; 59b l2 >
16 — conj. ήθη 50 a 36 — dist.
μελοποι/α 49 b 33 λί£ι? γελοία 49*
19 —  λαμπρά 6 o b 5 —  σαφής
58a i8  — σεμνή 58a21 λί£ι?
χορού 52b 23 εν τή λέξει 59^3 
λέξιν μιμεΐσθαι 59&12 τ θ*
λέξεως 6 ι α27 πάθη τής λέξεως
6o b l 2 προς τήν λέξιν δράν 6Ι α Ιο
λέξει έξαγγέλλεσθαι 6 o b l i  τή 
λέξει διαπονεΐν 6 ο b 3 fX ^ H *
I 2a i 7

λευκογραφήσας εικόνα 50b 2
λευκόν 57a j^
λή^ι? ( παιδιού) 55b 3°
λ'α*' 59a33 5 60b4 5 61b 28, 34
λόyoς dist. ρυθμός, αρμονία 4 7 Α22

—  ήδυσμένος 49b 25>*2  ̂ — dist.
πραξις 54 a 18 (com p. a 35) «νλόγω 
47&22 (5 ° b 12 ?) τά Ιν τω  λόγω 
56 b 6 όσα οπό του λόγου δ «  παρα-
σκευασθήναι 56 a 37 λόγο? ορρ. τά
τοΰχορου 4 9 &Ι7 ί 5 ° b6, 9 ( 2)
γοι dist. μίτρα 47 a 29 —  dist.
λομετρία 48 a 11 —  dist. έμμετρα
5o b i 5 ίνλόγοι?59&Ι3 λόγο?
( =  μύθος) 55b 17 λ^7ουϊ ποιεΐν 
49b 8 ; 55 b 1 — σννίστασθαιβ oa27
λόγοι πεποιημένοι 55a34 λόγο? 
( = o n e  o f the μίρτ; λί^βω?) 56b 2i
—  def. 57a23 + λόγου αρχή 
etc. 57a3»  ̂ Σωκρατικοί λόγοι 
47 b 11 οί έν τοΐς λόγοι? έλεyχoι
6 l b l6  ίν τοΓ? έκδεδομένοις λό
γοι? 54b 18 άλλος λόγο? 4 9 a9

λ ό γ χ η ν  5 4 b 22
λοιπός 50b 15; 53 a 7 01 λο ιπ ο ίφ Λ 28
Aυyκεύς 52θ,27 —  (Theodectes)

55 b 29
λύειν 6ι a22 — ορρ. πλέκειν φ a 10

—  ορρ. άποδακνυναι 56 a 38 — μύ
θον 53b 23 —  επίτιμη μα 6 o b 22
λυτίον 6o b35

λυπηρως 48b lO
λύσις ορρ. πλοκή 5^a9 —  °ΡΡ·

δέσις 55b24 +  —  μό0ων 54α37
—  conj. πρόβλημα 6 o b6 ; 6 l b 24
—  conj. έπιτίμησις 62b l8

Mάyvης 48 a 34 
μαζόν 58 a 7
μαθήσεις ποιεΐσθαι 48 b 7 
μάθον 6 l a 24 
μανήναι 5 1 a 26
μακρός 55 b 17 μακρά σύστασις 6 θ a 3 

μακρύν φωνήεν φ  a l ,  II
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μάλλον  5i °7, 27; 52a3 , 5 ; 5 3 a i3> i6 ;  
56*28,35; 6oa i2;  6 a bi4 άλλά 
μάλλον 53 a 36 άλλά πολυ μάλλον
go* 31 μάλλον ,ifTTOv6ob 27 μά-
λίστα 4^bιχ + ; 49*245 5 ° b45
52* 3, 3 7 ; 5<5a3 ; 59*9» b36;
60*13, 19, 28; 61 *35 οτι μά
λιστα  49bi 2 ; 5 5 *23;  59*12;
62 II 

μανθάνει v 48bl3, 16 
μανία 5 5 b 14
μανικού (dist. εύφυοΰς) ή ποιητική

55 a 33 
Μαραθωνάδε gSbg 
Μαρ-γίτης 48b30, 38 
μάχη 59*26 
μεγαλειωτων 57*35 
μεγαλοπρέπεια 59b29

48a3I
μ«7αϊ 49b j0 5 59*33 59*4

μεγάλα ή είκοτα 56 b 4 έν μεγάλη
δόξη 53a IO δί* αμαρτίαν μεγάλην 
53* * ^

μείζων (μΰθος) g 1 * IΟ μεΐζον αγαθόν,
κακόν 61 * 8,9 μείζονα (σχήματα)

,49*6
μ ίψ σ το ν  50* 15, 23, 33, 1,16! 53* 27 ! 

56*4 πολΰ μέγιστον gg& 6 πρώ
τοι/ και μέγιστον 5 ° b23 

pe7«0o?49a i9 5 5°b26 ; 51*11»12 έν 
μεγέθει 5 ° b37 °pos μεγέθοvs 
5 1*15  μέγεθος^ εχειν 49b 25 ί 
51 *4 5 62blo  έχειν τ* μέγεθος 
gob 2g μέγεθος λαμβάνειν 56 * 14 
—  έπεκΤείνειν 59 b 2 3 —  pt/cpo-
ττ;τα παρασκευαζειν g6 b I —  εύ- 
σύνοπτον g i * 4 —  τό πρέπον g6 *
14 — τό τυχόν 5° b 36 τω με-
γέθει μετριάζειν 59*34 

μεθόδου 47 a 12 5 5^α3  ̂
μείονρον 62 b 6 
Μ€λανιππτ7 54*31 
Μ«λ^α7ρο8 53&2°  
μέλι 58*15
μέλλειν  47 a ΙΟ; 59a 33 — dist. ποί-

«i/ (etc.) 53b i 8, 2ΐ, 34> 38 ; 54*6» 
8; 55b9

μελοποιία 49b33, 35 5 5<>b i6 ;  59b 
I 0 flt —  (synon. μέλος) 50*10 

μΙλοΛγηοη.μίλοποιία) 50 * 14 —  dist. 
βυφ^ς, μέτρον 47 b 2 5 —  dist. βνθ-
μός 49b 29 —  dist. μέτρα 49b
3 1 αρμονία καί μέλος49 b 29 μέ
λος χορού 52b22, 23 —  χορικόν
52b 2I

μέν 57b4
Mci/eXaos 54*29; 6 l b2i 
Μερόπη 54*5

μ ίρ ο S 5 5 b 2 7 i  5 6 * 1 4 ,  37 ,  *>25;  5 8 »  

Ϊ 3 ; 59* 35, 2 5 + ;  6 ° 2 6 ;  6 2 b
9 —  o p p .  τό  όλον g i  * 3 3  κατά
μέρος o p p .  ά μ α  4 7  b 28 κατά μέρος
o p p .  όλη  5 6 * 1 6  ού μικρόν μέρος
6 2 * 1 5  «λάχίστοι/ μέρος 5 8 *

3 4  μέρος τραγωδίας, εποποιίας 49  b

1 6 ;  5 0 * 8 , 1 1 ; 55b 33; 59b 1 0  καθ'
έκαστον μέρος 5 6 * 6  /.ιέρη κατά
τό ποσόν g 2 b 1 5 sqq. μέρος ολον
τραγφδίας g 2 b 1 9  μέρη  dist. 6ίδ?7
6 2 b I 7  μέρη μύθου g o * 34  ; 5 2 b
9 — των πραγμάτων g i &g2, 33
—  ά λο γα  6 ο *  28 — αργά  ( ορρ.

ηθικά, διανοητικά) 6 o b 3 —  λ έ -
ξεως g 6 h 20 μέρος σημαντικόν
etc. 5 7 * 1 1 » ; 5 ,  24, 27

μέσον  ο ρ ρ .  αρχή, τελευτή  (τέλος) 
5 ° b 26,  3 1 ;  59a 2o  — ο ρ ρ .άκρα  
57* 3» ΙΟ —  °ΡΡ· βαρύ, etc. 
56b33

μ « τ ά  χρόνου  5 7 * * 4  μ β τ ά  τάδε dist.
διά τάδε  5 2 * 2 1  

μεταβα ίνειν  5 5  b 2 7

μ ετα β ά λ λ ε ιν  49  a 20 5 5 * * * 4 ;  5 3 a 1 3 ί 
5 9 b 29 μετα β ά λλω ν  4 8 * 2 2  ; 52 b 

3 4 5 5 3 * 9  μεταβα λοΰσα  4 9 * * 4  
μετάβασις  4 9 * 3 7  5 5 2 a ι 6 ,  1 8 ; 5 5 b 

28
μετα β ο λή  5 2 * 2 3 ,  3 1  πολλά? μ«τα- 

βολάς μεταβαλοΰσα  4 9 *  τ 4  

^i €Ta^v52b 20 δ μεταξύ  53 a 7 

μεταξύ (ονόματα)  5 8 * 9 »  * 6  

μ εταπ ίπ τειν  5 3 *  2
μετατιθέναι 58 b 1 8 , 2 0 ,  24,  26 — dist.

