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Greek original

NEPI MNOIHTIKHZ.

Mepl mownNTikAg autig te kat tv €ldé®v avthg, Av twva duvapwy €kactov €xel, Kal WG &€l
ouviotaoBbat toug puboug, €l pENAEL KOADG £EEV 1 Tolnolg, €tL 6¢ €k TTOoOWV Kal Tolwv €0Tl
pHopiwv, opolwg &€ kal Tepl TWV ANwv doa Tfig autig €oTl peBodou, Aéywpey, ap&dapevol kata
duowv TipQTOV ATIO TOV TIPWTWV.

‘Emottotia 6f) kat f Th¢ tpaywdiag moinoig, &t 6¢ kwpwdia kat fj StBupapPforolntikn kal Thg
aOANTIKAG f TIAeloTN Kal KIBAPLOTIKAC, TTdoal TuyX&vouaoty oUoat ULHAGCELG TO GUVOAOV.

Atadepouot 6& AANNAAWV TpLolv: i) yap T@ YEVEL ETEPOLG pLUEToBa, 1) T® Etepa,  TO £TEPWG Kal PN
TOV aUTOV TPOTIOV.

“QoTiep yap Kal Xpwpaol kat oxAuact TToAa ptpodvtal tveg ameltkalovieg, ol pev Sla texvng ol
6¢ &ua ouvnbBeiag, Etepol 6¢ Sua TG dwvig oltw Kav TAlg elpnuevalg texvalg, amaocat pev
mrotodvtal THv pipnowv v puBu® kat Adyw kat appoviq, Toutolg & i) Xwplg i) HEULYHEVOLG,

olov dppovia pév kal pubud XpwHevaL puévov f te abANTIKY Kal f KBapLoTikr, KAV €l TVEC
gtepal Tuyyavwoly oboat Toladtal Thy SUvauty, olov i TOV cuplyywv.

ADT® 6% T® PuBu® ppolvtal ywplg apuoviag ol TV 6pXNoTOV: Kal yap oltol Sta Thv
oxnNUati{opEvwy pubudv ppodvtal kat f0n kat tdon kat pageLc.

‘H &¢ ¢momotia povov tolg Adyolg YPLholg A Tolg PETPOLE, Kal TouToLg €lte pyvioa HeT AARAwY,
€10’ €Vl TLVL yEvEL XpWHEVN TV HETPpWVY TUYYAvouoa PEXPL TOD vOv.

O0dev yap Av &yoldev oOvopdoal Kowov Toug Zwdpovog Kal =evdapyou Mi{poug Kal toug
ZWKPATLKOUG AOyoug,

0oU6E €l TG 6L TPLPETPpWV 1 ENeyeiwv A TV BAAWV TLVAOV TMOV TOLOUTWV TIOLOTTO THYV PipnoLv:
AV ol @vBpwTiol ye OUVATITOVTEG TH HETPW TO TIOLELV E€AEyELOTIOLOUG TOUG && EmoTtololg
ovopadouaoty, oY WG TOUG KAta pipnoLv TtotnTtag aAAA KOLfj Kata TO PETPOV TIPOCAYOPEVOVTEG,.
Kat yap av latplkov fj HOouoLkov T 8Ld TV PETPWVY EKPEPWOLY, OUTW KAAELV elwBactv. OUbEv 6¢
KOLVOV €0TV ‘Ounpw Kal ‘EpmeSokAeT TIARV TO HETPOV- SLO TOV pEV TToLNTHV SiKalov KaAELy, Tov 6¢
duoLlohdyou pdNov A TonThv.

‘Opoiwg 6¢ kav €l Tig dmavra Ta PETpa pyvliwy TIoLotto Thy Pipnoly, kabdrmep Xalphpwyv €mnoinoe
Kévtaupov pikthv papwdiav €€ amdvtwv TV PETpwY, oUK HEN Kal TIOLNTHV TIPOCAYOPEUTEOV.
Mepl pév 0OV ToUTWV SLwpicBw TolToV TOV TPOTIOV.

Eiol 8¢ Twveg ol TTdoL yp&vtal Toig eipnuévolg, Aéyw 8& olov puBU® Kal péNeL kal pHETpw, GoTtep f
Te TV S1BupapPLk®V Toinotg Kal A TV vouwv Kal f) e tpaywsia kat f kwpwdia- stadpépouot
&€, 6tL al pev dpa mtdowy ai 6¢ kata PEPOG.

Tavtag pév odv Aéyw Tag SLadopac TV TEXVRY, & ol¢ TTolodvtat THY Hipnoty.

ETtel 8¢ pupodvrat ol ppoUpevol tpdttovtag, Avaykn 8& toutoug f) oroudaioug f| pavloug ivat
(td yap ABn oxedov ael toutolg AKoAOUBET povolg: Kakia yap kal apeth ta fen dapépouat
Ttavteg), ftol BeAtiovag f) kab AuEG i xeipovag f) kal toloutoug, WoTep ol ypadelg:

MoAUyvwWTOG PV yap Kpeittoug, NMavowv &€ xelpoug, Atoviolog &€ dpoioug sikadev.



ARAov &€ OTL Kal TV AexBelo®v EkAotn HLpocwy &L Tavtag tag Stadopdg, Kat éotat Etepa TQ
gtepa pLpelobat toitov TovV TpoTIoV.

Kal yap €v 0pxroet kal avAfost kat KlBapioel €0t yeveaBal Tavtag tag avopoLotntag,

kal Tiepl Toug Adyoug 8¢ kal Thv Prlopetpiav, olov “Opnpog piv Behtioug, Kh\eodGv && dpoiouc,
‘HyApwv 6¢ 6 ©doiog 6 Tag mapwdiag motoag pwtog Kat Nikoyxapng 6 Thv AnAudda yeipoug.
‘Opoiwg 6¢ kal Tept Toug SLBupApPoUG Kal TEPL TOUG VOpoUG, wg Mepoag kat KukAwTtag TipudBeog
Kat doEevog, ppnoatto av T,

‘Ev aoth 6¢ th Stadopd kal A Tpaywdia Tpog Ty Kwuwdiav SlEotnkev: N pev yap xeipoug f &€
BeAtioug pLpelobat BouAetal T®V vOv.

"ETL 6¢€ Toutwv tpitn Stadopd Td WG EKAOTA TOUTWV ULUACALTO AV TLC.

Kal yap €v tolg autolg kal ta autd pLpeloBat oty 0Te pév arayyeNhovta i) ETepOV TL YLyVOUEVOVY,
woTiep “Ounpog ToLEL, ) WG TOV auTov Kal ph petaBaliovta, fj Ttavtag wg mpattovtag Kal
gvepyolvtag ToUG PULHOUUEVOUC.

“Ev TpLol 8h tavtalg Stadopaic f pipnoic €0Tw, WG eitopey KAt apxAc, &v oig te kal & Kai M.
“Qote T pév 6 avtdg Qv €in ppnThg Opnpw ZodpokAfg, pipodvral yap dudw omouvdaioug, Th 6¢
‘Aplotoddvel pattovtag yap ppodvral kat spovrag dudw. “OBev kal Spdapata kahelobal Tiveg
autd ¢aouy, 0Tl ppodvrat Sphvrag.

Ao kal avuurolodvral thg te tpaywdiag kal the Kwuwdiag ol AwpLelg, ThHG pév kKwpwdiag ol
Meyapelg, ol te évtalba wg €mt th¢ Tmap’ altolg dnuokpatiag yevopévng, Kal ol €k Zikehiag
(éke1Bev yap AV Emixappog 6 TountAS, TIOMG Tpotepog v Xwvidou kai Mayvntoc), kai T
Tpaywdiag &viol TV €v MeAOTIOVWAOW, TIOLOUEVOL TA OvOUaTa OnUETov.

OU0ToL pév yap KWHAg TAC TIEPLOKISac Kalelv dpaaiv, ABnvaiol §& SAUOUC, WC KWHWSEOUC 0UK ATIO
To0 KwpAlew Aexbevtag, AMNa th Kata Kwpag mAdvn atipalopevoug €k tod dotewd kat to
TIOLELV avTol pev Spdyv, ABnvaioug &€ TIPATTELY TIPOCAYOPEVELV.

Mepl pév odv T®OV Stadpop®v, Kal téoat Kal TIVEG THG HLUACEWC, £ipfobw tadta.

’Eoikaot 82 yevwRoat pév BAwg Thy TonTikiv aitiat Svo Twvég, kal adtat puaotkai.

To te yap ppeloBatl olpdputov Tolg avBpwtolg €k Taidwv €0ti, kal toutw Stadpeépouat TV
MWV {WwV OTL LLUNTIKWTATOV €0TL Kal Tag pabnoeilg otettat S1a PLHAcEwW TAG TIpwtag, Kat to
XaipeLv To1g PLUAMact Ttavtag.

Znuelov &€ toutou TO cupPaivov £mi TV Epywv: @ yap autd AuTtnp®¢ OpWHEV, ToUTWV TAG
glkévag Tag pAAota AKplBwuévac xaipopsv Bewpolvie, olov Onpiwv Te popdhac TGV
ATIHOTATWY Kal VEKPQV.

Altov 6¢ kal toutou, OtL pavBdvely o0 povov tolg prhocddolg Hdtotov GANG kal Tolg GANoLG
Oopolwg AN €Tt Bpay U kowwvoiotv autod.

Al yap tolto xaipouol tag eikdvag ophvteg, OtL cupPaivel Bewpolvtag pavBavew kal
ouN\oyiZeoBal ti Ekaotov, olov 8Tt 00TOC EKETVOC, £TTEL €AV W) TUXN TIPOEWPAKWE,

o0 81 pipnpa mothosL Thv Adovhv aAAa SLa Thy amepyaociav f) Tthv xpolav i Sta tolavtnv Twa
AAAnv aitiav.

Kata ¢uowv 6¢ dvtog npilv tol ppelobal kat thg appoviag kat tod pubpod (ta yap petpa ot



popLa TV pubudv €oti, davepov) €& apxfg ol TedukdTEG TIPOC AUTA PAALOTA KATA HULKPOV
TIPOAYOVTEG €yévvnoav Thy Toinow €k TV alTooXeSLAOUATWVY.

AteomidoBn 6¢ kata ta oikela BN f) TIOLAOLG: ol pév yap ogpvoTePOL TAG KAAAG EULpodvTo TIpAgeLg
Kal Tag TV TolouTwy, ol 6¢ elteNeéaTepol TAG TOV pavAwy, Tip@Tov Yoyoug TToLodvTeg, WOTIEP
gtepol DVOUC Kal EyKwpLA.

TGV p&v o0V TIpd ‘OuAPOL 00SEVOC EXOUEVY ELTTETV TOLOTTOV TIoiNUa, £ikdC 8¢ lvat TTOAOUC:

amod 8¢ ‘Ounpou apfapévolg £0Twy, olov ékeivou 6 Mapyitng kal ta tolalta, &v olg kal To
appottov tappelov AABE péTpov. ALd Kal tapBelov kahettat v, 8Tt &V TG PETPW TOUTw LaupLlov
AaA\AAouG.

Kal éyevovto tv taAat®v ot pév Apwik®v ot 6¢ tapBwv motntal.

“Qomiep 6% kal ta omoudaia pdAloTa TotnTHS “Ounpog Av (évog yap oy 8T €0, GAN 8Tt Kal
HLUAOELG Spapatikag €moinoev), oltw kal Tta ThH¢ Kwuwdiag oxAuata mphtog UTESELEEY, 00
Pdéyov AN\ tO yeholov Spapatoroljoag 6 yap Mapyitng dvaloyov Exel, wotep TAAg kat
‘08000oeLa TIPOG TAC Tpaywdiag, oUTw Kal o0Tog PO TAC KWHwSIac.

MNapadaveiong &¢ thg tpaywdiag kat Kwpwdiag ol €d” Ekatépav Thv TtolnoLv OpUEOVTEG KT THV
olkelav ¢uowy, ol pév davtl tv GuPwv Kwpwdotowol €ygévovto, ol && Avil tv Emiv
TpaywSo8iackalol, S1a TO peilw Kal EVTIPOTEPaA T& oXAMATA ival Tadta ékeivwy. TO pév olv
¢TLOKOTIELY €l Apa &xel (SN N Tpaywdia tolg €ldeotv ikavig i 00, avtd te kab avtd KpLVOUEVOV
Kal TIpo¢ ta Beatpa, GANOG AOyoC.

Fevopgévn & olv & dpxf¢ alTooxeSlactikh Kal avth kal f| Kwpwdia, Kal f pév amd Tev
¢Eapyovtwy tov S1Bupaufov, N 6¢ Ao TOV T GaNAKd, @ &t kal vOv €v TIOANATG TV TIOAEWV
Stapgvel vouldopeva, Kata PLkpov nUENBN ipoayovtwy 6oov gyiyveto davepov aovthg,

Kal TIOANGG petaBoAag petaBalodoa f tpaywdia émavoaro, émel €oxe Thv auTiig duotv.

Kal té te t®v umokplt®v TARBOG €& €vog €ig Suo TpdOTOog AloxUAog fyaye, kal ta tod yopod
AAATTWOE, KAl TOV AOYOV TIPWTAYWVLOTHV TIapECKEVATEV: TPELG &€ Kal oknvoypadiav ZopokARC.
"ETL 6¢ TO pEyeBoq €k pkpOV HUBwWV Kal Aegewg yehoilag, Sta to €k oatuplkol petaBalely, oge
ATIEcEUVUVON, TO TE HETPOV €K TETPAUETPOU LapPelov éyeveTo-

TO pEV yap TIPGOTOV TETPAUETPW EXPOVTIO L& TO catuplkhv kal OpXNOTIKWTEpAV Elval THY
Toinotv, MéEswg 8% yevouévng avth f $pUoLS TO olKeToV PETPOV EDPEV: HAALOTA VAP AEKTIKOV TMV
HETPWV TO LapPBelov €0TLv. Znuelov 6¢€ ToUuToUL:

TAelota yap lapPela Aéyopev €v th SLOAEKTW TH TIPOG AMNAAAouG, £Eapetpa && OALydakLg Kal
¢kBalvovteg TG AeKTLKAG Gppoviag.

"ETL 6¢ €meloobiwv TIAABN kal Ta dA\a w¢ Ekaota koopnBfvat Agyetal.

Mepl pv obv ToUTwV tocadta Zotw AUV eipnuéva: TIoAD yap &v lowg Zpyov €in Se€téval kad’
gKaoTov.

‘H 6& Kwuwdia €otiv, otep elmopev, Hipnolg pavlotepwy HeEV, OU PEVTOL KaTa Tdoav Kakiav,
AA\Q to0 atoypol €0Ti TO yeAoTov HOpLOV.

TO yap yeAOTOV oty Guaptnud Tt Kal aioXo¢ avwduvov Kal ol $pBaptikdy, olov £0BUC TO
yeAolov TIpOoWTIOV aloyXpov TL Kal SLECTpappEVoOV dveu 060vnc.



Al pév olv Th¢ tpaywsiag petapdosl, kai 8U Gv éyévovto, ol AeARBaowy, N 8¢ kwuwsdia Sta T
ph omoudddlecbal €€ apyfc ENabev- kal yap Xopov KWPwdWV oYPE Tote 0 Apxwv E5wkKev, AN
¢Bshovtal Aoav.

"Hén 6¢ oyxnuatd twa autfig €xouong ol Aeyduevol auvtig Tountal pvnpovevovtat. Tig &6¢
TIPOOWTIA ATIESWKEV A TIpoAdYouG f) TTARBN UToKpLT@V Kat 6oa totadta, fyvontadl.

TO &€ puboug otelv Emtiyappog kat POpuLG.

TO piv odv &€ &pxRf¢ ék Zikehiag AABev, TV 6 ABAVNolv Kpdtng mp®tog ApEev adépevoc ThG
LlappLkiig id€ag kaBoAou ToLelv Adyoug Kal puboug.

‘H pév olv &morotia T Tpaywsia péxpl pévou UETPOU PETA Adyou WipNnoLg €lval oToudaiwv
AKOAOUBNGEV: T(® 6 TO péTtpov Amholv Exelv kal amayyehiav gival, Taltn Stapépouctiv.

"ETL 62 T® WAKEL ) piv yap 8Tl pdliota melpdtal Umd piav epioSov HAlou glval A pikpdv
eEal\attely, f) 6¢ émottotia AopLoTog TM XPOvw, Kat TouTw StadepeL.

Kaltol to mp®tov opoiwg €v talg tpaywdialg tolto émolouv Kat €v Tolg ETEOLV.
Mépn & €oti Ta pév Tautd, ta 6¢ 1dla thg Tpaywdiac.

Admiep b0t TEpL Tpaywdiag oide omoudaiag kal pavAng, oide kal TEpl MGV & pEv yap
érottotia €xel, UTIApYEL TH Tpaywdiq, & 6¢ avutn, ov tdvta v tf émottotiq.

Mepl pév olv TAG &v £EapETpolS MLUNTIKAG Kal Tepl Kwuwdiag Uotepov époluev, Tepl &&
Tpaywsdiag Aéywpev, amtohaBovieg auTiig €k TV elpnuUeEVWY TOV yvopevov dpov Tii¢ ovaiag.
"EoTtv o0v tpaywdia pipnol mpdswe omoudaiag Kal telsiag, péyeBog éxolong, ASUOUEVW
AOYWw, Xwplig £kdotou TV eld®V év Tolg popiolg, Spwvtwy kal ou 8U amayyeiiag, U éAéou kal
$6Bou mepaivouoa ThHv TV ToLoUTWV Ttabnudtwy kabapaotv.

Aeyw &€ NduopEvov pev Aoyov Tov Exovta pubuov kat appoviav kal peNog,

TO 8¢ Ywplg TolG €(6e0L TO SLA PETPWV Evia povov TiepaiveoBal kal TIdA £tepa Sta HEAOUG.

"ETtel 6¢€ mpattovteg Ttolodvtal Thv pipnoLy, Tip@Tov pev €€ Avaykng av €ln Tt péplov tpaywdiag 6
THC BYEWC KOOWOG, lta pehototia Kal A£ELG: év TouToLg yap Trolodvtat TH pipnoLy.

Agyw 6& A€V pev alThV THY TV PETPpWVY oLVBEOLY, pelottoliav &€ O Thv Suvaply pavepav Exel
mdoav.

"Emtel &€ Tpd&ewg €0TL pipnolg, mpattetal §& UTO TWwv Tipattéviwy, o0¢ AvAaykn Tololg Tvag
glval Katd Te TO AB0¢ Kal Thv Stavotav (Sta yap touTtwy Kal tac TPAgeLg slvai papev ToLdg Twag,)
népukev aitia Svo TOV TpdEewv elval, Stdvola Kal ABoC, Kal Katd Taltag kai Tuyxavouot Kal
ATIOTUYXAVOUOL TIAVTEG.

"Eotl 8¢ TG pEv TPAgewg O pbbog A pipnolg: Asyw yap pobov toltov thv ouvBeowv TtV
Tipaypdtwy, ta 62 /8N, kad’ & Tololg Tvag glval papev Tolg TipdtTovtag, Stavolav 8¢, &v o0Lg
Aéyovteg amodetkvuaat T i kat amodaivovtat ywwunv.

‘Avaykn olv Tiaong Tpaywdiag pépn sival €€, kab'd@ mold tig £otiv | Tpaywsia: tadta § éoti
HOB0¢ kat ROn kal AE&Lg kat Stavola kat dYLg Kat pelotrotia.

Ol¢ pév yap puodvtal, 8o pépn €otiv, w¢ &6& pupodvray, &v, & && uwpodvtay, tpla, Kal Tapd
talta o0&ev.

ToUtolg pév o0V oUK OAlyoL alTV WG ELTETV KéxpnvTal Tolg el8eotv- Kai yap dPelg Exel Tdv Kal



AB0C Kal piBov kal AéEw kai pélog kal Stédvolav MoalTwe,.

Méeylotov &€ ToUTwv €0tV i) TV Tpaypdtwy cvotaclg: i yap tpaywdia pipnoic €otv o0k
avBpwniwyv AN ipd&ewg kat Blou kal evdatpoviag kat kakodatpoviag: katl yap n evdatpovia v
Tipdgel €oti, kal tod teAog Tpagic tig €otiv, o0 ToldTNG. Eiol 6¢ katd pév ta fBn Tolol Tveg, kata
6¢ tag pageLg evdaipoveg i) todvavtiov.

OUkouv Omwg ta@ BN HAowvtal Tpdattoucly, GANG ta ABn cupmephapfdavouct Sua Tag
Tpdgelc. "Qote ta mpaypata kat 6 pibog téAog THG tpaywdiag: To 6& TENOG HEYLOTOV ATIAVIWV.

"ETL veu pév mpd&ewg ouk av yevolto tpaywdia, dveu 6& ABQV yEvolT Qv.

Al yap TGV Véwv TRV TAeloTwY andelg tpaywsial gioi, kal BAwg Totntal ToA\ol TololTol, olov
Kat t@Wv ypadcwv Zed&lg mpog MoAlvyvwtov TETovBev: 6 pév yap MoAvyvwtog ayabog
ABoypadog, f §& ZeLELSo¢ ypadh 008 Exel HBOC.

"ETL €4V TIC EPEERC B prosLg HBIKAC kal AEEeLg kal Stavoiag 0 TeTotnuévac, ol ToLAoeL 6 Av THG
Tpaywdiag Epyov, NG TIOAU pdAAoV ) KatadeeoTEPOLG TOUTOLG KEXPNHEVN Tpaywdia, Exouoa &
p0Bov kal cuotaoty TpaypATwy.

Mpo¢ 8¢ TouTolg Ta péylota oig Puyxaywysel f Tpaywsdia, Tod pubou pépn éotiv, al te mepumételat
Kal AvayvwploeLg.

"ETL onpuelov Ot Kal ot €yyelpolvteg ToLelv ipotepov Suvavtal T Ae§eL kal tolg fBeowv akpLpoiv
A T& paypata cuviotacBat, olov kal ot TIpGToL TTotnTal oXeSOV EMavTec.

Apxh HEv olv kal olov Ppuxh 6 ub8ocg Th¢ tpaywsiag, Ssutepov 6 ta HON.

MaparmAAoLov yap €0TL Kal €Tl Th¢ ypadikhg: €l yap tig Evaleipele Tolg KaANioTolg papudkolg
XU8nv, oUK Qv Opoilwg ebdpaveley kKal Aeukoypadrioag eikova.

"EoTL Te plpnotlg mpa&ewg, kat St tautnv pdAlota tv pattovtwy. Tpitov &¢ i) Stdvola.

To0to & ¢otl tO Aéyelv SuvacBatr ta évovta kal ta appdtrovta, OTep €Ml TOWV AOywv THG
TIOALTLKAG Kal pNTopLKiG Epyov €0Tiv:

ol pév yap apyatot TTIOALTIK®G Emtolouv Agyovtag, ot 6& vOv pnToplk®g,.

"EoTt 62 ABOC pév T TololdTov & Snhot Thy Tipoaipeoiy Omoia TG S1éTep o0k Exouotv RBOC TGV
AOyWV v olc und’ BAwC ZoTiv 6 TL ipoatpeital | PevyeL 6 Aéywv.

Atdvola 8¢, év ol¢ arodelkviouot TL WG 0TV A ¢ 00K £0TLy, A kaBdAou T arodaivovtat.
Tétaptov 62 TV pév Aoywv | AEELG Aéyw 8¢, Gomep TipoTepov gipntat, AéEw slvat Thy St Th¢
ovopactag Epunveiav, 6 Kat 1L TOWV EPUETPWV Kal €TTL TV AOYwWV EXEL THV AUTHV SUVaLY.

T®v &€ howm@v TtevTe A HeEAoTIoLA PEYLOTOV TV NSUOUATWV.

‘H 6& dYig Puyxaywylkov pev, ateyvotatov 6¢ kal fklota oikelov THG ToNTKAG N yap Thg
Tpaywdiag Suvaulg kat @veu Ay®vog kKal UTIoKpLT®OV €otiv. "Ett && Kuplwtépa Tept THY
anepyaoctiav t@v dYewv f Tod okevotolod tEXVN THG TOV TTIOLNTOV €0TIV.

AlwpLopévwY 88 TOUTWY, AéywHEV HETA TadTa Tolav Tva S&T Thv o0GTAGLY £lvat TRV TIPayuatwy,
€meLdn tolto Kal mp@ToV Kat péyLlotov T Tpaywsdiag éotiv.

Kettal 8 Auiv Thv Tpaywsdiav teheiag kal 8ANG TPAgew  slvatl pipnoty, £xolong Tt péyeBog: #ott
yap 6Aov kai undév €xov peyebocg.



“OMNov & 0Tl TO £xov ApyNV Kal HECOV Kal TEAEUTHV.
Apxh & £0Tlv & a0TO pév ui €€ Avdykng HET AN\o £0Ti, PeT €kelvo & ETepov TIEPUKEV glval R
yiveoBau

LN

teheuTh 8¢ Tovvavtiov 6 alTtd peT EANO TIEDUKeV glval, f €€ avaykng i w¢ Tl TO TIOAD, petd §&
To0to &A\o oUbEV:

péoov &€ O Kal avto PET AANO Kal HET EKETVO ETEPOV.

A€l 8pa ToU¢ ouveoT®Tac €0 MUBoUG HAB’ 6TIGBEV ETtuyev BpxecBal pAB’ BTou ETUXE TEAEUTAY,
AM\G kexpfloBal talg sipnuevalg idsalg.