άφαιρεΐν  5 1 a 33  
μεταφέρειν gg * 8

μεταφορά  5 7 b 2, 3°5 5 8 * 2 2  +  , b i 3, 17 5 
5 9 * * ° »  14» b 35 5 6 o b ϊ 2  — def. 
5 7 b 6 κ α τ ά  μεταφοράν  6 ι * ι 6  +  , 

31
μεταφορικός 5 9 * 6  

μετριάζοντα  τω  μεγέθει 5 9 * 3 4  

μετρικής  5^ b 38 μ^τρίκοί? 5 6 b 34
τό  μ έτρ ω ν  58 b 12

ρ^τροι /47b J 3>1 8 ; 59b 33, 35 5 6 2 * 1 5 ,
b 7 —  dist. βυθμός, μέλος ^ b 2g
—  άπλοΰν  4 9 b n  — οίκεΐον  4 9 * 2 4

—  ήρωικόν 5 9 b 32 —  ία μ β εΐον,
τετράμετρον ^ S b g i ,  32 ; 4 9 * 2 1 , 2 5 ;  

5 9 b 3 7  —  στασιμώ τατον, δγκω-
δέστατον  5 9 b 35 κ α τ ^ μέτρον
5 9 b 1 8  —  ο ρ ρ .  « α τ ά  ττ)ι/ μίμ η σ ιν
4 7 b l 5 εις τό  μέτρον εντιθέμενα
5 8 b l 6  μέτρου μ εγά λο υ  4 9 b l °
μ ετά  μέτρου  ο ρ ρ .  άνευ μέτρων g I b 3 

έν μέτρψ μ ιμ η τικ ή  5 9 * 1 7 μέτρα
47b 1 7» 22; 48b2i ; 5 l b 28 — dist.
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μέλος 49b 30 — dist. λόγοι 47 *29
τά  μέτρα μιγνύων 47 b 20 (comp. b8) 
γένος τών μέτρων 47 b 8 μέτρων 
σύνθεσις 49b 35 6IS Ρ*τ ρα τεθήναι 
5 I b2

μέχρι 47bo ;  49b9; 51*10 ;  55b27 + 
Μήδεια 53 29 ; 54b i 
μηδέτεροι opp. φίλοι, εχθροί 53b l6 

μηδετέρως 53b 19 ; 6ob35 
μήκος 49b 12 ; 56*14 — opp. βρα-

χύτης ^6h^2 έχειν μήκος εύμνη- 
μόνευτον 5 1 a 5 μήκος σνστάσεως 
59b *7 μήκους opos 5**6 59bl8 
έν έλάττονι μήκει 62*ΐ8 το του 
μέτρου μήκος 02b7 

μηκύνεται 55 b *6 
μήνιν αειδε 56 b 16 
μήτηρ 52*26; 53b20, 21; 54*8 
μηχανή 54b 2 μνΧανΨ  54b 1
μιαρόν 52b36; 53b39 > 54*3 
μιγνύναι 47 b 8, 20; 60*2 μεμιγ- 

μένοις opp. χωρίς 4 7 * 23 
μικρός 581>27> 3° °α μικρόν μέρος 

62*15 κατά μικρόν 4$h 2%; 49* 
13 μικρόν έξαλλάττειν 49b*3 
μικροί μύθοι 49**9 μικρά Ίλιάς
59/b 2 .4  „

μικρότητα 56 2 
μικτή  47b22
μιμεΐσθαι 47* *7+  5 48*8 + , b5, 20 >

59*12 ; 60*9, b9, *7; 61 b29
οί μιμούμενοι 48 * 1» 24 μιμούν
ται άπεικάζοντες 47 * 19 μιμεΐσθαι 
7τράττοντας 48**> 28 —  δρώντας
48*28,29 — πράξεις 48** 25 ; 5 * b
29 — πολλά μέρη 59b 25 — Χ(ί~
ρους, βελτίους 48*18 —  σπου
δαίους 48*26 —  οργίλους (etc.)
54bH  —  έλευθέρας γυναίκας 
62* ιο  — ήθη $0*20 — δίσκον
6 i b3i 

μίμημα 48b 9, *8
μίμησις 48* 24; 52*13, b33 —  πρά-

^ω? 49b24> 36 ; 50*4, b3; 24 ; 5**
31;  52* 2 —  "κράξεως 62b
I I  — πράξεων$2 h I  — πράξεως 
καί βίου 50* ΐ6 — φοβερών καί 
έλεεινών 52*2 —  ανθρώπων 50*
ι6 —  τών πραττόντων 5 ° b3
—  ενός 51 * 3 * —  σπουδαίων 49 b
10 — βελτιόνων 54b8 — φαυ-
λοτέρων 49*32 ° TVV Αιιμησιν
παρέχων 54* 27 μίμησις ή έν τω 
πράττειν 59* *5 — ή τών έποποιών
62 b4 —  διηγητική 59b33
—  διηγηματική 59b36 —  «wo-
ποιική, τραγική 6 ΐ 1)26 αί δια-
φοραί τής μιμήσεως 48*24, 1’ 3

ποιεΐσθαι μιμησιν 4 7 * 22» b *3, 2 Ι , 
29; 49b31 ; 59b33 διά μιμήσεως
4 8 b8 ; 5 3 b *2 τό τέλος τής μιμή
σεως 6 2 * ι8  κατά τήν μιμησιν 
ορρ . κατά τό μέτρον 4 7 b *5 » 5 * b 
28 μιμήσεις 47 & 16; 48*7 μιμή
σεις δραματικάς ποιειν 4 8 b35 

μιμητής 48* 26 ; 6o*8 , b8 
μιμητική (ή έν έξαμέτροις) 49b2T

—  έν μέτρω 59**7 ·“  φοβερών
καί έλεεινών 52b33 μιμητικαί
51 * 30 μιμητικώτατον 48 b 7

μεμνήσθαι 56 * 1 1 μνησθείς 55*3 
μίμοι 4 7 b *°
Μ ίτυς 52*8, 9
Μνασίθεος ό Ό πούντιος 62*7 
διά μνήμης 54b37 
μνημονεύονται 49 b 4 
μνηστήρων 55b 20
μόνος 48*3, b35 ; 55* 2°» b*9 >' 56* 

* 9 ; 59b4 ; 60*6 
μόριον 4 7 * I* — τ °ν ολου 5**35 5 

56*26 —  τού αισχρού 49*34
μόριόντι τραγωδίας 49 b32 μόρια 
4 9 b26 —  τών ρυθμών 4 8 b 2i

μορφαί θηρίων 48 b 12 Ιδίαν μορφήν 
άποδιδόντες 54b *° 

μουσική conj. όψεις 62 * ι6  
μοχθηρία conj. κακία 53*9 —  conj.

άλογία 6 1 b 19 —  °ΡΡ· αμαρτία
53**5

μοχθηροί ορρ. έπιεικεΐς 52 b36 δίφρον 
μοχθηρόν 58 b30 

μυθεύματος 60*29
μύθος 47*9 5 50*4 + 5 5* * 5 ί 53*37 ί 

5 4*12, b *, 35; 56 *8, 28 —  πρά-
ξεως μίμησις$1* ;5 2**3 — de ·̂
σύνθεσις τών πραγμάτων 5°*
4 —  synon. σύστασις πραγμάτων
50*32 (comp. 54**4) —  synon.
τά πράγματα 50*22 —  conj. πρά
ξεις 5 1 b33 —  synon. πράξις 52*
37 σύστασις τού μύθου 52**9 
μύθους ποιειν 4 9 b 5, 9 μύθων 
ποιητής 5 * b27 μύθον συνιστάναι
5*b*3 ί 52b29 5 53b4 5 55* 22 ; 
59**8 — λ ύ ε ιν ^ ° 2  2 — άν-
αιρεΐν 6ο* 33 7ΓΟί€“ / 62 b6
—  όλον ποιειν 50^$3 —  παρα-
τείνειν 5 * b 38 —  άπαριθμεΐν 53 *
ι8 λύσεις τώ'ρ μύθων 54*37 Μρν
μύθου50*345 5* * 325 52b9 05
εις 5***6, 22; 62b5 — άπλούς
5 *b 33; 52*12 — πεπλεγμένος 52 *
12 — δραματικός 19 — έπει-
σοδιώδης 5 * b 34 — παρειλημμένος
53b 2 2 —  παραδεδομένος 5 * b
24 5 531>25 — καλώς εχων 53*
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12 — ευ συνεστώς$oh32 — καλ
λιών 5 2 an  —  δ τυχών 53* 
18 μικροί μύθοι 49a l9 μύθος
opp. ήθη 30 a 38 opp. μίτρα  51 b 2 7
έξω τού μύθου 55 b 8 δ τού Οίδίπου 
μύθος 53 b 7 

Μυννίσκος 6 l b34
μνρί* 57b l1  τ3 μυρίον πολύ 57b 

12 μύρίων σταδίων 51 a 2
Μυσία 60*32 
6J/ ΜυσοΓί 60*32

το Ν 58a9> *7 
ναυμαχία 59*26
νεών κατάλογος 59 α 36 57 b 10
νεκρών μορφαΐ 48 b 12 
νεοκτεύκτου κασσιτέροιο 6ι α28
NtouroAe/Jos 59 b6
οί veo£ 50*25 
ΝίΛοχάρ^ϊ 48**3
Νίό^τ; 56*17 
Νίπτρα 54b30; 60*26
νομιζόμενα 49**2 ενόμιζον 6ΐ *3
νόμος 55b5 νόμοι 48*15 νόμων 

ποίησις 47 b 26 
j w  48b32 ί 6 2 * ιο  —  ορρ. τότε

6 ι* 4  — ορρ. πρώτον *8 ετι
και νύν 49a 12 Ρ*ΧΡι Τ°ν ν^ν
47 b9 οί νύν 48a 18; 50b8 νύν

59*355 6ο1*ι 
νύξ 6ι  *26

τδ 3  58*10, 13 
Ηενάρχου μίμοι 47b*° 
ξενικόν ονομα 58*22 
ξένους θύειν 55b5 
3ενοφάνης 6 l a I

όγκος ποιήματος 59b28 
ογκωδέστατου 59b35 
οδυνηρά πράξις £2 b 12 
οδύνης 49*37
'Οδύσσεια 51 *24; 59b35 60*35 ή 

’Οδύσσεια 49**5 5 * * 29> 53*32 ;
55b*7 5 59 *5 ; 62b9 ,

Όδνσσ€ϋί54 26;57  **»6 i b7 —
τή 2κύλλη)  54 a 3° —  3 τραυματίας
53 b 34 — ο ψ*υδάγγελος 55 a * 3

Οίδίπους 53***, 20 —  (Sophocl.)
5 2 ^ 4 +  ; 53b7» 3 1 ;  54bS;  55 “ 
18; 60*30; 62 2 