"ETL & €mel TO KAAOV kal {®ov kal amav mplypa 0 OUVECTNKEV €K Twwv, o0 povov talta
Tetaypeva Sel Exely, ANQ Kal peyeBog UTIAPXELY YR TO TUXOV: TO yap KAAOV v peyeBel Kal TageL
£€0T(,

610 oUte mappikpov Av Tl yevolto Kahov {@ov (ouyyxeltal yap f| Bewpia eyyug tod avaiobrtou
XPOVOU ywopeEvn) olTe TIapPEYEDEG: oL yap apa \ Bewpla yivetal, AN oiyxetal tolg Bswpolol TO
&v kal to B\ov €K Tfi¢ Bewpiag, olov €l pupiwv otadiwv in Gov.

“Qote S€l KabdArep €Tl TOV CWHATWVY Kal ETIL TOV {WwV ExEV pev peyebog, tolto 6¢ ebouvoTToV
glval, o0Tw Kal &l TV HUBWV EXELY pév UAKoG, To0To 8 0pVNUGVEUTOV ELval.

ToD 8¢ pRkoug 6pog TPOG pev ToLG ayvag Kal thv aloBnowv ol Thg teExvng €oTiv: €l yap €8¢l
gkatov tpaywdiag aywvileobat, pog khehudpav av nywvilovto, wotep Ttote Kal AA\ote daaiv.

‘0 8¢ Kat authv thv dUcV Tod TIpAypatog dpoc, dsl piv 6 peilwv péypt Tol oluvdnhog slvat
KaAAlwV €0Tl Kata to peyebog, wg 6& an\®g Slopioavtag elmely, €v 00w peYEDEL KaTd TO €IKOC
TO dAvaykalov €¢de&fg ywyvopevwy cupPaivel €ig evtuyiav €k Suotuylag i €€ evutuyiag eig
Sduotuyiav petaBarey, ikavog 6pog éotl Tod peyeBoug.

MDBoc & &oTiv £i¢, 00y (MOTEp TWEC olovtal, £av TEpl éva A TTIOMA yap Kkal amelpa T@ VEVeL
oupBaivet, ¢€ OV &viwv 0088V oty év. OUTw &¢ Kal TIPAEeLg £vog TToN\al elowy, £€ Qv pia o08epia
yivetat mpd&Le.

ALO TIAVTEG €oikaolvy apaptavely, 6ool TV TonTt®v ‘HpakAnida kal Bnonida kat ta towadta
TIOLAATA TIEMOLAKAcLY- olovtal yap el (¢ Av 6 ‘HpakAfg, £va kal tov ubBov elval TIpoohKELv.

‘0O & "Opnpog, wotep Kal T aAAa Stadepel, kal tolT €olke KAA®G i6€ly, Aol La tExvnV i) da
puoLv- '08UcoELay yap TIOLGV oUK éroinoev dmavta doa avt®d cuvéPn, olov TANyRval pév év Td
Napvaco®, pavijval 6 pootojoacat év td ayepu®, OV 00SEV Batépou yevopévou avaykaiov
AV R €ikdg Bdtepov yevéaBal, ANG Tiept piav Tipdgly, olav Aéyouev, Thv ‘'O80CGOELQV CUVEGTNOEY,
opolwg 6¢ kat thv TAada.

Xph olv, kaBdrmep kai &v Talg ANaLG HNTIKATG A pia pipnotg évdg £otly, oUTw Kal tov udboy,
¢mel TpAfewg pipnolc oty pEC Te elval kal tavtng 6Ang kal Té pépn ouveotdval TGV
TIPAYUATWY 0oUTWG Wote petatibBepevou Twvog peEpoug i adaipoupevou StadépecBal kal
KweloBatr to OAov: O yap Tpocoov i) ph Tpooov pndév Tolel émidnAov, o0&E poplov tod dAou
gotiv.

davepov ¢ €k TV elpnuEVWY Kal OTL oU TO TA yevopeva Agyely, ToUTo Towntold Epyov €otiv, AN
ola &v yévolto, kal Ta Suvatd Katd T £ikd¢ i T® avaykaiov.

‘O yap lotoplkog Kat 6 TownNThg o T® N Eupetpa Aéyewv i Guetpa Stapépouatv: €in yap v ta



‘Hpo&dtou ei¢ pétpa tebRvar, kal o08Ev Attov Av €in lotopia TIC HETE PETPOU A BVEL PETPWV-
AM\G TOUTW SLadépel, TG TOV PEV T yevOHEVa AéyeLy, TOV 8 ola Av yévoLto.

A0 kal pthocodpwtepov Kat orroudatdtepov ToinoLg totopiag €0tiv: () pév yap Toinotg pdAAov ta
kKaBoAou, f) & ilotopia th kaB’ EKaoTov AEyeL.

"Eott ¢ kaBoAou pev, T Tolw Ta Tol atta cupPaivel Aeyewv f TpATTEWY KaTd TO €KOG ) TO
avaykatov, o0 otoxdletal f Toinolg évopata érmtibepévn: ta 8¢ kad £kactov, Ti AAKLBLASNC
gnpagev N Tl Emabev.

ETil pév olv THC kwuwsdiag Adn todto SAAov yéyovev: cuothoavteg yap TOV pdbov Sta Thv
€lkOTWV 0o0Tw TA TUYOVTA Ovopata Emtibeaant, kal ovy otep ol lapPorolol Tepl TWV Kab’
g€kaotov Ttotodotv.

Emit 8¢ Tfi¢ Tpaywdiag TV yevopevwy ovopdtwy avteyovtat. Aitiov § OtL mbavov ot 1o
Suvatdv: ta pév o0V pi yevopeva olTiw TILOTEVOMEY Elval Suvatd, ta 8& yevoueva davepdy BT
Suvatd- ou yap av &yéveto, € Av advvarta.

OU phv GG Kal év Talg tpaywdialg évialg pév €v i SUo TV Ywpipwv €0TV Ovopdtwy, ta &&
&N\a Tiemonpéva, &v évialg 8¢ oUB4v, olov &v T® AydBwvog BvPel 6poiwe yap &v ToUTw Td TE
TipAypata Kail T évéuata memointat, kai o08&v Attov evdppaivel.

“QoT o0 Mavtwg elvat Intntéov TV TapadeSopévwy pobwy, Tiept od¢ ai Tpaywsial eioty,
avtexeoBal. Kal yap yehotov todto {ntely, €mel Kal Ta yvwpLpa OAlyoLg yvwpLpd €otwy, A OuwG
e0dpaivel avrag.

ARNov odv £k ToUTwV &TL TOV TIotNTHY PEMOV TGOV MUBwV ilvatl ST oty A TOV péTpwy, 60w
TIolNTAG Katd thy pipnolv €oTy, pLpettal 8¢ Tag mpageLg.

K&v &pa cUpPR yevépeva Tiotelv, oUBEV ATTOV TIOLNTAG £0TLv TV yap yevopévwy Evia o0&y
KwAUEL Toladta €ivat ola &v ikdg yevéaBal kal Suvatd yevécBal, kad' & ékelvog alTGV TOLNTAG
EOTLV.

T®v 6¢ anA@v pubwv kal pdewv ai émeloodlwdelg eiol xelplotal. Aéyw & émelcodLwdn poboy,
v () T8 EMeLo6SLa Pet” EMNAa 00T ikd¢ 00T Avaykn sivat.

Towadtat 6¢ motodvtal UTO pév TOV pavAwv TIonTt®v U autolg, UTo &€ TV ayabiv Sta tolg
OTtoKpLTdg: aywviopata yap motoldvteg, kat apd thv Suvapwy mapateivavieg pobov, TIOANAKLG
Staotpedelv avaykalovtatl to edeERc.

Emtel 6¢ o0 povov teheiag €oti pdgewg N pipnolg GANG kal dofep®v kat €Aesvv, tadta &6¢
yivetat kat paiiota, kat pdAAov dtav yevnrat tapd thv §6&av, U GANAnAa

TO yap Bavpaotov oltwg £EeL p@AAov 1) €l amo tod avtopdtou Kat Thg TuXNG, £Mel Kal TV Ato
TUXNG Tadta Bavpaciwtata Sokel, doa WoTep Emitndec dpaivetal yeyovévar, olov wg 6 Avsplag 6
100 Mituog €v "Apyel améktelve TOV aitiov Tod Bavatou t@ Mitui, BewpolvTl Eumecwiv: €0LKe yap
TG Toladta oUK €ikf yeveéaBal,

(OTE Avaykn ToUg ToloUTouG lvat KAANoUE HUBoUC.

Eiol 8¢ TV pUBwv ol piv amhot ol && Temleypévol Kal yap ai TpAEelg, v UIPAoeLg ol pibol
elotv, UTtapyouaoLy 08U oloal Toladtat.

Aéyw 8& arA\Rv piv Tp&ELy, AG ywvopévne, GoTep GpLotal, ouveyolc Kal pLdc Aveu Tiepureteiag A
avayvwplopol f petapaotg yiveray,



TiemAeypévny 8¢, €€ AG HET vayvwplopod A Teptmeteiag i audolv i petdpacic éotuy.

Tadta &¢ &€l yiveoBar €€ autig thG ouotdoewg tod pUBoU, WOTE €K TWV TIPOYEYEVNHEVWVY
oupBaivewv i €€ dvaykng f) katd to €ikog yiveobal tadta- dtadepel yap TOAU 1o yiveobal tade
SLa tade ) peta tade.

"EotL 6¢ mepunetela pev i €ig 1O €vavtiov TV TPATTopEvwY HETABOAR, kabarmep sipntatr kal
to0to &8¢, oTep Aéyopey, Kata To €ikog f) dvaykdioy,

woTtep &v T® OLSmodL ENBWV wG eudpaviv Tov Oidimouv kat arnalda&wv tod Tpdg Thy puntEpa
$o6Bou, n\waoag 8¢ fv, Tobvavtiov £moinoev.

Kal év t® AUyKel 0 pév ayopevog wg amobavolpevog, 6 6& Aavadg AkoAouB®OV w¢ ATIOKTEVRV:
TOV P&V OUVERN €K TV TIETpaypEVwyY amobavely, Tov §& cwbfvat.

Avayvwplolg & €otiv, wotep Kal tolvopa onpaivel, €€ dyvolag eig yvow petaBoli ) €ig iiav
i €xBpav thv TIpog eutuyiav f) Suotuyiav wPLopEVWV.

Kal\iotn 6 avayvwplotg, dtav apa Tepumétetat yivwvat, olov £xeL i &v T¢) OisimosL.

Eiol pév oOv kal &N\aL avayvwplosl: kal yap mpog aduya kai ta tuydvia Eotwv 8te, (WOTEP
glpntat, oupPaivel, kal €l TEMPayE T i UA TEMpayey, €0tV avaywpioat

GA\' | paAlota tod puBou kal f paAlota thg Tpd&ewg N eipnuévn €otiv. ‘H yap tolautn
avayvwpLoLg kat mepurietela i EAeov &L f| doPov, olwv ipd&ewv N tpaywdia pipnolg vTdKeLTal.
"ETL 6€ Kal TO ATUYXETV Kal TO EVTUYXELV ETTIL TV TOLOUTWV CUMPBAOETAL.

ETIEL & ) QvayvwpLoLg TRV 0TIV avayvwpLolg, ai pév Batépou Tipdg tov €tepov pévov, dtav i
SHN\o¢ £tepog Ti¢ gotwy, 6TE & audotépoug Sel avayvwpioat, olov f pév TdLyévela t@ Opéotn
aveyvwpiodbn €k th¢ mEpdewg TAC €MOTOARG, €kelvw && TPo¢ thv ‘IPyevelav AAANG &€l
avayvwpioewe.

AUO pév o0V oD p0Bou pépn Tept Tadt £oTi, Mepuétela Kai avayvwplolg, tpitov && maloc.
TouTwv &€ TEPLTIETELA [IEV KAl AvayvwpLoLg elpntat,

ndBog & £oti pagLg pBaptikh A 68uvVNPA, olov of Te &v T® Ppavep® Bavatot kal ai eptwduviat
Kal TpwoeLg kat 6oa totadta.

Mépn & tpaywdiac, olg pév we eideot 81 xpRodat, Tpdtepov elTopey: Katd 6 TO TToodv, Kal &ig
a SLalpeltal KexwpLopeva, TAdE €0Ti, TIPOAOYOG ETIELOOSLOV £6060¢ XOPLKOV,

Kal to0tou T pév tdpodog td 6¢ oTACLpoV, Kowa pév anaviwy tadta,
16La 6¢€ T amo thg oknviG kal KOpUOL.

"EotL 6 TipOAoyog pev pépog OAov Tpaywdiag to Tipod yopol rtapodou,
ETIELOOSLOV &€ puEPOG OOV Tpaywdiag TO PeTa&l OAWV XOPLKOV HEADV,
£€€0d0¢ 6¢ pEpog BAov tpaywdiag ped” 6 olK EotL xopol pENOG,
XoptkoD 6¢ tapodog pév A ipwtn AgELg OAou xopoD,

otaotpov 6¢ pelog xopod To &veu avarmaiotou Kal Tpoyaiou,

KOuMOG 6 Bpfjvog Kowvog xopoD kal amod oknvic.

Mépn &¢& Tpaywsdiag, olg piv 8l xpRodal, TpdTepov elmapey, katd && TO TOCOV Kal €i¢ &
Staipeltal kexwpLopeva, TalT €otiv.



"Qv 6¢ &€l otoyddleobal kail a 6€t ebAaBelobal cuviotdvtag Toug puboug, kat TIebev Eotat To THg
Tpaywdiag Epyov, EPeERg av €ln Aektéov TOlG VOV lpnpévoLg.

ETielSh o0V Sl Thv oUvBeoty glvat THg kaliotng Tpaywsiag uf amifjv aA\a Temieypévny, Kai
TavTnV GoPepGV Kal EAEElV®V Elval HLUNTIKAY (ToTTo yap (Stov THg Tolaltng HUUACEWS E0TLV),
Tip@TOoV pev SHAoV OTL 0UTE TOUG ETLELKELG AvEpag SeT petaBalovtag daiveoBal €€ e0tuyiag €ig
Suotuylav (o0 yap poBepOv o0EE ENeelVOV TOUTO, AANA pLAPOV E0TLV)

o0te TouCg poxOnpoug €€ atuyliag €ig evtuyiav (atpaywdotatov yap TolT €0TL MAVIWV: 00EEV
vap Exel Qv SeT- o0te yap GAavBpwTov oUTe EAeevov olte GoBepodv £0TLv),

008" ad Tov odpdSpa Tovnpdv EE ebTuyiag €i¢ Suotuyiav petamimtew. TO pév yap pAavBpwTiov
gxoL Av n towautn ovotaolg, AN\ oUte &\eov olte GOPov: O pEV yap TEPL TOV AvAELov €0TL
duotuyolvta, 6 6¢ Tepl TOV OpoLov, ENeOG eV TIEPL TOV avaglov, dpofog &€ Tiepl TOV OpoLoV, OTE
o0Te €\eewvov oUte pofepov Eotal TO cupPaivov.

‘O peta&l dpa toutwv Aowrtde. "Eott 6¢ tololtog O prte apeth Stadpépwv kat Sitkatoouvn, PATE
L kakiav kal poxdnplav petafadrwy i thv duotuyiav GANG U dpaptiav Twvd, TV €V HeyAAn
§6En dvtwv kal evtuyiq, olov OiSiToug Kal OuéoTnE Kai ol &K TGOV ToLoUTWV Yevdv ETLdaVELC
avépec.

"Avaykn apa tov KaA®C Eyovta pdBov amhodv eival pdMov i Sumhodv, WoTEp TVEC Ppacty, Kal
peTaBANeLV oUK €ig ebtuyiav €k Suotuyiag AMa tolvavtiov €€ evtuyiag i Suotuylav, puh dla
poxOnpiav aA\a U apaptiav peydiny, f) olou sipnta, f) BeAtiovog pdlhov i xeipovog.

Znuelov 8¢ kal TO yyvopevov: Tipo tod pev yap ol rolntal toug tuyovtag puboug arnpibpouy,
viv 6& mepl ONyag oikiag al k@A\otal tpaywsial ocuvtiBevtal, olov Tepl AAkpaiwva Kal
Oidimouv kal 'Opgatnv kat Meheaypov kat Oueatnv kat TAAedov, kal doolg AANOLG CUUPEBNKEV 1)
aBelv Sewa f) Tofoat.

"H pév olv katd Th téxvnv KaAiotn Tpaywsia £k Taltng Tthg oUOTACGEWG EOTLV.

ALO Kkal ol Evpurtidn éykalolvteg tO avtd apaptdvouaoty, 0tL todto §pd ev Talg Tpaywdialg kat
TioM\at autod eig Suotuyliav teheut®olv. Tolto yap €otwy, WoTiep elpntat, 6pOov.

Znuelov &€ peEyLoTov: €TIL Yap TV oKNVOV Kal TV aywvwyv Tpaylkwtatat at towadtal ¢paivovray,
&v KatopPwB®aty, Kal 6 Eupuridng, i kal Té &\\a ph €0 0ikoVOET, GANG TPAYIKWTATOC YE TGV
rioinNt®v paivetat.

Acutépa & i PWTN Agyopevn UTIO TVWV €0TL ocvotaolg, A SUTARV Te Thv ocuotacw £youoaq,
kaBarep ) 'OdVo0o¢La, Kal teAeut®woa €€ evavtiag Tolg BeAtioot Kal xelpootv.

AOKET 8¢ glval TTpwtn SLa Ty T®V Bsdtpwy dobévelav: dkohouBolaol yap ol Towntal kat e0xhv
mrolodvtec tolg Beatalc.

"Eott &€ ovy altn amd tpaywdiag ndovh, ANA pdAov ThHG Kwuwdiag oikelar €kel ydp, v ol
gyOLotoL Wolv v T® MUBw, olov 'Opéatnc kal AlylaBoc, dilot yevdpevol Tl TEAEUTRAG éE€pyovTal,
Kal artoBvAokeL oUSELG UTT 00EEVOC.

"Eott pév olv TO PoPepdv kai éhesvov £k THC dPewg yiveoBal, Zott && kal ¢€ alth¢ ThC
OUOTACEWC TAOV TIPaYUATWY, OTIEP €0TL TIPOTEPOV Kal TtotnNtod apeivovog.

A€l yap kal @vev tod O0pdv oltw cuveotdval tov pdbov ote TOV Akolovta TA Tpayupata
ywopeva kat ¢pittewv kat €Aeglv €k TOV cupPalvovtwy: dmep v mabol tg akolvwv Tov Tol
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Oidirmodog pdbov.
ToO &£ &1 TG dYewg Todto Mapackevalely ATEXVOTEPOV Kal xopnyiag SEOpEVOV E0TLV.

Ol 6¢ phn to doPepdv ba TG OYewg ANG TO TEpATWOEG MOVOV TIAPAOKEUALOVTEG OUSEV
Tpaywsdia kowwvoldolv: ov yap Tdoav Sel ntelv hdovhv amno tpaywdiag, AAAG ThHv oikelav.

ETtel 8¢ thv amo €Aéou kal Pofou Sia pLunoewg S€U Ndovhv Tapackevalelv TOV ToNTAY,
davepov wg ToUTo €V TOTG TIPAYHACLY EUTIOLNTEOV.

Mota olv Sewvd 1) Tola oikTpa Ppaivetal TOV CUPTILITTOVTWY, AABwpev. Avaykn §& | piAwv elval
TIPOG AANAAOUG Tag Totavtag TPA&eLq i) €xBpv i undetepwv.

"Av pév olv €xBpog €XBpov ATIOKTEIVN, 008EV éAeclvOV 00Te TTOLDV 00TE PENWY SEIKVUGL, TNV
Kat autd tod ndbog:

008 Av pUNdeTEPWC EXOVTEG.

“Otav & &v taic phialg éyyévntat ta Tddn, olov el ASeAdOC aSeAdoV f) LidC TTatépa A pATNP Lidy
f) uldG unTEPa arokTeivel i) HENAeL 1) TL BANO Tololtov 6pd, Tadta {ntnteov.

ToU¢ piv o0V Tapst\nupévoug puBoug AUy o0k EoTwy, Aéyw && olov THV KAutaiuvhotpav
amoBavolboav UTO tol 'Opgatou Kal THv EpLtdpUAnV 01O Tod AAKpaiwvog:

autov &6¢ elpiokewy &¢l, kal tolg mapadedopevolg xpfiobal KaA®G. TO && KAA®G Tl A&yopev,
elnwpev cadpeotepov.

"EoTL pév yap oltw yiveoBal thv mpd&v wotep ol Ttalatol €molouy, €160Tag KAl YWwWoKovTag,
kaBarmep kal EupLrtidng émoinoev amokteivouoav toug aidag thv MAdeLav:

gotl && mpdtal pév, Ayvoolvtag &6 mpagal to Sewdv, €18 Dotepov avayvwpicat Thy dhiav,
Gotep 6 TopokAéoug Oisimouc. TolTo pév olv EEw Tod Spdpatog, &v & alth T tpaywsiaq, olog
0 ANkpaiwv 6 Aotuddpuavtog i) 6 TnAgyovog 6 év T® tpauvpatia ‘Oduooel.

"EtL 6¢ tpitov mapa tadta tov péNNovVTA TIOLEWV TL TV avnkeotwv SU” dyvolav avayvwploat Tipv
Totfjoat.

Kal tapa tadta ovk €0tV BAN\WG: A yap Tipdgat avaykn i pn, kat eidotag i ph eidotac.

Toutwv &¢ TO pev yvwokovta peAfjoat kat i ipa&at xelplotov: To Te yap plapov £xeL, Kat ov
TPAYLKOV- ATIABEC yap. ALOTIEP 0USELC TIOLET OpOIWCE, €1 P OALYAKLS, 010¢ &V AvTiyovn Tov Kpéovta
0 Alpwv.

To 6¢ ipd&al Sevtepov.

BéAtiov 6¢ 1o dyvoolvta pév mpdat, mpagavra &6& avayvwpioat: o Te yap pLapodv ol TPOCEDTL,
Kal ) QvayvwpLoLg EKTIANKTLKOV.

Kpdtiotov 8¢ 10 teheutalov, Méyw 88 olov &v t@® Kpeodovin f Mepdmn péNel tOV Lidy
amokteively, amokteivel 6 o0 AN\ Aveyvwploey, kal €v th Ipiyeveia f) adeAdn tov adeAdov, kal
€v Th "ENAN 6 uldg Thv pntepa ekSLdoval HEAAWV AVEYVWPLOEV.

Ald yap tolto, Omep AAaL gipntat, ov TePL TTOAG yévn al tpaywdial gioiv. Zntodvteg yap ouk
ATd TéEYVNG AN ATt TUYNG €0pov TO TololTtov Ttapackeudlety év Tolg pubolg: avaykalovtal olv
€Tl TavTag tag oikiag amavtdy, 6oalg ta totadta cupBERnKe TTAON.

Mepl piv olv THC TOV TTPayUATwY CUCTACEWC, Kal TIoioug TVaG slvat 8T tolg puBouc, sipntal
tkav®g.
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Mept 62 Ta /BN Téttapd €otv Qv Sel otoxaleoBay, £V pév Kal TipGTov, TIWE XPNoTa f).

“EEeL 8& RBOC pév, gav OoTep ENéxON TIOL davepav 6 Adyoc A f TipaELg ipoaipeaiv. Twva, padiov
HEV Qv pavAny, xpnotov & €av xpnotnv.

"EoTL 8¢ €v €KAOTW yEvel Kal yap yuvr) €0TL xpnoth kat 600Ao¢ kaitol ye lowg TouTwv TO pev
XElpov, TO 6¢ OAWG GadAov EoTuv.

AsOtepov 8¢ Tta Gpuottovtar #0TL yap avspeiov pév o AB0¢, AAN o0y GpUATTOV yuvalki To
avspeiav A swhv giva.

Tpitov &¢ 1O Buolov: Tolto yap Etepov Tol ypnotdv To HBo¢ Kal apudtrov Tolfjoal, (MoTEp
glpntad

Tétaptov 6& O OHAAGY: K&V yap AVWHAAGG TIC A O THY pipnow Tapéywv kal tolodtov ABog
OTIOTOE(C, BuWG OUANGDC Avipalov el slval.

"EotL 62 apadetypa ovnpiag pév fBoucg ui avaykaiov olov 6 Mevéhaog 6 év T@ 'Opéotn,

To0 &¢ dmpemolg kal ph appottovtog O te Opfvog 'OSuccoewg €v Th ZKUANN kal f Thg
MeAavimming pfotLg,

To0 6¢ Avwpdlou ) €v AUAISL TdLyevela: o06Ev yap Eolkev 1 iketebouoa Tf LoTEpQ.

Xph 6¢ kal €v tolg RBeoLy, WoTtep Kal v T TV Tpaypdtwy cuotdoel, det {nTelv ) TO avaykaiov
i) TO €ikO¢, Wote TOV Tolodtov Ta ToLalta Agyetv i) TipdtTew i) dvaykaiov A €kog,

kal ToUTo petd TodTo yivesBal A avaykaiov A €ikd¢. Pavepdy olv dTL Kal tag ACELG TOV HUBwY
€€ autol &€l tod pubou cupPaively, kat ph wotep €v Tf) Mndela amd pnyaviig kat év tf TAlddL ta
Tepl TOV ATOTIAOUV-

n o

AN\& pnyavhy xpnotéov &mi ta #w tod Spdpatog f| 6oa Tpd Tod yéyovev, & oly oldv Tt
avBpwtiov €ideval, i 6oa Uotepov, A OSeltal mpoayopelosw Kal Ayyehiag: amavta yap
amodidopev Tolg Be0lg Opdv.

"Ahoyov && undév sivat &v Tol¢ pdypacty, i 82 pf, #€w thg tpaywsdiac, olov Té év T® OisimosL
T® ZodoKAEOUG.