οϊεσθαι 51*16, 21;  56b i 6 ;  60*20;
v 6 \b4 , 33 

οιη δ’ άμμορος 6l * 20 
οϊήσει 6 i b3
οικείος 55b l3 ; 59b28 τών οικείων 

Tt 57 b 32 οίκεΐον τής ποιητικής 
5 ° b 17 otVda ηδονή 53 * 36, b 11 ;

59*21 — </>wrt? 49*4 οίκεΐον
όνομα 58*2 — /icrpop 49 *24 οί-
«efa 770,7 48**24 

οϊκίαι (synon. γένη) 53*19; 54*12 
οίκοι 55 J 7 
οίκονομεΐν 53 a 29 
οίκτρά dist. 53b*4
οίνοι/ 6ι *27, 30 
οίνόφλυξιν 61 * 15 
οϊνοχοεύειν 61*30 
οϊχεται τδ εν 51 * I 
δλιγάκις 49*27 ί 54**» 60*9 
ολίγος =  μικρός 5^ 25, 29 δλ/701

ορρ. πάντες $ i h 26 ούκ δλίγοι
50*12 όλ(7α 6ο*9 περι δλίγας
οικίας 53**9 

oAos5ob25; 56* i3, i 6; 59a32 — def. 
50b 26 τελεία καί όλη πράξις 50 b 
24 πράξις μία και όλη 5 1 * 32 Μια 
πράξις όλη και τελεία  59**9 τδέ ν  
καί τδ ολον 51*2 ζωον έν ολον 
59*20  ̂ το ολον 5**34 5 55 b
33 μόριον τού ολου g l *35 5 5^*
26 ή όλη τέχνη  62*1 ολο?
χορός 52b23 μέρος ολον 5 2 b 
19+ €π€ίσόδίθνδλθϊ'56*3ΐ ολα 
μέλη ^2h 21 oAi0S48b4; 5 ° * 2 >̂ 
b i o ;  54* 2* ; 57b33 ; 6o b29 ; 6 i b9 

ομαδόν 61 * 19
ομαλόν (ήθος) 54* 26 δμαλώς 54* 

* 27
ομβρω 6 1 *23
“Ομηρος 47b 18 ; 48*11,  22, 26, b34 ί 

5**235 54b *55 59*3*, b*2 5 60* 
5,19 οίπρδ'Ομήρου4&Χ> 2$ άπδ 
'Ομήρου άρξάμενοι 48b29 

προ δμμάτων τίθεσθαι 5 5 *23 
όμοιος 55*5» 59 * 21 ομοιον

59*8, b3,1 ττ€ρί τοι/ o>otoj/ 53*5»
6 όμοιους (ορρ. κρείττους, χείρους) 
είκάζειν 48*6, 12 όμοιους ποιεΐν 
5 4 b io ομοιον (dist. χρηστόν, 
άρμόττον) ήθος 54* 24 ομοίως
48b*4; 49b15 ; 5 ° b 2 ; 5 * b2*;
54*1 —  εχειν 57b 17, 20, 28
—  λεχθήσεται 57b26

όνομα 48*35; 52* 3o ; ^ 57b*;  59*
13 όνομα dist. βήμα 56b2l ;
57*16+  — def. 5 7 * 10 — (*η_
eluding βήμα) 61*31 ονόματος 
πτώσις 57**9 ονόματος είδη 57 * 
31 (comp. 58*34, b *4, *8) ονο
μα κύριον, ξενικόν 58 a I g, b 3 όνο
μα ( = όνομα κύριον) 58*28, b2, 
16 όνομα οίκεΐον 58* 2 — άλ-
λότριον 5 7 b 7, 3* —  κείμενον
5 71>2 5 —  ονομαζόμενου 58*6
—  καλούμενου υπδ τινών 57b
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33 ονόματα dist. πράγματα 5 1 b 
22 — τά τυχόντα ζ ΐ b 13 — γε
νόμενα, γνώριμα opp. πεποιημένα 
5 1 b 1 5 , 20 όνομαάπλουν,διπλοϋν, 
τριπλοΰν etc. 57 Λ 31 sqq. —  δι- 
πλοΰν 59a5> 9 δνόματα άρρενα 
etc. 58*8 sqq. . ονομα τίθεσθαι 
57b 34 —  έπιτίθεσθαι 5ι1>10
—  ύποτιθέναι 5 1 b J 3 ί 5 5 b Γ3
—  μετατιθέναι 58b 20 + — προσ- 
αγορεύειν

όνομάζειν  4 7 °  10,  1 4  όνομαζόμενον  
(ονομα) 58*6 

ονομασία  5 0 b i 4  
οξύτης  ορρ. βαρύτης 5^b33 
οπλώ ν κρίσις  5 9 b 5 π€ί* οπ

λώ ν  6 ι  * 2  

Ό π ο ύ ντιο ς  6 2 * 8

<5/>απ 4  8 b ι  ο,  1 5;  3 b 4 *> 5 4 b 6 ;  5 5 a 15 j 2 4 >
27 όραν εις τι 6ο * 14 — πρός τι
6 1 * ι ο Ιδεΐν καλώς 51*24 ί όών 
55 a 1* 10 

οργήν 56 b i 
όργιζόμενος 55a 32 
οργίλους καί βηθύμους 54b]t2 
’Ορεστης 53α2θ, 37 " Όρέστης

(Eurip.) 52 b6;  53b 24 5 54&29> 
b3 i ; 55a5» 7j b ! 4 &  Όρεστη
6 l b2I

δρθ’ €jt( σαυρωτήρος 6 1 * 3 53 *
26 ορθή έπιτίμη σις  6 l b 1 9  op- 
θώς 58b 5 ; 6ob l8 όρθώς εχειν  
6ob24, 28 

δρθότης 6ob J4 — ή κατά τέ χν η ν
6 i b24

ωρισται 5 2 * 1 5  ώρισμένοι προς ευτυ
χ ία ν  52*32 

δρισμός ανθρώπου $*]Λ26 
δρμώντες  49  a 3 

δρμεΐν  5 7 b 10
όρος ουσίας 49b23 —  μήκους 5 1 *

6,  ί ο ;  5 9  1 8 —  μεγέθους  5 1 *

„ 1 5
δρχησις  48*9 > 62*9 
ορχηστώ ν  4 7  a 2 7
ορχηστικόν  6ο * ι  δρχηστικωτέραν

49 a 23
ouS^ TT oy5ΐ b 3>2 3 , 3° ;  5 7 b 26 ον-

δ«ι/ μ ά λ λ ο ν  56* 28 
ούλΐ7 54b24> 27

5° a 3° ; ^ 5l b l 7
ούρηας μέν πρώτον 6 ΐ  * 10 

ουσίας 49b24 
ουτιδανός 
όψ =  δψις 5 8 * 5  

όψέ 4 9 &2°  οψέ ποτέ  4 9 b 2 

ojfrt* 5°αΙΟ) bl6; 53bi + ;  56*2; 
5 9 b i o  δψεως κόσμος $3 όψ

εις 6 2 * ι 6  όψεων άπεργασία  5 0  b 

20 όψεις εχε ιν  5 0 * 1 3

παθήματα  59  b I I  παθημάτων κάθαρ- 
σις  4 9 b 28 

παθητικόν  59  b 1 4 παθητική τραγψ δία
55 b 34 5 59 b 9 

πά0ο* 53b20 ; 54a i3 —  def. 52 b
11 κατ’ αυτό τδ πάθος 5 3 b 18 w«-
0τ; /fat πράξεις μιμεΐσθαι 47 * 28 πά-
θη (scil. ελεον, φόβον etc.) παρα- 
σκευάζειν 56*38 οί εν τοΐς
πάθεσιν 55 * 31 πάθη τής λέξεως 
6obi2 

παιδιού λήψις 55b3° 
παΐδας άποκτείνειν 53b 29 ** παίδων

48 b 6 
πάλαι 54 a 9
οί παλαιοί 4 8 b 33 5 5 3 b 2 7 

π ά λιν  4 9 b 30 ί 6 0 b 4  

παμμέγεθες  5 Q b 39  

πάμμικρον  5 0 b 3 7  
παννύχιοι 6 ι  * 1 7  

πάντως  5 1 b 2 3 
παρά τον λ ό γο ν  56 b 7 

παράδειγμα  5 8 * 2 0 ;  6 0 * 2 6 ,  b 26

—  πονηριάς 5 4 “ 28 —  σκληρό-
τητος  5 4 b χ4  παράδειγμα υπε-
ρέχειν  6 1 b 1 3 

παραδεδομένοι μύθοι 5 1 b 245 5 3 b 2 5 
παρειλημμένοι μύθοι 5 3 1,22 
παραλογίζεται ή ψ υχή  6 0 * 2 5  

παραλογισμός  5 5 & Ι 3> * 6 ;  6 0 * 2 0  
παραπλήσιου  5 0 * 3 9  

παρασκευόζειν  4 9 a J 8 ; 53b 7 + >  5 4 a 
I I  ; 5 6 * 3 7 ,  b 6 —  πά0τ; 5 6 *  

38  ̂ —  ελεεινά  (etc.) 5 0 b 4  

παρατείνειν μύθον  5 i b 38 — λόγον

55b 2
παραφανείσης 4 9  a 2 

παραφυλαττομένου  5 5  b 1 8 

παρόντα χρόνον  5 7 “ *8  

παρεληλυθότα χρόνον  5 7  “ * 8  

παρέχων τή ν μ ίμησιν  5 4 a 2 7 

παρήκοιεν 5 9 b 2 2  
παρείσθω  5 6 b i 8  

Ιπ το) Παρυασσο) 5 ^ 26  

πάροδος 5 2 b 1 7 +  
παρφχηκεν δέ πλέω  ν ύ ^ φ ΐ  * 26  

παρωδίας ποιεΐν  4 8 *  1 3  
τ ο  παυ πολύ τ ι  6 ΐ * 2 θ  τδ  πάντες 

α ντί του π ο λλο ί  6 1 * 1 9  κ α τ ά  π ά 
σαν κακίαν  4 9 a 33  

πάσ χειν  5 3 b 6 ;  61  b 4  — προ5 τινα  
5 0 * 2 7  —  dist. π ρ ά ττειν  5 1 b
11 —  dist. ποιεΐν  5 3 “ 22

πατέρα  5 3 1)20 

έπαύσατο  49  a 1 5
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Παύσων  4 8 * 6  

πεδίον τδ  Ίρωικόν  6 ι α ι 8  

πείρας (απδ τή ς)  5 9 b 32  

ιταρασθαι 4 9 b i 2  ; 5 6 * 3  

Π ελοποννήσω  48 a 35  

πέμψ ις επ ισ τολή ς  5 2 b 6  

πέπερι 5 8 * 1 6

περαίνουσα κάθαρσιν 4 9 1)2 7 V-tyv
άμα περαινόμενα  5 9  2 7 περαί-
νεσθαι διά μέτρω ν, δ«ζ μέλους  49  b 3 °  

τ δ  περί 5 7  a 7 

περιδέραια  5 4 b 2 4  
περιεργάζεσθαι σημείοις  6 2 * 6  

περίοδον ήλίου  4 9 b l 3 
περιοικίδας 4 8 * 3 6
περιπέτεια  def .  5 2 * 2 2  ε/e περιπέ

τειας  5 4 b a 9 περιπ έτεια  conj .  