"Emtel 6¢ pipnoiq €otwv N tpaywdia BeAtidvwy, AUEG Sl ppelobal toug ayaboulg sikovoypadoug:
Kal yap €kelvol amodldovteg thyv dlav popodnyv, déupoioug olodvieg, karioug ypddpouowv. OUTw
Kal TOV TTOLNTHY PLIHoUPEVOV Kal dpyiAoug kal paBupoug Kal Td\a té totadta £xovtag &mi TGV
ABGIV, TLelkelag TTOLETV TTapadetypa | okAnpdTnToC Sel, olov ToOV AyxtMéa Ayddwv kal “Ounpoc.
Talta &n &€l Slatnpely, kal Tipog TtouTolg Ta Tapd Tag €§ avaykng dkoAouBouoag aiobnoelg tf
TIOUNTKR® Kal yap kat autag &0t Apaptavely TIOAAKLG. Eipntat && mepl adtv év Toig
€kdeSopgvoLg AOyoLG Lkavg.

Avayvwplolg 6¢ Tl pev €oTy, gipntat mpotepov- €16n 6¢ Avayvwploswg, TIpwtn HEV N ATEXVOTATN,
kal i Aelotol xp@vtat St amopiav, f §1a TV onueiwv.

Toutwv 8¢ T& pév cUudUTa, olov

Aoyxnv fiv dopodot I'nyevelg

A dotépac olouc év T® Ouéotn Kapkivog, té 62 émiktnta, Kai ToUTwV Ta pév &V TG OWHATL, 0oV
oOAai, Ta 8¢ éktdg, ta TepL&épata, Kal olov &v T Tupol Sia th¢ okadng.

"Eott && kal toutolg yxpfoBal A BéAtov A Xelpov, olov 'OSucoelg Sta TG 00DARC EMNWC
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aveyvwpioBn OTo ThHg Tpodold Kal GANAwWG UTIO TV cuBoT®v:

elol yap at pév Tiotew  Eveka atexvotepal, kal ai toradtal méoat, ai &€ €k Tepureteiag, Wotep f
v 101 Nittpolg, BeAtioug,.

AeOtepal 8¢ al memotnuéval UTd Tol Towntod, 810 dtexvol olov ‘Opéotng év th Idiyeveia
aveyvwploe Thv adeAdnv, avayvwploBeig UTT €kelvng: €keivn pEV yap SLa THG ETLOTOARG, €KETVOQ
&€ SLa onpueiwv.

Talta olv avtdg Aéyel & BoUAetal O TowNtAg, &M oy 6 piBog. Ao éyyig THC elpnpévng
apaptiag €otiv- €Efv yap v &via kal eveykelv. Kal év T ZodokAéoug Tnpel N Thg kepkisog dwvn.

Tpitn 6¢ /| 6ta pvApng, T® aiocBeoBal tL iddvta, wotep f &v Kutpiolg tolg Awkatoyevoug, idwv
yap thv ypadnv ékhavoey, kal i €v AAkivou AttoAdyw, akovwv yap tod kiBaplotod kat pvnobeig
€¢dakpuoev: 66gv aveyvwpicdnoav.

Tetdptn 8¢ f €&k sUNOYLOPOD, olov &v Xonddpolc, BTt BOLAC TG EAAALBEY, BoLog 6 00BEg AN
R 'Opéotng: oUtog &pa eAAALBEV. Kal f MoAueiSou Tol codlotod Teplt TG IdLyeveiac: eikdg yap
TOV 'Opéatnv cuNoyicacBal OTL i) T adeAdn €TuOn Kal avt® cupPaivel Buecbat. Kat f év T@® tod
Beodektou Tubel, 6Tl ENBV W¢ eLPHoWV LIOV alTOC ArtdA\uTal. Kai f év tolg dwveidalg isodoatl
yap TOV TOTIOV CuVEAOYLoaVTO THV elpapuevny, OTL €V TOUTw elpapto amobavelv avtaig: Kal yap
eEetebnoav evtaidba.

"EoTt 8¢ TIC Kal oUVBETH £k TTapahoyLopod Tod Bedtpou, olov év Td 'OSUCCEl TG PeudayyéAw: TO
HEV yap To&ov £dn yvwoeoBal 6 ovy EwpAakel, 6 &€, wg 6L €kelvou avayvwplodvtog, Sta Toutou
¢noinoe TapaloyLopov.

MNao®v &6¢ BeAtiotn avayvwplolg f €€ avt®v TV Tpaypdtwy, thg ekARew ylyvouevng SU
elkdTwv, olov A &v T XodokAéoug OiSimodt kal th Idiyeveia: eikdg yap BoUAecBal émiBeivat
ypdppata. At yap totadtat povat aveu TV TIEMoLNpEVWY onuelwy Kat Tiepldepalwv.

AgUtepal &€ al €K GUAN\OYLOPOD.

A€l 8¢ TOUCG MUBoug ocuviotavatr kat th Aegel ouvarmepydlecBatr 6Tl paAlota Tpo OPUATWY
TIBEpevoy: oUTw yap Qv évapyéotata 6pQv, WOTIEP TIAp AUTOLG YLYVOUEVOG TOLG TIPATTOMEVOLG,
eUploKoL TO TIPETIOV, Kal fKLoT Av AavBavolto ta UTevavtia.

Znuelov 6¢ toutou O émetipdto Kapkivw: 6 yap Audldpaog €€ iepod avhey, 6 pf opdvta tov
Beathv éAavBavey, £l 6¢ Thg oknVig &€meoe, Suoyxepavavtwy TolTto TV Beat®v.

“Ooa &€ Suvatoy, Kal Tolg oxAuact cuvarepyalopevov. MiBavwtatol yap amno tfg avthg duoewg
ol &v TOlq mABeoiv €lol, kal yewpaivel O yelpalopevog kal Xahemaivel 6 Opyl{OpeVOG
aAnBwwtarta.

A0 0duOoD¢ N TTOLNTLKA €0TLV F) pavikoD: ToUTwv yap ol pév e0OTTAaoToL ot &€ é§eTtaoTikol glotv.
Toug Tte Adyoug ToUG TeTolNpévouE Sel kal alTov Tololvta €ktifecBal kaBdhou, €10’ oltwg
€meLco6Lo0v kal mapateivelv.

Aéyw 8¢ oltwg &v BswpeioBal td KaBohou, olov THG Tdiyeveiac. TuBeiong twvdg KOpNG Kal
adavioBeiong adhwg tolg Buoacty, iSpuvBeiong 62 i &NV xwpav, &v f vopog Av Tolg E&voug
Buewv T Be®, tavtnv €oxe thv lepwaovvnv. Xpévw & botepov T® ASeAG® ouVERN €NBETV TG
tepelag. TO &€ OTL avelhev 6 Bedg SLa TV aitiav £Ew tol kKabBohou ENBETY €kel, kal €d” 6 TL &€, EEw
ToU pUBou. ENBwv 6¢ kal AndBeig BueoBbal peENwvV aveyvwploey, €18° wg Evputidng €0’ wg
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MoAvUeLldog émoinoey, katd To €iKO¢ elltwv OTL 00K &pa povov Thv adeAdnv ANA Kal alTtov £6¢L
TuBfval kal évtedBev f owtnpia.

Meta tadta 6¢ Aén UToBEvVTa ta dvépata EmelcodLody,

émiwg 8¢ #otal oikela Ta €mMelodSla oKOTETY, olov &v T@ Opéotn f pavia SU A éAAdOn, kal f
owtnpia &wa thg kabdposw.

Ev p&v o0V Toi¢ Spdpact ta £melodsia olvtopa, i § €morotia todTolg unkovetad.

TA¢ vyap 'Obucoceiag pakpog O Aoyog €otlvy, amodnuolviog twog £&tn TIOMNA  Kal
napaduAattopevou UTIO ToU Mooeld®vog kal povou évtog, €Tt 6& TV oikol 0UTW( EXOVIWV
Wote Ta YpAupata UTO pvnotApwv avahiokeoBat kal TOv ulov €mBoulevecBar autog &&
adkveltal yewpaobelg, kal avayvwpioag twag autolg Embgusevog autog pev €owbn, toug &
€xOpoug SLEdbeLpev.

To pév olv (8tov TolTo, Ta & dN\a émeladdia.

"EotL 6€ tdong tpaywdiag to pEv S€oLg TO &€ AUOLG, Ta pev EEwBev Kal &via TV E0wBev TTIOANAKLG
n 6€oLg, TO &€ AotV f) AUOLG.

Néyw & 8fowv pév elval Thy am apxfc péxpt Toutou tod pépouc & Eoxatdv éotw, €€ ol
petaBaivel gig ebtuyiav, Ao &€ Thv amo thg apxfc the HeTaBAoewg LEXPL TEAOUG,

WOTIEP €V T AUYKEL TO Oc0dEKTOU SEOLG eV TA TE TpoTiempaypeva kKal A tod mawdiov ARYPLG,
AUoLg & ) amo ThG aittaoewc tod Bavatou pexpL Tod TEAOUC.

Tpaywdiag &¢ €ién elol T€ooapa- toocadta yap Kal Ta pépn ENEXON.
‘H pév Temheypévn, AG TO B\ov £0TL TIEPLTTETELA KAl AvVayVWPLOLG:

f 6& TTaBnTikn, olov of te Alavteg Kal ol TE{ovec:

f 62 AOLKN, olov ai POLWTLEEC Kal 6 MNAeUE:

10 8¢ Tétaptov, olov al te Popkidec kai MpounBele kai doa &v &sou.

MdAtota pév olv Emavta Sel TepdoBat Exely, &l 8& pr, T@ péylota Kal TAelota, EMWC Te Kat (g
vOv oukopavtoloL Toug TIoLNTAG: YyeyovoTwy yap Kad €kaotov pEpog ayadb®v ToinNt®y, EKaotov
ToU i6lou ayaBol aglobot Tov Eva UTIEPBANAELY.

Aikatov 8¢ kal tpaywdiav ANV kal Thy adthv Aéyelv o0&V (owe TG PUBW. TodTto 8¢, GV f alTh
TTAOKH Kal AUOLG.

Moot 8¢ TAéEavtec €0 AVOUGL KAKGIC:

Sl 8¢ Auodw del kpotelobal.

Xph &¢, omep elpntat TOMAKLG, pepvAoBal Kal ph TIOLELV ETIOTIOWKOV cuoTtnua tpaywsdiav.
ETroTTolkov 8& Aéyw TO TToAUpULBOV, olov £l Tig ToV THC TALdS0¢ BAov TroLol pifov.

"EKET pév yap Sta T pAKog AapBdavel Ta pepn to Tipemov peyebog, v 6¢ tolg Spdpact TIOAU Ttapa
THv UTIOANY LV amtoPaivel.

Znuelov &€, 6ool Tepatv TAiou OAnV €moinoav kKat ph Kata pEpog, wotep Evpurtidng Nwopnv, kat
ph woTtiep AloxUAog, i €kTiimtouotv i) Kak®¢ aywvidovtal, Emel kat Aydbwv e&emeoev v ToUTw
HOVW.

Ev 8¢ Talg mepumeteialg Kal év Tolg amhoig mpdypact otoyxdlovrat v BovAovial BaupactC:
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TPaylkov yap tolto kat ptavBpwTiov.

"EotL 6¢ tolto, 6tav 6 codog pev peta ovnplag &€ E&amatndf, worep Zioudog, kal 6 avdpelog
pEV ASkog &€ HTTnOR.

"EotL 6¢ To0To £ikdG, Wotep AydaBwv Agyel: €ikO¢ yap yiveobat TToMNG kal Ttapd to KOG,

Kal tov Yopdv 6¢ Eva &gl Umolapelv TGOV OTOKPLTGV, kal péplov eival tod 6Mou, Kal
ouvaywvideoBat puh wotep Ttap” EOpLtidn aAN’ wotiep apa ZoPpoKAEL.

Tolg 6€ Aourtolg ta Sudopeva pdAov tod pubou f) GANANG tpaywdiag éotiv: 810 EUPOALua douaty,
Tpwtou dp&avtog Ayabwvog tol toloutou. Kaitol ti dtadepel i) uPorpa ddew 1) phow £§
dA\ou €ig GANO QpUOTTELY 1) €TTELOOSLIOV ONOV;

Mepl pév odv TV BAN\wV i8N gipntat, Aowdv && Tept AéEewc ) Stavoiag eimelv.

Ta piv odv Tiepl THY Stdvolav v Tolg Tiept PNTOPLKAG KeloBw: ToUTo yap 1Stov udAhov ékeivng Thg
pebodou.

"EotL 6¢ kata thyv Siavolav tadta, 6oa UTtd Tod Adyou Sel Tapackeuacbivat.

Mépn 6 toUTwV T Te amodelkvival kal td AJEW Kal TO Tadn mapackeudlety, olov #Aeov
dOBov i) dpyhv kat doa totadta, kat ETt peyebog kal pkpotnTa.

»n

ARAov 6¢ 6TL Kal €v ToTg Tpdypacty Ao TV avt®v (de®v S€l xphobat, dtav i) éAeswva i swva i
peyala f eikdta 6€n mapaokevaleLy.