άναγνώρισις (άναγνωρισμός) 5 ° * 3 4 »  

52 * * 5, 17» 33, 38, b 9> 1 0 ;  55b 34 J 
5 9 b l o  περιπέτειαι dist.  άπλα  
π ράγματα  5 6 * 1 9  

περιττή  5 9 b 36  
περιωδυνίαι 5 2 b i 2

πέρσις Ί λ ίο υ  5 6 * 1 6  Ί λίο υ  πέρσις 

59*6
Π ηλείδου Ώ ηληιάδεω  5 8 * 4  

Ώ ηλευς 5 6 * 2

πιθανόν 5 χ1>16 πιθανόν αδύνατον 
6ι b 11 πιθανώτατοι 5 5  8 3 °

πίθηκος 6 l b 34  

Πίνδαρος 6ι b 35  
πινόντων 6 1 * 30  

π ιστεύομεν  5 1  b 1 7  

πίστεω ς ενεκα 5 4 b 28 

πλάνη  4 8 * 3 8
π λείω , π λέω  6 ΐ  *  2 6 [see π ο λ υ ]  

πλέκειν  ο ρ ρ .  λυειν  5 6 * 9  π επ λεγ-  
μένον  59 b 15 νεπ λ εγμ ένο ι μύθοι
5 2 * 1 2  πεπ λεγμ ένη  πράξις  5 2 *

ι 6  — σύνθεσις  5 2 b 3 2 — τ Ρα ~
γωδία  5 5 b 33 ϊ 5 9 b 9  

πλήθος τραγωδιών  5 9  21 —  υποκρι
τώ ν49  * 1 6 πλήθη  5 8 * 1 3  —  υπο
κριτών ̂ 9 b 5 — επεισοδίων 4 9 *  2S

π λή ν  5 6 b 4-  

πληρούν 5 9 b δ 1 
π ληγή να ι 5 Ι & 2 6  

πλοκή  ο ρ ρ .  λ ν σ ις  5 6 * 9  

ποιεΐν  5 3  2 8 +  ; 54a 1 5 55b i o ;  57  a 

5 ο ρ ρ .  πά σ χειν  5 3 &22 ĉ s t ·
μ έ λ λ ε ιν  5 3 b 1 8  ο ρ ρ .  κω λνειν  5 7  *

1 , 8  ποιεΐνήδονήν  4 8 b l 8 ;  5 9 * 2 ί  

( c o m p .  6 2 b i 3 )  —  έπίδηλον  5 1 *
35  — τουναντίον  5 2 *  26 ποιεΐν
(conj .  δραν, πράττειν)  4 8  b I ποιεΐν
( =  i nvent )  5 l b 20, 2 2 ί 5 8 * 7  
ποιημένον δνομα  5 7 b 2, 3 3  πεποιη- 
μένοι λ ό γ ο ι  5 5 * 3 4  πεποιημέναι

αναγνωρίσεις  54b 3°  πεποιη μένα  
σημεία  55 a 20 ποιεΐν  (as a poet) 
47b j4 J 5°  * 35» b 7 ; 53 * 35, b 2 8 , 
29 ; 54 a 25> b J 35 5 6 * 1 1 +  ; 5 8 b 8,  
22; 59b27ir 60*3, b 23; 61*
28 —  ποίημα 5 1 * 2 1  — μ ύ 
θους 49b 6, 9 —  'ένα μύθον 62  b 6

—  A07<ws49b8; 55*34 — ψόγους 
4 8 b 27 — παρφδίας 4 8 * 1 $  — μ ι
μήσεις δραματικάς 48 b 35 —  *αΑ*·
β εΐο ν  58 b 1 9 —  αγω νίσματα  51 b
38 —  βήσεις 5 0 * 5 0  —  Κ έν
ταυρον  47b a I  —  "Κύπρια
5 9 b 2 —  wept τινα  5i b * 5 i 59a
37 — πράξεις 51 b 36 — άδυ-
νατα  6 o b 23 —  γενόμενα  51 b
30 — ό σ α  σ υ ν έ β η  5 1 * 2 5  — τ ^ ν

π όλεμον ολον  59 a 32 —  οΐους δει
6ob34 ποιεΐν ( =  δραν) 49bi  5 π01-
εΐσθαι δήλωσιν  59 * 2 2 —  σημεΐον

48 *35 —  Ύ̂ ν μ ίμ ν σιν  478,21
(and passim) —  τάς μαθήσεις 
4 8  b 8

ποίημα ^.8b 2 9 ;  5 1 a 21 ί 59b l35 62 b
10 ποιήματος ογκος  5 9 b 28 

ποίησις 47 * Ι 0 ί 48 b 23, 2 4 ;  4 9 a 23 ί 
5 1 b 1 0 ; 5 8 * 2 0 ;  59a37 —  °ΡΡ·
ιστορία  5 l b 6 προς τή ν  ποίησιν
άνάγειν  6 l bi o ,  Ι Ι  εκατέραή ποίησις 
4 9 * 3  ποίησις τή ς τραγφδίας  4 7  *
1 4  — διθυραμβικών, νόμων t f b 26

π ο ιη τή ςt f b 15 + ; 48* 33? b 34 ; 5 ΐ * 2° ,  

b 3°» 32 ; 53a χ 8,  30, 34« b x 3 i 54 b 
3 ΐ , 3 4 ;  5 6 * 5 ;  6 0 * 7 ;  1 3  — ο ρρ .  

φυσιολόγος  47 19 —  °ΡΡ· σ κ ΐν ο ~
ποιός 5 ° b 20 —  ο ρ ρ .  Ιστορικός
5 1  b i  —  conj. ζωγράφος, είκονο-
ποιός 6ob8 —  conj. γραφεύς
5 0 * 2 6  —  conj. εϊκονογράφος
5 4 b I I  — ήρωικών, Ιάμβων 4 8 b

33 —  μ^θων, μέτρων 5 ι * 2 7>
28 οί λεγό μ ενοι αυτής ποιηταί 4 9 b 

3 ποιητής αγαθός 5 6 * 6  — ά-

μείνων 5Z h Z^ — φαύλος 5 Χb 3 6 ; 
60 b I 01 πρώ τοιποιηταί 5 0 *  oi
π ο λλο ί τώ ν ποιητών  5 9 *  29 μόνος 
τώ ν ποιητών  6 θ * 6  ποιητού εργον 
5 1 * 3 7  ο ποιητής  ( =  Homer) 57  b

34 ! 58b 7 : 6 ° b,2 „ , ,
π ο ιη τικ ή 4 7 “ S ; 48b4 ; so ” 18 ; 54b 16; 

56b i4, 18 —  ορρ. π ο λιτική ,
Ιατρική etc. 6obi4, 20 —  opp.
ά λλ η  τ έ χ ν η  5 6 b l 8  —  ορρ. υπο
κριτική  62*5 —  ευφυούς ή μα νι
κού  5 5 * 3 3  

ποικιλία  5 9 a 34  
ποιότης  5 0 * 1 8  

πόλεμον  59  a 3 1
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5 4 b i 7 ; 5 5 b2 5 ;

πόλεων 49 a 12 πόλεως πόληος 5Sa3 
πολιτική 6obl4 πολιτικής tpyov 

50b 6 πολιτικά)? opp. ρητορικών
\ iy tiv  50 b 7 

πολλάκις 51 b 38;

δ6&11 ~ πολλαπλοϋν όνομα 5 7 a 35 
Πολύγνωτο? 48a5 ; 50a27 
Πολόίδο? ό σοφιστής 55 a6, b io 
πολυμερή 59b I 
πολύμυθον σύστημα β6Λΐ 2  
^ A o 5 7 b i2 πολύ tpyov 49 a 30 πο

λύ τι 59b 23 ; 6 i a 20 ώ? επι to
πολύ dist. εζ άνάηκης 50b30 oi 
πολλοί 59a 29 πολλά  opp. εν 
57α2θ πολλά καϊ άπειρα β ΐ a 
17 πολό (adv.) 52*21 ; 56a 15 ; 
59a 5 πλείους τραγωδ/αι 62b 5 
—  πρόζας 02b8 -r- φωναί 57 a
1 + —  λόyoι 57 a 29 περι ενα 
ή πλείους 59a 23 πλειόνων μιας 
5 7 a 4 το πλίί'ω αμφίβολον 6l  a 26 
T77? αύλητικής ή πλάστη  4 7 a 15 
πλάστη  54b 2°

πονηρία 28 ; 61 b 21 μ^τά πονη
ριάς β6Λ22 

πονηρόν 53 a 1 
ποσαχως 6 ι  a32, 34 
Ποσ€ίδώνο? 55b j  ̂
τ ό  ποσόν 5 2 b l 5 >  2 6  