MARVv toooltov Stadepet, OtL Tt pev St paivecBal &veu Sitdaokaliag, Ta &€ év T® Adyw UTIO Tod
Aéyovtog mapaockeudlecBbat kat mapd tov Aoyov yiyveoBat. Ti yap av €in tod Aéyovtog Epyov, €l
davotto Né&€a kat ph &ua tov Adyov;

TV 6¢ Tepl THY AEEWV &V pév EoTy €160¢ Bewplag té oyAuata TthHe AMéEswg, & gotwy eidéval TG
OTIOKPLTIKAG Kal Tod THV Tolaltnv #xovtog APXLTEKTOVIKAY, olov T{ &VTOoAq kal Tl €0yh kal
SLAynoLg kat amelAf kal €pwtnolg Kat AmokpLoLg, kat €l Tt Ao tolodtov.

Mapd yap thv toutwv yvowv i &yvolav o0V €l¢ THY ToLNTKAV Ertipnpa ¢epetat, 6 TL kat
a&lov omoudfic. Ti yap v tig UmoAdPol nuaptiobal & Mpwtayopag értipd, "OtL ebyxeobal
oldpevog emmLTaTtel eimwv

MfAvwv Gelde Beq;
To yap kehedoat, ¢noi, Totelv T i) pi €nitagiq éotv.
AL0 TtapeioBw wg AAANG Kat oL THG TIoLNTLKR g Ov Bewpnua.

Thg 6€ Aé€ewg amaong tad’ €Tl TA pEPN, otolyelov, cUNNAPT), ouvdeouog, dvoua, piipa, apbpov,
TT@OOoLg, AOYOC.

Stolyelov pév olv €0t dwvi adlaipetog, ol Tdoa 8¢, aAN &€ fig Téduke ouveth yivesBal pwvry:
kal yap TGOV Bnpiwv giolv &ddlaipeTot pwvai, OV obSepiav Aéyw oToLyelov.

Tavtng 6¢ pépn 16 tE dwviev kat O Auidwvov kat addwvov. "Eotl 6¢ Pwvijev pév aveu
TIPOGPOARC ExoV GWVHV BKOUGTAY, olov TO A Kal Tt Q, Auidwvov §& TO petd TIPooPBOARG Exov
PwVHV AKOUOTAV, 0lov TO T Kal T P, &pwvov 8& TO petd TIPOGPRONRC KAl altd piv obSepiav
gxov dwvny, HETA 6& TOV £XOVTWV TVa GWVHV YVOHEVOV AKOUOTAV, olov TO I Kal TO A.

Talta 6¢ Sadépel oxnuaoct te Tod oTopatog Kat tomoLg kat Sacutntt kat PLAGTNTL Kat prKeL Kal
BpaxuTnTy, #tL 8& dEUTNTL Kal BaplTNTL Kal T Héow: TIEPL WV KaB EKAOTOV &V TOTC HETPLKOIC
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TIPOOCT|KEL BEWpPETLV.

ZUN\aBh & €otl dwvih &onpog, ouvBeth €€ adwvou kat pwvhv £xovtog: kat yap to P dveu tod A
oUN\aBN, kal peTd Tod A, olov TO MPA. ANA kal Toutwv Bewpfjoal Tag Stadpopdc THG HETPLKHAC
gotiv.

Zovdeopog & €ott dwvh Aonpog, ) 00te KwAUEL 0UTE TIOLET GWVAV Piav CNUAVTLKAY, €K TIAELOVWV
dwviv Tepukulav ocuvtiBeoBal, kal €mi TOV dkpwv Kal Emt Tod peEoou, fv pn apuoten év apxh
Adyou TBéval Kad autdév, olov pév, ATol, 8A. "H dwvi Aonpog &k TAELOVWY pEV dwvdv HLEC,
onUavTk®y &€, ToLelv Ttedpukula piav onUavttknv ¢wvAv.

"ApBpov & 0Tl dwvh &onuog, i Adyou apxhv A Té\og i Sloplopdv not, olov TO pnui kai to
mepl kal t@ @Ma. "H ¢wvh &onpog, 1 olte KwALeL o0te TOLEL GwWVHV piav onUavtikhyv €K
TAELOVWV Ppwvmyv, Ttepukula tiBecBal kal Tl TV AKpwv Kat €L Tod pEoou.

"Ovopa & &0t dwvi GUVPETH, onuavtikh Bveu Xpovou, A HEPOog oLSEV éott ka® altd
ONUaVTKOV- €V yap Tolg Stmholg o0 xpwpeda, KOG kal altd kad adtd onuaivov, olov &v @
©c0dwpw TO SWpovV oU onuaiveL.

PRHa 8& GwVi CUVBETH, CNUAVTLKA HETA XpOVoU, (G 0USEV UEPOG onuaivel kad' auto, MoTep Kal
ETIL TV OVOPATWY: TO PEV yap AvBpwTtog i) AeUKOV 0U onuaivel TO Tote, To &€ Badidel iy BeBAdSike
Tipooonpalvel TO PEV TOV TTapovTa ¥povov To 6¢ Tov apeAniubota.

MNtolg & €otiv dvopatog i) prpatog f péEv tO katd toutou i) ToUTw onupaivouca kat doa
toladta, f & TO katd T &vi i TTOMOICG, olov BvBpwTioL i AvBpwTtog, f §& KaTd Ta UTTOKPLTLKA,
olov Kat épwtnouw f enitag- to yap éRAEsLoev 1) BAdLle TITQOLG pApAtog katd taita T €i6n
gotiv.

AGyoc 8& dwvh cuVBETH onuavtikr, (S &via pépn kad adtd onuaivet Tv

o0 yap Emag A8yoc £k pnUETwy Kal dVoUATwY GUYKELTAL, olov 6 ToD AvBpwTiou OpLopdc, AN
gvSéyetal Bveu pnudtwv givat Adyov. Mépog pévtol agl TL onuaivov gL, olov év t@ Badilel
KAwv 6 KAEwv.

Elg & 0Tl Aoyog Six®c A yap 6 &v onuaivwy, i 6 €k TAELVWY ouVSEoHWY, olov N TAAG pév
OLVSEoUW EL¢, 6 8¢ ToD AvBPWTIOU T(H) £V oNuaiveLy.

‘Ovépatog 8¢ €(6n T© pév amodv (armhodv §& AMéyw & ph €k onuavévtwy cUyKeLTal, olov i) To &&
Sumhodv:

TOUTOU &€ TO péV €K onuaivovtog Kat Acrpou, TO &€ €K GNUALVOVTWV CUYKELTAL.

Ein & &v kal tpumhodv kal tetpamiodv kal TToMamAodv 8vopa, olov Té TToANG TGOV MeyaAlw TGV
‘Eppokaiko&aviocg.

"Artav 6¢ dvopd €otw i) kKUpLov i YA@TTa i) petadopd f) KOOHOG f) TIETIOLNUEVOV [) ETIEKTETAPEVOV
i Odnpnpévov i) EENANaypEvov.

Aéyw 8% kUpLov piv @ xp@vtal £kaotol,

yAGQTTav 68 @ Etepol, Gote pavepdv &TL kal YADTTav Kal KUpLov glvat Suvatdy IO auto, ui Toig
avtolg &¢- to yap oiyuvov Kutipiolg pév KUpLov, AUtV 6¢ yAlTta.

Metadopd & £otiv dvépatog AANoTpiou Emidopa A Ao tod yévoug &mi €(8o¢, A amnod tod eiSoug
&TiL yévog, 7 amod tod €(8oug &l €160¢, A katd TO Avahoyov.
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Aéyw 8% &Td yEvoug piv ETTL £160¢, Olov

Nndg &€ pou A& Eotnke:

TO yap OpHElv €0Tiv €0tdval TL. AU €ldoug &€ €Tl yevog:

“H &R pupl 'Oducoelg e0BNa Eopyev:

TO yap pupiov TTOAD £oTLy, @ VOV &vtl Tol TToMoD kéypnTat.
AU €{6ouc 6¢ €Tl €160¢, olov

XAAK® amo Yuyxhv apvoag

Kal TEHWV ATELPEL XOAKQ- EvtalBa yap to pev apuoal Tapely, to &€ Tapelv apuoal elpnkev: Audw
yap adeAelv T €otiv.

TO 6¢ avaloyov Aeyw, Otav opoiwg &xn to Seutepov TPOG TO TIPWTOV Kal TO TETAPTOV TIPOG TO
Tpltov: €pel yap avti tol deutépou TO TETaptov i) avtil told tetdptou To Sevtepov.

Kal éviote TipootiBéacty ave’ ol Aéyel TIpOG 6 €oTiv. Aéyw && olov Opoiwg Exel PpLAAn TPOG
ALdvuoov Kat aoTiig Tpog "Apnv: €peL Toivuv TH PLainv aomida Atovuoou Kal Thv aottiida pLainv
"ApEWG.

"H 6 yfhpag pdg Blov, kal Eomépa PO NUEPav: EPEL Tolvuv THV €oTiEpav yhpag UEPAg Kal To
vipag éomepav Blou i wotep "EpmeSokAfig Suopag Blou.

Eviolg 8 o0k EoTlv Bvopa Keipevov TO avaloyov, GAN o8&V ATTov 6poiwe AexBAoETaL: olov T
TOV KapTiov pev adlevat omelpely, TO 6¢ Thv PAoya amo tod AAlou avwvupov: AAN Opolwg ExeL
ToUTO TIPOC TOV fALOV Kal TO OTIEPELY TIPOC TOV KapTIov, SLo glpntat

omelpwv Beoktiotav pAdya.

"EoTL 6¢ T® TpOMW TOUTw THG petadopdc xpfiobal kal AA\w¢, Tipoocayopevoavta tO AANSTpLOV
amodfoal v oikeiwv T,

olov &l Thv doTiSa lmot GLéAny pf "Apewg AN oivou.

Memotnpévov & €otiv 6 dAwG i KAAoUpEVOV UTIO TVWV auTog tiBetal O TtonTrg SoKEL yap évia
glvat Tolalta, olov T képata pviyag kal Tov iepéa dpntipa.

Emtektetapévov & EoTiv 1 adnpnuévov T pév, €V GWVAEVTL MAKPOTEPW KEXPNUEVOV 1 TOD
oikeiou i GUN\ABR EuBEBANUEVN, TO & ¢av adpnpnuévov Tt f avtod,

ETIEKTETAPEVOV PEV olov TO TIOAEWC TIOANOC Kal T MnAeiSou MNANiadew, apnpnuévov && olov T
Kpl Kal To 6 Kal

pia yivetal apdotepwv o).

EENM\aypévov & éotiv, dtav tod vopalopévou T pév Kataleirn to §& ToLf, olov To

Se&Ltepov kata padov

avti tod Se€Lov.

AUTOV &€ TV OVOUATWY TA pEV appeva Ta 6¢ BnAea ta 6¢ petako,

dppeva pév 6oa teheuTd €ig 1O N kal P, kal 6oa €k toutou (tadta § €oti Svo, W kal =), BrAea &
0oa €k TV dwvnevtwy (g T TA Al pakpa,

olov &i¢ H kal Q, Kal TV EMEKTELVOUEVWV ELC A-
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wote loa oupPaivel AN BeL €l doa ta dppeva Kal Ta BAAea To yap W kal o = TalTd €0TLv.
Eig 6¢ ddwvov o0EEv Bvopa teheuTq, oude €ig dwvijev Bpayu.

Eig 6¢ to I tpla pova, péRL KOppL TETEPL. ElG 6€ TO Y Tévte, TO WU, TO varu, To yovu, To 66pu, T
dotu. Ta 6¢ petadu €ig tadta kat N kai .

NéEgwe 8¢ &peth) oadf kal pf Tamewhv lval.

Yapeotdtn pév olv £0Tiv | €K TV Kuplwv Ovopdtwy, AN\G tamewr: Tapddsiypa 88
KAeodvtog Ttoinaolg kat f) Z6evelou.

Zepvn 8¢ kal é§alhattouoa to (SLwTIKOV A TOTg EEVIKOTG KEXPNHEVN. ZEVLKOV 8¢ Aéyw yADTTAV Kal
petadopav Kal ETEKTAOLY Katl TtV TO TTapa TO KUPLOV.

AN\’ dv TI¢ amavta towadta motfon, f aiviypa Zotal i BapBaptopdc. "Av piv olv €k uetadop@vy,
alviypa, €av 6¢ €k yAwTtQv, BapBaplopoc.

Alviypatog yap i8¢a aitn £oti, T6 Aéyovta Umdpyovta advvata cuvadat. Katd pév odv thy TGV
dvépaTwy oUVBEGLY oUY 0LV Te ToUTOo ToLfoal, Katd §& THy peTadopav EvSéxeTal, olov

"AvSp’ €160V TTUPL XaAKOV T AvépL KOANAoavTa,
Kat ta towadta.
"EK &€ TV YAWTTOV 0 BapBapLopoc.