ποτε 6 ι b 14 πότε 5 7 a 17 ποτ*
και άλλοτε 51 a 9 

πραγμα δ συνεστηκεν εκ τινων β ο b 
35 V  φνσις του πpάyματος 51 a 
10 aύτάτάπpάyμaτa  55&Ι7 τ® 
πpάyματα σννίστασθαι βοΛβ*ϊ πpay-
μάτων σύσιασις βθ* ΐβ , h 22 ; 53b 2 » 
54a34 — synon. μύθος 50*32;
54a*4 πpayμάτων σύνθεσις β θ Λ
β τά πpάyμaτα  (synon. μύθος) βο a 
22, 3 7 ; 53b5> 1 3 ί 54b(> «ττλα
π pay ματ α 5 6 * 2 0  των πpayμά των 
μερη 5 ι & 33 πpάyμaτa dist. 
λόγο? β6]>2 —  dist. ονόματα
β ΐ b 22 

πρακτικόν 6ο a I
πραζις β θ Λι 8 + )  51/ 18, b29 ί 52&^3 ί 

53b 16, 27 7 ίνεσθαι τήν πράζιν
53b27 πράζις ορρ. ποιότης β θΛ
ι8 — dist. λόγο? 54*^8 — dist.
πάθος 4 7a28 —  conj. βίος β θ Λ
ΐ6  πράζίς τις β θ αΐ8 πράζίς 
ποιά τις* 5 ° αι —  κα^ή 4  ̂ b 
25 —  φθαρτική ή οδυνηρά 5 2 b 1 1
(comp. bi) πράζεων αίτίαι β ο &
2 πράξεως μίμησις 49b 3  ̂ ; 5 ° a4» 
b 3 5 5 1 a31 ; 62bn  πράζις μία 
5 1*19 ,28;  59a22; 62b u  — μία

πολυμερής 59b I —  μία και όλη
β ΐ a 32 μία πράζις ολη και τελεία
59 a 19 πράξις σπουδαία και τελεία
49b 24 —  τελεία β2&2 —  τε
λεία και ολη 5 ° b 24 —  conj.
μύθος 52*37 —  απλή β ΐ b33J 52a
14 — επεισοδιωδης 5 1 b 33

πράττειν βθΛ2ΐ  ; 53b3° + ει πε-
πpayε τις ή μή 52*36 τά πεπρα- 
ypkva 52*29 πράττειν το δεινόν 
53b 3° Μ*Ρν “μ® πραττόμενα 59 b
24 αυτά τά πραττόμενα β β a
25 π ραπτόμενων μεταβολή β2Λ
2 2 πράττειν dist. λ ^ ε ιν  etc.
51b 9 5 54a 35 ; 6 1a 5, 6, 7 —  dist.
π ά σ χ ειν β ΐb 11 conj.εvεpyεΐv, δράν, 
ποιεΐν 48a23 (comp. 49b3i),  27, 
b I ό πράττων 50*6, b4; 6oa
14 πράπτεται υπό τινων πρατ-
τόντων 49b37 V *ν ΤΦ πράττειν
μίμησις 59 a 15 ττράττοντας μιμεΐ-
σθαι 48 a l πράττοντες ποιούνται 
τήν μίμησιν 49 b 31

τό πρεπον ενρίσκειν 55a25 πρεπον
μ6γ€0ο? 56*14 πρεπόντως 59 a 4

προ του ορρ. ύστερον 54b 3 
7τpoάyειv ^8 b 2 3 ; 49 a 13 
πpoayopευσεως και άyyελίaς δεΐσθαι

54b5.
7τροαιρεΐσθαι 60*26, b 1 7, ι8 ορρ.

φεύyειv 501' g (1) 
προαίρεσις β ο b9 ; 54a j  ̂
προβεβληκότα 6obl9 
πρόβλημα 6ob22; 6 1 b9 περι προ

βλημάτων και λύσεων 6ob6 sqq.

πpoyεyεvημεvωv 52*19 
πρόλογο? 49b4 5 52 b l ĵ τ9
Προμηθεύς β 6 Λ2 
προεωρακώς 48 b 1 7 
πpoπεπpαyμεvα ββb3° 
πpoσayopεύειv  4 7  b 15 ϊ 4 ^ b l  ν Ρ°~ 

σayopεύσav^a 57 b3! πpoσayo-
ρευτεον  4 7  2 3

μ ετά  προσ-ανευ προσβολής β 6 1ί26 
βολής  5 6 b 27,  29  

πρόσεστι 54 a 4 προσόν β ι a 34, 35 
προσήκειν β ΐ  a 22 ; ^ 6 ^  34
προσποιήσασθαι β ΐ &: 
προσσημαίνει χρόνον  5 7  ^ 1 7  

π ρ οσ τιθ ία σ ιν  5 7 b l 9 προστιθεντες
6o a l 8 προσθεΐναι 6 0 * 2 4  ά ν μ ή  
αυτός προσθη 6 1 b 30  

κατά προσωδίαν λύειν  6 l a 22 

πρόσωπον  4 9 a 3^> b 4  πρόσωπον
αισχρός  6 ι a 13  

πρότερος 48  a 33 ί 5 3 b 3 οιπ ρότερον
ο ρ ρ .  oi ύστεροι 6 1 b 33  

πpωτayωvιστην  4 9 1 1  ^
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πρώτος 48*13, b3 7 ; 49M6, b 7; 50a 
37; 52b23 ; 56a295 59b l3
πρώτα? μαθήσεις 48b8 πρώτο? 
opp. δεύτερος etc. 53a3°. 33 5 54b
20 από τών πρώτων άρχεσθαι 
47 a 13 πρώτον και μέγιστον  50 b
23 τό πρώτοι49a 22, b 15 πρώ
τοι (adv.) 47 a 1 2 ; 48 b 2 7 πρώτον 
μέν ορρ. νυν 53&ι7 — °ΡΡ·
ετι 6οb 22 —  ορρ. «Γτα, έπειτα
49b3I ; 6/2a5 — op p .a5 5 2 b34

προυπολαμβάνουσι 6 1 b ι 
Πρωταγόρα? 56 b 15 
πτώσις 5^b21 ; 57a ΐ8, 2 2 
πτωχεία  59 b6
τά Πό0ια άπαγγ€λλοντ« 6ο a 31 
πι/pi κολλήσαντα  58 a 29 
πω? 58a3T> b l1

P 56b28; 58a9, 17 
ρόδιον 58 b8 
βφθύμους 54b 12 
ραψφδούντα 62 a6 
βαφψδίαν 47 b 2 2
p77/Mi56b2 i ;  5 7a 14, 22+ πτώσις 

βήματος 5 7a 19 
p^ai? 54a3 i ; 56a31 —  7)01/07 50a

29ρητορικής εργον 50b 6 «ν τοΓ? περί 
ρητορικής 56“ 35 βητορικώς gob 8 

βυθμός 47 a 26 —  conj. αρμονία 48b
21 — conj. λόγο?, αρμονία 47 a
2 2, 23 —  conj. μέλος} μέτρον 47 b
25 —  conj. αρμονία και μέλος
49 b 2 9 βυθμοί 48 b 21 σχηματι -
ζόμενοι βυθμοί ^ 7 &27

2  5&b 28; 58a9 + 
iv  2αλαμΐνι 59a 25 
σάρκας 58b23
σατυρική ποίησις49 a 22 1« σατυρικού

μεταβαλεΐν 49 a 20 
σαυρωτήρος 6 1 a3 
σαφήνειαν 58a34
σαφής ορρ. τ απεινή λέ£ι$ 58 a 18 τό 

σα</>€? τί}? λό^€ω? 58 b ι ,  5 σαφέ- 
στερον είπεΐν 53b26 σαφεστάτη 
λέζις 58a i8 

τό σέθεν 58b34
σεμνή λέζις 58 a 21 σεμνότεροι ορρ.

ευτελέστεροι 48b 25 
σημαίνειν 52a3°J 5 7a i 4 + ί 6 l ,a

32 σημαίνον 57 α J3+  ενσημαί- 
νειν 5 7 a29> 3° 

σημαντική φωνή 5 7a 1 + σημαντικόν 
μέρος 57ai2  

σημεΐον 49*25 5 5 °a35 J 53a 7̂ ί
55a26 ; 56ai 5 ; 6o a i 7 ; 62b

4 —  dist. αίτιον 48b 9 ση
μεΐον εύφυίας 59 a 7 —  μέγιστον
53a 26 — πο(θό/ΐ€νο(48&35 σι/-
μ«α σύμφυτα etc. 54b 21 ; 55a 20 
σημείοις περιεργάζεσθαι 62 a6 

2 θενέλου 58 a 21 
σίγυνον 5 7b6
σίδηρον εργαζομένους 6ι a 29
l/f 2 ικελίας 4 8 a 3 2 5 4 9 b 7 ^  ^ ι -

Λ ί λ ι α  59 a 26
Ίί,ίνων 59 b 7 
Σίσυφος §6*2 2 
σκάφης 5 4 b 25 
σκίΐ/οποιοί) τέχνη  50b20 
άπό σκηνής 52b25 από τί}? σκηνής

52bi8 επί σκηνής 6oa 15 «wi 
τ^? σ/ο/vq? 55a 28 ; 59b25 
τών σκηνών 53 a 27 

σκηνογραφίαν 4 9 a 18  
σκληρότητος παράδειγμα 54b 14 
σκοπεΐν 6 i b i6 σκεπτέαι 6 i b25

σκεπτέον 6ι a5 
Σκύλλαν αύλεΐν 6 ι b 32 εν tq Ίζκύλλη

54a3I 
σοφιστου 55a6
Σοφοκλής 48 a 26 ; 49a 19 ί 53b3 i ;

54b8> 3 6 ; 55a 1 8 ; 56 a 27 ; 6ob 
335 62b3 

σοφός §6*2 2 
σπείρειν 57b 29 
σπουδάζεσθαι 49 b i
σπουδαίος ορρ. φαύλος 48a2, 27; 49b 

17;  61 a6 σπουδαία πραζις 49b 
24 σπουδαία ορρ. γ£λοΓα48ι*34 ί 
49blO σπουδαιότερου ζ ΐ  b6 

σπουδής άζιον 56 b 14 
σταδίων ζ ΐ a 2
στάσιμου 52b 17> 23 στασιμώτατον

59̂ 4 „  στοιχείου 5 ο ϋ20 +
στόματος σχήματα καί τόποι 56 b 31
στοχάζεσθαι 51 b9 ί 52b28; 54a 16 ί

5 6 8 20

συβοτών 541’ 28
σύγκειται 57a 25 + > 58&Ι°  συΊ~ 

κειμένη 62 b8 
σιηχείται ή θεωρία 5 ° b38 
συκοφαντούσι 56 a 5 
συλλαβή 56b 2i ,  34» 3^5 58<12 
σι/λλογιΧ«σ0αι 48b 16 ; 5 5 a7>ΙΟί 6 i b 2 
εκ συλλογισμού 55 a4» 21 
συμβαίνειν 5aa3 5 \ b3 ; 54υ 1 ί 58a 

12; 6 o a i3  τό συμβ αίνον 48b9> 
53 a 7 τ ® ^νμβαίνοντα 53b6 συμ- 
βαίνειν περί τινα 5 9 &23 — τινι
51 a 17> 25 ;  54&Ι3 συμβαίνειν
with inf. 48b i 6 ; 5 Ι& Ι3, ba9 5 52<ι 
19, 28 συμβαίνειν τινί with inf.
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5 i b 8 ; 5 3 * 3 1 ;  5 5 * 8 ,  b 6 « α τ ά  

σνμβεβηκός  o p p .  καθ' αυτήν  6 o b i 6  

( c o m p .  ® 30)  

σ υ μ β ά λλ ετα ι 58 b I 
συμπαραλαμβάνουσι go a 2 1 

σ υμπιπ τόντω ν g3 b 1 5 

σύμφυτου  4 8 b 5 σύμφυτα σημεία  
54 b 22 

συναγωνίζεσθαι 5 6 * 2 6  

συναπεργάζεσθαι 5 5 * 2 2 ,  30 

συνάπτειν  4 7 b 1 3» 5 8 * 2 7  
σύνδεσμος g 6 b 2 1 ,  38 συνδέσμψ εΐς 

57* 29» 30
σύνδηλος 5*  a * o  

συνετή φωνή g 6 b 2g 
συνεχούς καί μιας g 2 * lg  
συνήθεια  ο ρ ρ .  τέ χ ν η  4 7  a 20 

συνήθεις ίστορίαι 5 9 * 22 

σύνθεσις μέτρω ν  4 9 b 35  — ονομά
τω ν  5 8 * 2 8  — πραγμάτω ν g o *
5 τραγφδίας g 2 b g i

σύνθετή (άναγνώρισις) gg * 1 2 — φωνή

56b355 57* ι ι  +  
σ υ ν ι σ τ ά ν α ι μ ύ θ ο ν 5 1 1 2 ;  52  28;  

5 5 * 2 2 ;  59**8 — ‘Ο δύσσειαν g i  *

29 συνίστασθαι (pass.)  4 7 * 9» '  
6 0 * 2 8 ;  6 2 * 1 6  συνεστάναι g o b g2, 
355 5 ΐ * 32 ; 53b 4 ; 59b *45 6 2 b 
1 0 συνίστασθαι ( mi d d . )  5 0 * 3 7 ;  

6 0 * 3 4  

σύνολο ν 4 7 *  ι 6  

συνοράσθαι g g b 1 9  

συντείνουσαι προς τέλο ς  5 9 *  2 7 

συντίθεσθαι 5 3 * * 9 5  5 7 *  2 
σύντομα gg b 16  

συριγγώ ν  4 7 * 2 6 ;  6 l * l 8  

σύστασις  5 3 * 3 »  2 3 5 5 9 b;ZI σύστα- 
σις πραγμάτων  5 ° * * 5 »  3 2, b 2 2 ;  

53b 2 5 54* * 4 » 34 —  μνθον g2 * 1 9
μακρά σύστασις  6 ο  * 3 συστάσεως 
μήκος 5 9  b * 7 διπλί} σύστασις gg * 31

σύστημα  5 * * 3  —  έποποιικόν  5 6 * 1 1
σφοδρά 5 3 * 1
σχεδόν άεί 4 8 * 2  — άπαντες g o *

3 7  —  01 π ο λλο ί  5 9 *  29
σ χή μ α τα  4 9 * 6  —  κωμψδίας 4 8 b 36

σ χ ή μ α τά  τινα  ε χ ε ιν 4 $ b 3 σ χή μ α τα  
ο ρ ρ .  χρώ μα τα  4 7 * * 9  —  τ ° δ
στόματος  5 6 b 3 1 —  τής λεξεως
g6 b 9 σ χή μ α σ ι συναπεργάζεσθαι 
5 5  * 29 σ χημ άτω ν δεΐσθαι 6 2 * 3  

σ χη μ ατιζο μ ένω ν ρυθμών 4 7 * 2 7 

σωθήναι 5 2 * 2 9  ; 5 5 ° 22 
Σωκρατικοί λόγοι  4 / b 1 1  

σώμα  5 4 b 24  5 6 1 * 1 3  
Σ ω σίστρατος  62*7 
σωτηρία g g b 12 , 1 4  

Σώφρονος μ ίμ οι 47b * °

τα μ εΐν  =  άρύσαι 5 7  b * 5  τεμώ ν χ α λκ φ

, 57-bl4 „ 
τά£ί Ι  5 0 b 37

ταπεινός  5 8 * 1 8 ,  20,  3 2

τετα γ μ ένα  gob gg
59b 3*

€« 6 0 * 3 2

τελεία  πράξις 4 9 b 2 5 ί 5 ° b 2 45 5 2 * 2 5

59**9 
τελευταχον  5 4 * 5

τελευτά ν  50b33 5 5 3 * 26,  3 2 5 5 8 *9> * 4  
τ ελε υ τή  5 0 b 26,  29 έπι τε λευ τή ς  5 3 *  

38
τέλο ς d is t . α ρχή  etc.  5 7 * 7  5 5 9 * 2°> 3 2 » 

b 20 μ^χρι  τέλους g g b 2g, 32 τ ο  

τ ί λ ο ?  πράξις τ ις  5 ° *  * 8 —  μ έ γ ισ 
τον  5 0 *  23 —  τί)? τραγφδίας g o *

2 2 ( c o m p .  6 o b 24 +  ) —  ττ;? μ ιμ ή -
σεως 6 2 * 1 8  εν τέλο ς  5 9 *  2 7» 
29 τού τέλους τυγ χά ν ε ιν  62 b 1 5  

τερατώδες g g b 9
τετράμετρου 4 9 * 2 1 ,  2 2 ;  5 9 b 3 7  
τετρ α π λούν ονομα  5 7 * 3 4  

τ έ χ ν η  4 7 * 2 Ι > b 2 9 5 5 ° b 2 0  5 6 o b
1 5  ή ολη τ έ χ ν η  6 2 * 1  τό τή ς  
τέ χ ν η ς  έργον  0 2 b l 2  τί}? τέ χν η ς  
ε σ τ ί  5 * * 7  τέχνη ς  ορρ. άπό
τύχη ς  5 4 * * °  διά τέχνη ς  ορρ. διά 
συνήθειας 4 7  * 20 διά τέ χ ν η ν  ορρ. 
διά φ ύσιν  5 1 * 2 4  κ α τ ά  τ έ χ ν η ν  6 l  b 

24 κ α τ ά  τ ή π  τέ χ ν η ν  5 3 *  22 ; 6 o b 
28,  30  πρδ? αυτ^ι/ t ^ f  τέχ ν η ν  
6 o b 23 καθ’ εκάστην τ έ χ ν η ν  6ob 19  

Ίη λέγο νο ς  5 3 b 33  
Τ ^ λ ^ μ α χ ο ?  6 i b 5 

Ίήλεφ ος  53*21 
Ί η p e ύ ς g 4 b g6
τιθέναι 5 7 * 3 »  9 5 5 9 * 22 &ν δ« 00 

6 ο * 3 4  τιθέναι εις μέτρα g l b 2 
( c o m p .  5 8 b 1 6 )  —  έν επεσιν
62 b 2 τιθέμ ενο ι εις μίαν άκρόασιν 
5 9 b 2 2 τίθεσθαι ονομα  5 7 b 3 4
—  πρδ δμμάτω ν g g *2 g  

Τ ιμόθεος 4 8 *  1 5

τις , τ ι  4 9 b 3 2 5 5©* 7» *8,  b u ,  2 5 ;  

5* * 33, b3 5 52b&5 53* ι ο ;  54**95 
5 6 b 3 °  J 6 1 * 2 0  ? ^ ν έ ς  4 8 * 2 9 ;  5 3 *  

13, 3 i  ^
τ ο  δ’ ϊσως έχει ώσπερ ol Κ εφ α λλήνές  

φασιν  6 i b 6  

τ οι  5 7 * 4  τοιγαρούν g g b 2
τόξον  5 5 * * 4
τόπος 5 5 * 1 °  στόματός τόποι g 6 b g2 
τό τε  ορρ. νύν 6 ι  * 3  

τραγικόν  5 3 b 39 5 5 6 * 2 1  τραγική
μ ίμησις  6 ι b 26;  6 2 * 3  τραγικώ τα- 
ται 5 3 *  27 τραγικώ τατος τώ ν ποιη
τώ ν  53*30
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τραγφδία conj. ή kv τώ πράττειν μίμησις 
59* *5 ή ΤΨ τραγωδίας ποίησις 
47**3 τό τής τραγφδίας εργον 
52b 29 (com p. 62*11) δ ήν τής 
τραγφδίας εργον 5° *3 ° τρα
γωδίας ηδονή 53*35 καλλίστη 
τραγφδία^ 2 b31 ; 53**9, 23 