A€l dpa kekploBal Twg TouToLG: TO HEV VAP M IBLWTIKOV TIOLAoEL UNdE Tatewvov f YADTTa Kal N
HeTadopd Kal 6 KOoHOG Kal TAANA Ta eipnpéva €16n, TO && KUpLov THY cadrveLav.

OUk éNayLotov &6¢ pepog oupfdailrovtal €ig 1O ocadig THg Aégewg Kal pn (SLWTIKOV ail ETEKTATELG
Kal arokottal kat é§alhayal TV Ovopdtwy: St pev yap to AW Exewv i) W TO KUPLOV TTapd T
€LWOOC yLyvopevov TO P ISLwTKOV TIoLAoEL, S1a &€ TO Kowwvelv Tol elwbotog TO cadeg Eotal.
“Qote oUK OpBRC Yeéyouoww ol ETTIHOVTIE TR TOOUTW TPOTW TAG Slaléktou Kal
Slakwpwdolvteg TOV TonTrv, olov EUKAeiSNg 6 Apxalog, w¢ Padlov ToLElY, €l TG Swosl
ektelvely €¢° 6ToooV BoUAetal, LapBoTtiolioag €v auTih T Aegel

AtixapLv €i6ov Mapabivasde Basdilovta,

Kat

oUK Qv yepdpevog Tov €kelvou ENAEBOpPOV.

TO pév olv daivesBai TWC XPWHEVOV TOUTW TR TPOTIW VeAOTOV, TO §& HETPOV KOOV ATIAVTWY
€0TL TV pEPQV-

Kal yap petadopaic kat yAwttalg kat tolg AANoLg e(6e0L XpWHEVOC ATIPETIWG Kal ETIiTNSEG €L TA
yehola o alTo av amepyaocatto.

TO 6¢ apuottov doov Sladépel, €ml TV €M@V Bewpelobw, EvtiBepeévwy TWV OVOUdTWY €l TO
METPOV.

Kal émi thg yAwTtIng &¢ kal €mi tv petadpop®v Kal €t TV AANwv 6e@v peTtatBelg av TG ta
kOpLa évéuata katiSot 6Tt AANBH Aéyopev: olov TO altd Tolfoavtog iapBeiov AioxUAou Kal
Evputidou, &v &€ povov Gvopa petabevrog, Avtl kupiou elwbotog yA@TTav, TO pEv daivetal
KaAOV TO & eUTENEG. AloXUAOG pév yap ev T® PLAokTrtn émoinoe

dayedawva i pou odpkag €0Biel TT0dOC,
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0 &¢ Avtl tol €obieL TO Bowvatal petednkev. Katl
vOv 8¢ Y’ €wv OAlyo(G Te Kal oUTLSavog Kal AKLKUG,
€l TIg AéyoL Ta KUpLa petatiBelq

vOv 8¢ W' €V HLIKPOC Te Kal AoBeVIKOG Kal Asldng.
Kat

Sidpov aetkeAlov katabelg OAlynv te Tpamelav.
Aippov poxBnpov katabeilg pkpav te tpamelav.
Kal to Ridveg Bodwoalv fidveg kpdldouaoty.

"ETL 6¢ Apeldppddng ToUg Tpaywdoug EKwUwSeL, 6Tl & ovdeilg Av elol év T SLaAékTw, TOUTOLG
Xp&vTat, olov TO SWHATWY Ao AMNA ph amd SwHATwY, Kal TO o£Bev, Kal To &y &8¢ Vi, Kal To
AXWMEWC TEEPL AAAO PR TtEpL AXAAEWCG, Kal 6oa GAAa toladta.

Ad yap T pi glval v Toig kupiolg TIOLET TO ph) ISLWTIkOV &v TH AéEel &mavta Ta toladta: Kelvog
6¢ tolto fyvoeL.

"EoTL &€ peya pEV TO EKAOTW TV ElpnNUEVWV TIPEMOVTIWG XpRobat, kat Sumhoig ovopacot kal
YAWTTALG, TIOAU 6% péyloTov TO HETadopLkodv ivat.

Mdvov yap todto olte tap’ &\\ou Eott AaBelv evduiag Te onUeTdY 0TIy TO yap €0 PETAPEPELY
TO TO Opolov BewpElv €0Tiv.

T®v & ovopdtwy Ta pév SLAG pdAota apudttel toig StBupdupolg, ait 6¢ ya@trat Tolg Apwikolg,
al 6¢ petadpopatl tolg tappeiolc.

Kal €v pév tolg pwikolg amavta ypriowpa ta eipnueva: v 6¢ tolg tapPeiolg, Sta to 6tL pdota
A€WV pLpeloBal, tadta appottel TOV dvopdtwyv 0oolg KAv €v Aoyolg TG xprnoatto: €otL &€ ta
Toladta To KUpLov Kal petapopd Kal KOGUOG.

Mept pév olv Tpaywsiag Kal TG &v T TPATTEWY HLUACEWG £0Tw AWV ikava Té eipnuéva.

Mepl 6¢ TRG SNYNUATIKAG KAl &V PETPW MLPNTIKRG, OtL 8el toug MUBoug kaBarep €v tdlg
Tpaywdialg ouviotavat papatikoug, kat Tept piav pd&v OAnv kal teleiav, £xouoav apynv kat
HEoov Kal TENog, (V' wotep {@ov Ev BAov TToLf ThHv oikelav Rdovrv, 6fjAoy,

kal uh 6polag lotopiag Tag ouvABeLg slvat, &v alg avaykn ouxi pLEC TTpatew  Tolelofal SHAWGLY
AN\ évog Xpovou, Boa v ToUTw GUVERN Tepl Eva A TAeloug, OV EKaoToV WG ETUXEV ExEl TIPOC
GAAnAa.

“Qotiep yap Katd tolG autoug YXpovoug | T &v Zalapivi €yeveto vavpayia kal i €v ZikeAlq
Kapxndoviwv payn, o06ev Tipdg 1O auto ouvieivouoal TENoG, oUTtw Kal &v tolg EpeEhg xpovolg
gviote yivetal Bdtepov petd Batépou, €€ Ov &v ouSEV yivetat TéNoG.

2xe60v &¢ ol oMol TV TtotNTt®v Todto SpDOLV.

A6, wottep glmopev SN, kal tavtn Beoméoiog v davein “Ounpog mapa toug dAoug, T® undE
TOV TIOAEpOV, Kaltmep &yovta apyxnv Kat telog, emuyelpfoal Totelv 8Aov: Alav yap av peyag kal
oUK gvouvoTttog EueNev EogcBat | T peyeBeL petplalovta KatamemAeypevoy T TIolkAia. NOv
& &v pépog amohaprv £melcodiolg kéxpntat avt®v TIOAOIG, 0lov VE@V KATaAdyw Kal EANOLG
¢meloodiolc, ol StahapBavet Thy moinotv.
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Ol & &\\ol Tiept éva Tolodot kal Tiepl va xpdvov, Kal piav Tp&Elv TToAupEPR, olov 6 Ta Kitpla
TIolnoag Kat Thv pkpav Taada.

Towyapolv €k pev Thadog kat ‘Oducoeiag pia tpaywdia moteltal Ekatépag i dvo poval, €k 6
Kumipiwv TIoMai, Kal €k TAC HKpag TALASo¢ TIAéoV OKTW, olov OTAwV Kpiolg, DAOKTATNG,
NeomttoAepog, EupuTUNOG, TTtwyela, Adkawvai ‘TAlou TEpoLg Kal ATOTAOUG Kal Zivwv Kal
Tpwadeg.

"ETL 6¢€ T €16n Taltd 8¢l Exelv Thv €mototiav Tt tpaywdiq: i) yap amAfjv i Temeypevny 1) HBLKAV
A TaBntikiv 8¢l €lvat.

Kal ta pépn €&w pehotoliag kal dPewg tavtd: kal yap TepLietel®v Sl kal avayvwpioswy kat
madnuatwv.

"ETL ta¢ Stavoiag kal thv AéEwv Exelv KaA@G. Ol¢ &macty “Ounpog Kéxpntat kail Tp&Tog Kai
ikav®e. Kal yap kal T@v TIotpAtwy EKATEPOV CUVEDTNKEV N HEV TALAG amAolv kal tadntikdy, i
6¢€ '08vooela TemeypEvov: avayvwploLg yap dtdAou kat HOkr). Mpog &€ toutolg Ae€eL kal Stavolq
Travtag UTtepPEPANKEV.

Atadepet 6¢ KaTd T THG CUOTACEWG TO PAKOG A éTtoTtoLia Kat TO PETPOV.

ToD pév o0V pAKoug 8pog ikavdg 6 eipnuévog: SovaoBat yap €1 cuvopdcBal Thy dpyhyv kal to
Té\oc. Ein & av tolto, &l TV pév dpyaiwv ENATToug ai GUCTACELC €lev, TIPOG &6& TO TIAfO0G TMV
TPpaywSLOV TV €ig piav akpdaoLy TIBEUEVWY TIAPHKOLEV.

"ExeL 6€ poG TO emekteiveaBal TO peyeBog TTOAU T ) €moTttotia {Stov &L To €v pev Th Tpaywsdia
ph évdéxeoBal Aua Tpattopeva TOANG pépn MLpeloBal, GANG TO €mt TG oknvii¢ kal Ttv
OTIOKPLTGOV HEPOC HOVOoV: &v §& TH &moToliq, Sia to Stynowv €ival, £0TtL TIOANG pépn Eua Totely
niepawvopeva, VP WV oikelwv Bvtwv abetat 6 Tod ToLAUATOC BYKOC.

“Qote TOUT éE&xeL tO Ayabov ei¢ peyahormpémelav kat tO peTaBAaMewv tOv akovuovta Kal
gmeloodlolv  avopoiolg €melcodiolg: tO yap Opolov tayxu TANpodv EKTTTely TIOLEL TaG
Tpaywdiac.

TO 8¢ pétpov TO APWIKOV Ao THG Teipag fpuokev. El yap TG év AMw T PHETPW StNynNHATLKAV
pipnow Tolotto A €v TIOANOTG, ampemeg av paivolto:

TO yap NPWikOV OTACLUWTATOV Kal OykwdEotatov TV HETpwV €0Tlv, L0 Kal yAwttag kal
petadopag SExetal pAotar TEEPLTTA yap Kat f Stnynuatikn pipnotlg tov GAAwv.

TO &€ lapPLKOV KAl TETPAUETPOV KLVNTLKA, TO PEV OPYXNOTLKOV, TO & TIPAKTLKOV.

"ETL 6¢ atomwtePOV €l pyvloL TG altd, WoTep Xatprpwv.

ALO 006€l¢ pakpQv ouoTacLy €v AN TeToinkey 1) T APWW, AAN QoTiep gltopey, avth f duoLg
S16dokel TO appdtrov auth) Statpelodat.

“Opunpog &6¢ dAAa te TToANa A&Log emawvelobat, kal &h kal 0Tl Hovog TV TIotNT®OV OUK Ayvoel O Sel
TIOLELV aUTOV.

AUTOV yap Sl TOV TouTHY ENAXLoTa Aéyelv- 00 yap 0Tt Katd taita PpntAg. Ot uév obv d\\ot
avtot pév &U 6Aou aywviovtal, pipodvrat 8¢ OAiya kat OAyakig: 6 6& OAiya $GpoLULacApEeVoq
£0BUC elodyet &vSpa ) yuvaika A &No Tt A80c¢, kal ouSEV 8nBeg, &N &xovta fen.

A€l pév olv 2v talc tpaywsdialg Totelv T© Bavpactdv, pdMov & évséxetal év Tf) émototia o
d\oyov. ALo cupBaivel pdAtota to Bavpactov, SLa To ph 6padv eig TOV Tipdttovta,
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€Tel ta mepl thv “Ektopog Slw&v €mi oknviig évta yelola av davein, ol pév €0TOTEG Kal ov
Slwkovteg, 0 8¢ Avavelwv- €v 8¢€ Tolc Emeatl AavOdavel.

To &€ Bavpaotov NSV onpelov 8¢, TTAVTEG yap TIPOOTLBEVTEG ATtayYEAAOUOLY WG XAPL{OUEVOL.

Aebidayxe 6¢ pdAhota “Opnpog kat toug GA\oug Yeudfi Aéyelv wg 6€l. "Eott 6¢ tolto
napaloylopds. Olovtat yap &vBpwrol, dtav Toudl dvtog todl f A ywopévou yivntal, i T
Uotepdv £0TL, Kal TO TIPOTEPOV lvat f yiveoBal: toldto & £oti Peddoc. Awd 81, &v TO TPGTOV
PedSog, @ou 8& ToUTou BvTog, avaykn gival ) yevésBal i tpooBsivat: ta yap to todto eisévat
aAnbeg 6v, apaloyidetal AHpwv f Yuyxn kat to mpdToVv WG Bv. Mapadeypa &€ ToUTOU €K TWV
N{rttpwv.