τραγφδοδιδάσκαλοι 49*5 
τραγωδούς 58b3 2 
τράπεζαν 58b 29, 3° 
τραυματίας Όδυσσεύς 53b34 
τριμέτρων 47 b * * 
τριπλούν όνομα 57*34 
τρόπος 47**8, b 24; 48*9 ; 57b3 0 ;

58 b 6, 12 
τροφού 54b 27 
τροχαίου 52b 24 
Τρωάδα 59b 7 
Τρωικόν 6 i a l8  
τρώσεις 52b i3
τυγχάνειν opp. άποτυγχάνειν 5 0 a 

3 — τού τέλους 62b 15 οπού,
όπόθεν, ετυχεν 50b 32, 33 ώς *ΓνΧ€ 
59*24 6τυχ€ 6 ο b36 τό τυχόν
5 ob 36 τ) τυχούσα ηδονή 62b i3  
τά τυχόντα 5 l b *3 5 52*35 οί 
τυχόντες μύθοι 53**8 

Τυδ«υ5 55*9 
Τυρώ ^4b 25
άπό τύχης 52*6 —  ορρ. άπό τέχνης

54**1

Τ 5 8 * ι 6 
υδαρή 62b7
νιός 5 3 b2°» 21 5 54*6,8; 5 5 b2° 
ύμνους 48b27
07rapx€«/5 0 b3 6 ; 5 2 **3 5  6 o b2 7 ; 62* 

14 υπάρχοντα 58*27 
ύπεναντίος 6 1 b 3» 23 τ “  ύπεναντία 

55*26 υπεναντίως είρημένα βι1316 
ύπεναντίωμα 6 ι * 3 2 
ύπερβάλλειν 6 l b34 —  Τί,/<̂  56*7

—  Ttj/ά 59b *6 
υπερέχειν 6 l b 13 
υπό μίαν περίοδον ήλιου 49b *3 
ύπέδειξεν 48ΐ>37 
ύπόκειται 52b i
ύποκριτάς 6 ΐ b 34 υποκριτών πλήθος, 

πλήΑτ; 49**6, b5 άνευ υποκριτών 
50b l9 'ένα τών υποκριτών $ 6  & 
2 0  τό τών υποκριτών μέρος 59b 26 
δ(ά τούς ύποκριτάς 5 1 b 37 

υποκριτική 56b lo; 62*5 υποκριτικά 
57*21

ύπολαβεΐν 56*25, b 15 5 6**35 
παρά τήν ύπόληψιν 56**5 
ύποτιθέναι ονόματα 5 1 b *  3  ί δ  5  b 1 2

—  ήθος 54*27 δ άν φρόνιμος ύπο-
θήται 6 l b 18 

υστέρα 54*33 °* ύστεροι ορρ. οί
πρότερον 6 l b33 ύστερον ορρ.
πρότερον 6oa 2i ορρ. πρό τού
54 b 4 χρόνφ ύστερον Μ 1 6 

ύφηρημένον όνομα 57b 2

φαγέδαινα 58b23
φαίνεσθαι 52b35 5 53*28 j 56b5, S5 

58bn ,  21; 59*31, b34 ; 6o **5 5
6 2 b6 

φαλλικά 49 a 1 1
φησί 56b 17 ; 61*17 φαμέν 50* I, 6

φασίν 48*29,36; 53*13; 6ob 10,35 5 
6 i * i ,  28, b7, 14; 62*3 

φανερόν49* 14 φανερά49b35; 61* 
12 έν τώ φανερώ 5Xb I2 

φαρμάκοις 50 b 2
φαύλος 54*21 —  opp. καλός 48 b

26 — opp. σπουδαίος 48* 2 ; 6ι *
6 ή φαύλων κίνησις 62*9 φαύλος 
(ορρ. άγαθός) ποιητής 5 1 b 36 5 60 b 
I — αυλητής 6l  b30 — (°ΡΡ·
έ ιτι εικής) θεατής 62*4 φαύλη (ορρ. 
σπουδαία) τραγφδία 49 b * 8 —  (°ΡΡ·
χρηστή) προαίρεσις 54* *9 φαύλο ν 
(°ΡΡ· χρηστόν) ήθος 54**9 
σις φαυλοτέρων 49* 3 2 

φέρειν έπιτιμήματα  56b *4 5 6 l b22
ένεγκεΐν 54b36 

φεύγειν ορρ. προαιρεΐσθαι 5 ° b9 (2), *° 
φθαρτικόν 49*32 πράξις φθαρτική ή 

οδυνηρά 52b * I 
Φθιώτιδες 56*1 
φιάλη 57b20 + b 32 
φιλάνθρωπον 52b38 ; 53* 2 5 56*21 
φιλία  ορρ. έχθρα 52*3* άναγνωρί- 

σαχ φιλίαν 53b3* *ν τα ?̂ φιλίαις 
53b l9

Φιλοκτήτης 59 5 » 5§ b 2 2 
Φιλόξενος 48 * 15 
φίλοι ορρ. έχθροί 53*38, b *5 
φιλοσόφοις 48b*3 φιλοσοφώτερον 

5 ΐ ” 5
Φί^ιδοη 55**0
φλόγα σπείρειν, άφιέναι 57b 27j 3° 
τό φοβερόν ορρ. τό τερατώδες μόνον 

53b9 ™ φοβερόν και έλεεινόν
53b l φοβερά και ελεεινά 5 2* 2, 
b 32 ουτί έλεεινόν ούτε φοβερόν 
53* 1 ,6

</>ό/3ο$ 5 2 * 26 ; 56b 1 dist. έλεος 
53*5 άπό έλέου καί φόβου 53b 12 
δι’ έλέου καί φόβου 49b27 ή 
έλεον έχειν ή φόβον 52 b* outc 
έλεον ούτε φόβον έχειν 53*4 

φορούσι 54,)22
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Φορκίδες 56 a 2 
Φόρμις 49 b 6
φορτική (μίμησίς) 6 1 b27, 29; 62*4 
φρίττειν καί έλεεΐν 53 b 5 
φροιμιασάμένος 6oa lo  
φρόνιμος 6 l b 18 
φύλακας 61 a 1 1
πέφυκε 50*1, b 28, 29; s6 b23 ; 57*5 

7Γ6φνκνΐα 5 7* 2 ,9  πεφυκότες 48 b
22 εφύοντο 6 1 * 24 

φυσικόν 47 b 16 αίτια* φυσικαί 48 b 5
φυσιολόγον 47 b 19
φύσις. αυτή ή φύσις49&24 5 6ο*4 κατ

αυτήν τήν φύσιν του πράγματος 
5 ΐ * ΐ ο  κατά τήν οικείαν φύσιν
49 a 4 κατά φύσιν 47 a 12 »’ 48 b
20 διά φύσιν 51*24 άπδ τής
αυτής φύσεως 55 “ 3° *σχε  TVV
αυτής φύσιν 49 “ 15 

φωνή ακουστή 56 b 2 7, 28 —  συνετή
56b23 —  άδιαίρετος $6b 22,
24 —  σύνθετή 56b35 ί 5 7 a
Ι Ο +  — άσημος 56b 35+ —
μαντική 57 a 1 + φωνήν εχον β6b 
29, 3° έκ πλειόνων φωνών 5 7 “
2+ διά τής φωνής μιμεΐσθαι 47* 
20 κερκίδος φωνή 54b37

φωνήεν 5<5b25; 58*1, ι ι ,  15

χαίρειν 48b8, 1 1 , 1 5
Χαιρήμων t f b 21 ; 60 *2
χαλεπαίνει 55 a32
χαλκέας 61*29
χάλκεον εγχος 6ι *33
χαλκόν 58*29 χαλκώ  57 b χ3» J4
χαριζόμενοι 6ο * ΐ8
χειμαζόμενος 55 a 31 χειμασθείς 5 5b 21 
χειμαίνει 55*3!
χείρων 54* 21 — °ΡΡ· βελτίων  48*

4+1  53a 1 7  ̂ 335 62*4 —  ορρ.
κρείττων 48 * 6 χείρον (adv.) ορρ. 
βέλτιον  54b 26 χείριστον 53b 38 
χείρισται 5 i b34 

Χιωνίδης 48 * 34 
Χοηφόροις 55*4 
χορηγίας δεόμενον 53b 8 
χορικόν 52b l6, 22 χορικά μέλη 

52b 2 l *

χορόί 4 9 a J7> bi ; 52b l9 + ; 56*25
χρήματα 55b l 9 
χρήσιμα  59a n
χρήσθαι (said of persons) 4 7 b 24; 

49*22; 50*13; 52bi4, 26; 54b, 21, 
26; 56b3 5 57&I2, b3, T3, 3©; 58b 
i i ,  14» 3 3 ; 59a5, 13, 35, bi 3 i 6 i b 
20 —  (said of things) 47*23,
bi ; 5 ° a32, b335 58* 2,2 2;  62*15 
—  καλώς 53b 25 —  βέλτιον ή
χείρον 54b 26 χρηστέον 54b3 

χρηστός 54*20 χρηστή προαίρεσις 
54 a 19 χρηστόν ήθος 54a 17 + _ 

χροιάν 48bi9
χρόνος παρών, παρεληλυθώς 5 7 a 

18 —  αναίσθητος 5©b39 fi'os
χρόνου 5 9 &23 neP̂  *να χρόνον
59bi  έν τοΐς εφεξής χρόνοις 59a 
28 κατά τους αύτους χρόνους 59* 
2 5 αόριστος τώ χρόνω 49 b 14 
κραμένον τω χρόνφ 62b 2 χρόνψ
ύστερον 55b6 ανευ χρόνου 57 a
11 μετά χρόνου 57 α !4

χρώμασι μιμεΐσθαι 47&Ι8 
χύδην 50 b 2 
χώραν 55 b4
κεχωρισμένα (μέρη) 52b l6, 27 
χωρίς 4 7 * 2 3 ; 4 9 b * 5> 29 X"pts

άρμονίας 47 a 26

τό Ψ 58*10, 13 
ψέγουσι 58ι> 5 
ψευδάγγελος 55a j 4 

λέγειν  60*19 
ψεύδος 6ο* 2 2, 23 
ψιλομετρία 48 * 1 1 
ψιλοΐς (λόγοις) 47 “ 29 
ψιλότητι 56b32
^0705 48b 27, 37
ψυχαγωγεί 50*33 
ψυχαγωγικόν 50bi7
^νχή 6ο* 25 οΓου ^υχ7 5 ° a38

ψυχήν άρύσας 57 b M

Ω 58*12 *
ώδί 6 ι * 34, 35
ώσπερανεί 6ob8
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The references are to the marginal numbers, the first two figures of 
which are here omitted.

Accent s6 b33
Adjectives compounded with a priva

tivum ambiguous 50*25; 6ob32
—  some with two terminations in 

Aristotle 54*29
Adscripts in the text 50*’ 16 ; 54b i4 ;

55 b7 
Agathon 56*18 
Apollonius Rhodius 59bi9 
Archilochus 48 b 33 
Archinus 56b3i
Aristotle, overstatements in 47b22
—  his condemnation of τδ μιαρόν in 

Tragedy 54*4
—  his view o f the evolution of the 

Drama 4 9 *11, 19
—  his view of the peripety of the 

Oed. Tyr. 52*25
—  Passages in Pol. and Rhet. emended: 

50bi9 ;  52b 19; 56b3o; 58*25,29
* Art for Art,* an idea not sanctioned 

by Aristotle 6obi4  
Article, concurrence of identical forms 

of 56*8
—  possessive sense of 49b 27
—  with names of dramatis personae 

5 4 a 3°
—  with titles 01 plays and books

48-38

Barbarism and Solecism 58*30

Carpentariana quoted 55*29 
Casaubon quoted 53*18 
Chaeremon’s Centaur 47 b 21 
Cleophon 48*12
Comparisons, binary structure with 

6° 34 .
—  inversion of terms in 59*21 
Comedy, names in 5 i b i3  
Cupping-glass, the brazen 58*29

Diderot quoted 5 1b 6 
Dithyramb and Nome of Aristotle’s 

time 47*14

Ellipse of είναι 59b7; 6ob io ;  61 b9
POETICS

Ellipse of 17 6ob2i
—  of subject in nom. sing. 57 b 18
—  of subject with gen. abs. 49b26; 

61 b29
—  other forms of 53b 17; 54 *1; 6 1b 18 
Empedocles 4 7b 18 ; 5 7b 13 ; 61*24 
Epicharmus 48*33, 34
Euclides 58 b 7
Euripides 50*25, b8 ; 53*24, 29;

5 4 b 2 ; 56 * 27 ; 5 9 b 175 6 lb 2 1  
Eustathius emended 59*37

Fallacia consequentis 60*20 
Fear, in the Rhetoric and Poetics 

52 b32
‘ Figures of speech’ of later writers 

56 b9

Gender of words 58*8 
General Terms used iu a special sense 

47*29
Genitive depending on a genitive 

coming after it 52 b 7 
Glaucon 6 1 b 1
Grammar and Poetry 56b2o ^

History in Aristotle’s view a sort of 
chronicle 51 * 36; 59 * 23 

Homer 48b35, 37; 60*5
—  Aristotle’s text of 58b 25 ; 61 * 3,16, 

22, 26
Hyperbaton 49b 23

Illustrations at some distance from the 
statement illustrated 50*34 ; 5 1* 2 ; 
56*12; 62b7 

‘ Imitators ’, in the Poetics sometimes 
the poets and sometimes the actors 
48*23

Jones (H. A.) quoted 50*15

Language of Tragedy in Aristotle’s  
time 59*13 

Lessing 4 7*19 ; 4 9 ^ 7  (pp. 156,160 ); 
52 b 32

c c



Literary whole: analogy between it 
and a living creature 5ob34 

Longinus 55a34; 58a24; 5 9 ^ 5  
Lyric poetry ignored in the Poetics 

47 a 8

Margites, original form of 48b30 
Megarian Comedy 48 a 31 
Menander’s mode of working 53a 2 2 
Metre, importance of, minimized by 

Aristotle 47 b 11 
Metric, ancient 56b34, 38 
Music, Plato’s view of instrumental 

47ai5
Names of dramatis personae 5 i b io , 

13, 21
Names of personages meant supposed 

by Aristotle to be known to us 
6oa3o

N am es: triple compounds not un
known in Athens in Aristotle’s age 
57 a 35

Neuter nouns, Aristotle s view of the 
5Sa9, 16

Number: singular and plural in juxta
position 53a33 ; 56b i

Parallelismus antitheticus 47 a 18 ; 48s 
22 ; 59a2 i ; 6oa n  

Parenthesis giving a reason for some
thing after it 57 b 34 

4 Parts of Speech ’ 56 b 20 
Plutarch emended 49b25, 27 (p. 157) 
Poet, meaning of the term 4 7b22 
Poetic imagination and its physio

logical conditions 55a 32 sqq.
Poetry : the two causes to which its 

birth is attributed 48 b 4 
Polyphemus in literature 48a i5  
Pope quoted 5oa 25 ; 55a29 
Porphyry emended 54b2 
Preposition not repeated 48a io ;  

5 9 b 29
Prose poem : an idea unknown to the 

Greeks of Aristotle’s age 4 7 a28
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aywv and its derivatives, sense of, in 
the Poetics 50b 18 

ά€ΐδης =  δυσ€ΐδψ a late word 58b25 
άνα^γνωρίζαν 52b5 ; 55b2i 
αριθμοί — ‘ heads enumerated ’ 61 b 24 
άρμονία 47a22; 49 a27 
αύτοσχ€διάσματα 48b23

7€λοΓα, Aristotle’s idea of 49a34

Protagoras 56b 11, 16; 58a8 
Pseudo-Sergius emended 56 b 33

Qualification introduced in subordinate 
clause with ώσ-nep 53b 28 

Quintilian emended 58a3o

Reading play, idea of a, not in 
Aristotle 62 a 12 

Repetition of the same word not 
always avoided 53a 3i 

Rhythm significant of character 47 a 26

Shakespeare quoted 49b 25 
Sophron and Xenarchus, the mimes of, 

in prose 47 b 10

Telephus 6oa32 
Temies = Greek ψιλά 56 b32 
Theatrical terms already current in 

Aristotle’s time 49b33
—  used in a more general sense 53b 8 
Theophrastus 49b27 (pp. 157 sq.);

6 i bi2, 30 
Timotheus 48a 15 ; 54*31 
Twining’s summary of the history of 

the Chorus 50a29

Unities, the Three, how far recognized 
by Aristotle 49bi3 

‘ Universality,’ the element of, in 
Greek Tragedy 51 b6

Verb in singular with plural subjects
58bi

—  understood in the principal from a 
subordinate clause

Women, Aristotle’s estimate of 54*21, 
24

Wordsworth quoted 55*29

Zeuxis 6 i b i2 
Zoilus 60 b 6

—  S
δ ί after a participial clause 55b2i
διά 5 1 b 1 3 
διάνοια 50a6
διαφίρ€ΐ, construction with 52 s 20

CO M M E N TAR Y

ef5os, a ‘ formative constituent7 49*7 
—  allusive use of 49b 25 
άρηται 52b II
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•ενδέχεσθαι with verb understood from 
context 60*34 

·■ένιοι, appositional use of 51*18 
έπεισόδιον 5 i b34 ; 52b20 
έπειτα corresponding to a πρώτον μέν 

at some distance 62*14 
έστιν ώς 52*35 
ευφυής, εύφνία 55*32 ; 59* 7 
εχειν, κεχρησθαι 50*12

ήδυσ μένος 49 b 2 5 
ηθικός 50*29 
ήθος, a character 54* 23 
ή ώς 6 ι *35

θεατής 53*27 5 6 i b2S 
θέατρα, audiences 53*34

ίδ&χ, allusive use of 5ο1’ 34 
«rcws 56*8

κάθαρσις: objective gen. after it 49 b 27 
(p. 156) 

καθόλου 49b 8 ; 5 1 b 7 
καί giving emphasis 52*3 
Κεφαλλήνες, orthography of 6 1b 6 
κινεΐσθαι as a term of'surgery 51 *34 
Κλυταιμνήστρα, orthography of 53b23 
κωμψδός, meaning of the term in Aris

totle’s time 49b i [comp. J. B. 
O ’Connor, Chapters in the history 
of Actors and Acting in ancient 
Greece.— Chicago, 190S]

λέξις, the spoken language 59 * 12 
λόγος, meanings of, in the Poetics 

49*17
—  as a term of Aristotelian logic or 

grammar 56b38 (p. 270)

μείουρος, orthography of 62 b6 
μέν solitarium 50*3; 62b5 
μιμεΐσθαι, uses of the term 47* 16 
μίμησις : Vahlen’s view of its sense in 

the Poetics 5 i b28

οΐον with a second instance and a 
change of construction 54b25

—  formal incongruence not uncommon 
with instances introduced by οΐον 
56*2

—  illustrations introduced by οΐον 
often at some distance from the 
statement illustrated 51*2

cfον καί introducing a parallel 50*37 
ομοίως representing the apodosis of a 

conditional sentence 47 ° 20 
ονομα a wide term in Aristotle 57* 10 
όπως with fut. indie, as an imperative 

55b 13
ορχηστικός: meaning of this and

similar terms in the Poetics 49*23 
όφις 49b33

πάλαι in back-references 54*9 
πέφυκεν as an impersonal 50*1 
προσωδία 61 * 21 , 23 
π τώ σ ις : no modem equivalent for it 

as used by Aristotle 57*18

ρυθμός 47* 2 2, 27

συνιστάναι with a predicative adj. after 
it 59*18

υποκριτής 49 * 15

ψυχή, metaphorical use of 50*38 

ώστ ου, constructions with 5 i b23
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