Mpoatpelobal te 6€1 daduvata eikdta pdAlov i Suvatd amnibava-

TOUG TE AOyouq Ui ouviotacBat €k pep®V AAOYwv, AANG pdAoTta pev pndév Exewv dAoyov, €l 6¢
pr), €&w tol pubevpatog, wotep OLSiToug TO pi ideval g 6 Adiog amebavey, AANG PR év T
Spapatt, wottep €v 'HAEKTpa ol Ta MuBLa arayyeA\ovteg, i) ev Muoolg 6 ddwvog €k Teyeag ig T
Muoiav AKwv.

“Qote 1o Agyewv OTL avhpnto av 6 pibog yeholov: €€ ApxG yap ou &€l cuviotacBal Toloutoug: av
6¢ 6, kal paivnral ebAoywtepov, amodexeabat kal &rotov,

¢Tel Kal T &v ‘08ucoeia Eloya ta Tepl Thy EKBeoLY, WG OUK &v AV Avektd, SHAoV Av yévolto, &
autd ¢adlog mownthg Totfoetev: viv &€ tolg &ANoLg dyabolg O Townth¢ addavidel NSuvwv TO
atorttov.

TR 6¢ AeéGeL Sel Srarmovelv €v TOTlg apyoig PEPEDL Kal prTte ABLKOIG HATE SLavVOoNTLKOIG: ATIOKPUTTTEL
yap TidAw f) Alav Aaprpa A£ELG Ta Te /BN Kal tag dtavolag.

Mept 62 TTPOPANUATWY Kal AUGEWV, £K TIOCWV TE Kal TTolwv v ei8GV €in, @8 av Bewpodaot yévolt
av pavepov.

Emtel yap €otL ppnthg 6 mowntng, wotep av el {wypdadog i T dANog eikovoTtoldg, Avaykn
ULUEToBaL TPLGV BVTwy TOV &ptBudy év T &si- A yap ola Av i Eotw, A ola dact kal Sokel, f ola
glvat Set.

Talta & €gayyeNetal Ae€el 1) kal yAwTtalg kat petadopals. Kat moAa adn thg Aegewg €otuv:
Sidopev yap tadta tolg mowntals. Mpodg 6& ToutoLg ouy N avth 6pBOTNG €0TL TR TIOALTIKAG Kal
TG TTONTLKRAG, 008E AAANG TEXVNG KAl TIOLNTLKAG.

AUTRG &€ TR TTonTIKRG dLtth i) Gpaptiar A pev yap kad’ avtry, i 6& kata cupBEPNKOG.

El pév yap mposileto pipnoacBatr aduvapiav, avthg f) apaptia- €l 6 TO poeAecbal ph 6pbKC,
&N\G TOV Trtrtov apdw té §eELd ipoBePANKOTa f) TO KA EKACTNV TEXVNV AUAPTNUA, 0loV TO KaT
tatpknv i} GAAnv t€xVNy, i) dduvata memointat, 6motavolv, oU KA’ Eauthv.

“Qote 6€1 Ta ErTunpata v tolg PoAHacLy €K TOUTwWV ErokoTtoivta AUeLv. Mpltov pev, av
TA TIPOG avThv THY TEXVNV aduvata Terointat, Apaptntat.

AN 0pBQG Exel, €l Ttuyydvel toD TEAOug TOoD aUTAC TO yap telog €ipntai, &l oltwg
EKTIANKTIKWTEPOV 1) alTO i) GANO TTOLET pEpoC. Mapadewypa n tod “Ektopog SlwéLe.

El pévtol to télog A pdiMov A fttov &veSéxeto UTAPYELY Kal KATa THY TEPL TOUTWV TEXVNY,
AMAapTNTAL 00K 0pB®C ST yap, €l evdexetal, OAwG pndauf Apaptiobad.
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"ETL TTOTEPWV €0TL TO AuApTnua, TV Kata thv téxvnv i kat dA\o cupBePnkog; "EAattov yap, &l
ph feL 6tL ENadog BrAeLa kEpata ouK EXeL, ) €l KAKOMLUATWG Eypaev.

Npo¢ 8& TouToLg ¢av émtiudtal 8Tt oUK GANBH, AM\’ ola Sel, olov Kal TopokARG #hn alTodg pév
oloug 8¢ TotLely, ELpuTiSnV 8¢ oot giai, Tavtn AuTtéov.

El 62 undetépwe, 6Tt 00Tw daciv, olov Té TEPL BeGV.

"Towg yap o0te BeATov oUtw Agyelv oUT AANGR, AN Etuxev oTep Zevodavng: AAN o0 ¢daot
Tade.

"Iowg 6& o0 BEATIOV pév, AAN 0UTWG ELXEV, OloV TA TIEPL TV BTAWVY,
gyxea &€ odv

6pB’ émt cauvpwthpog:

o0tw yap toT évopLlov, wotep Kat vov TAAupLot.

Mepl 6¢ tol kaA®G 1 pn KaA®g A glpntal Twi i TEMpaktal, ou HOVOV OKETITEOV €i¢ AUTO TO
Tiempaypevov i eipnuévov PAemovta, €l omoudalov /| ¢adlov, GNAG Kal €ig TOV Tpdttovta A
Méyovta Tpodg 6v A &te A &tw A ol #vekev, olov A peilovog ayaBol, iva yévntay, A peidovog
kakoU, tva armoyeévntad.

Ta 8& ipdC TH AEEWV OpGVTa ST SLalUELY, olov YAWTTN

ouphRag pev pwtov:

lowg yap ou ToUg ApLOVOUG Agyel AAAO TOoUG pUAaKaG. Kal tov AdAwva

8¢ & ToL £160¢ P&V Env Kakadg,

o0 TO OWHA ACUHMETPOV, AN TO TIPOOWTIOV aloXpov: TO yap €VeldeC ol KphAteg eumpodowTiov
kaAoUouwv. Kal to

{wpodtepov &€ KEpaLe

oU TO akpatov wg olvopAu&Ly, GANG TO BatTov.

To 8¢ katd petadopav gipntat, olov

"AN\oL pev pa Beol te kKal avepeg—

e08ov mavvoyLoL:

dua &€ pnowv

fltoL 6T &¢ ediov TO Tpwikov ABpnoeLey,

aUAQV oupiyywv B 6padov.

TO yap avteg avti tod moA\ol kata petadpopav gipntat: to yap mdv moAv T Kat tod
oin & appopog

Kata petadopav: o yap yVwPLHWTATOV HOVOV.

Katd 6¢ mpoowdiav, wotep Inmiag EAvev 6 ©AoLog to
Sibopev &¢ ol

v

Kat
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TO M€V oU KatamuBetal OuBpw.

Ta 8¢ Slalpéaet, olov EUMeSokARG

Alpa 62 BvAT £dUovto, Ta Tiply pdbov abdvarta....

{®A Te TIplV KEKPLTO.

Ta 8¢ dudBoliq,

TTapwynKev 6& TAEwv VU

TO Yap TAEwV Apd{BoAdv éoTiv.

Ta 6% Katd T £00¢ THC AEEEWC, 0loV TOV KeKpapEVoV olvov daaty ival, $8sv Tiemointat
KVNULG VEOTEUKTOU KAOOLTEPOLO,

Kal YOoAKeag tolug Tov oldnpov gpyalopevoug, 60ev sipntat 6 Favupndng Al oivoyoegvely, ol
TIWVOVTWVY otvov. Ein & &v to0td ye katd petadopav.

A€l 6¢ kal 6tav dvopd T UTeEVavTiwud T S0Kf onpaively, EMLOKOTIELV TIooayx®¢ Qv OnprVveLe
ToUTO &V T®) Elpnuévw, olov

Th p’ €oxeto xAAkeov EyxOg,
T® TavTn KWALBRHvat.

TO 6¢ mooay®g evééxetal wdi Mwg HAAOT Av TG UTTIOAGPOoL KATA THV KATAVTLIKPU 1| W¢ Mavkwv
AgyeL, OTL Eviol AAOYwG TipolTtIoAapfdvouat,

Kat autol kataynéiodpevol ouloyidovtal, kal wg eipnkoteg OTL Sokel Erutip®oly, Av
Omevavtiov f TH avT®Vv oiAoEL.

ToOto 8& émovBe té Tept Ikdplov. Olovtal yap avtodv Adkwva sivat ATtoTov odv TO Wi EVTUXElY
TOV TnAépayov alt® €ig Aakedaipova ENBovta. To & Towg Exel woTep ol KepaAfjveg paaotv: tap’
abT@V yap yiuatl Aéyouot tov '0Sucoéa, kal gival Tkadov AN oUk TkapLov. Alapdaptnua 8 to
TIPOPANA €IKOG EOTLV.

“OAwg 6¢ TO aduvatov pev f IPog thv Ttolnow f) Tipog TO BEATLOV A TIpOG ThH S6&av Sl avayev.

Mpog te yap thv moinowv aipetwtepov Tibavov aduvatov f| amnibavov kat Suvatodv: tolovtoug &
glvat oloug ZeDELg Eypadev.

ANAG Kal TIpOG TO BEATLOV: TO yap Ttapadelypa S€T umepexeLy Tipo¢ & daot téhoya.

OUTtw te Kal OTL TToTE OUK BAOYOV £0TLV: €IKOG Yap Kal Ttapd To €kO¢ yiveobal.

Ta & umevavtia wg eipnpéva oUTwW OKOTIELY, MOTIEP OL €V TOTG AOYOLG EAeyYOL, €L TO aUTO Kal TIPOg
TO aUTO Kal woauTwg, WOTe Kat alTov f) TIPOG & avTtog Agyel ) © av ppovipog UTtodBMTaL.

‘Opbn & €rutipunotg kat dloyia kal poxdnpia, dtav ph avaykng obong undev xpAontat T® aAoyw,
woTttep EVpLtidng T Alyel, f T ovnpliq, wotep €v 'Opeotn tod Meveldou.

T pév o0V ETILTLAMATA €K TIEVTE 8GOV PpEpouaiy: f) vap w¢ advvata i w¢ dhoya ) we PAaBepd A
w¢ UTtEvavtia f) wg apd thv 0pBOTNTa THY KaTd TEXVNV: Al 6€ ANUOELG €K TV ElpNUEVWY APLOUQV
OKeTITEAL, £l0L 6§ Swbeka.

MNotepov &€ BeATiwv A ETTOTIOWKA KiKNOLG A f) TpayLKr, SLatopr)oeLey av TLG.

El yap ) Attov doptikh) BeAtiwy, Towaltn & f TpdCg BeAtioug Beatdg €ott, Sfhov dTL i dmavta
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MLUOUMEVN GOPTLKA.

Q¢ yap ok aicBavopévwy, Av ph avtdg TPoaodi, TToANRV kivnow kwodvtal, olov ol dadlot
avAntat kuAlopevol, av Siokov 6€n ppelobat, kat EAKovteg TOV kopudalov, av ZKUAav abA®OLV.

"H pév o0V tpaywsia Toladtn £otiv, WG Kal ol Tpdtepov ToUC DOTEPOUE AlTGV HOVTO UTIOKPLTAC:
wq Alav yap umtepBdAovta, TiBnkov 6 Muviokog tov KaA\mmidnv ékdAetl. Torautn &¢ §6&a kat
Tiept Mvdapou Av. ‘Q¢ & oltol Exouat TTpdS avTtoug, il BAn Téxvn TIPOC THY £moTiotiav ExEL.

THv pév olv TipdG Beatdg £mIElKelC dpacilv €ivat, SO o08iv Sfovtal TV oxnudtwy, Thy &&
Tpaylknv TIpo¢ ¢avioud.

"H olv popTikh xeipwv Sfhov 8Tt av €in. Mp®Tov pév ov TAG TToNTIKAG A katnyopia aNG ThG
UTIOKPLTIKAG, €mel €0TL TeplepydlecBal tolg onueiolg kat papwdoldvra, Omep €moiet
Ywolotpartog, kat Stddovta, dmEp €moiel MvaoiBeog 'OTovvTLOC,.

Elta o08¢ kivnolg &maca A&moSokipactéa, simep pnd dpxnolg, AN f davAwv, Bmep kai
KaA\mmidn émetipdto kat vov dANoLG, wg 00K EAeuBEpag yuvailkag HLULOUHEVWV.

"ETL N tpaywdia kat veu Kvnoewg TIOLET TO auThig, woTep I émortotiar Sta yap tol avaywwoKew
dpavepd 6Tola TI¢ &oTiv. El 00v £0TL TAANA KPE(TTwV, TOUTO ye 00K Avaykaiov avth UTIdpyELy.

"Emelta SLotL mavt €xeL doarep n morotia-

Kal yap T® pétpw EEeott XphoBal, kal £TL o0 WKpOV HEPOC THY HOUGLKAV Kal TH &Py ExeL, 8U A
at Adoval cuviotavtal évapyeotata.

Elta kal t& évapyic Exel kal &v Tf) avayvwpioet Kal &L TGOV Epywv.

"ETL TG &v EAATTOVL PAKEL TO TENOC TAC MIMACEWS Elvar O yap ABpowtepov ASLOV f TTIOAG
KEKPAMEVOV TH XpOVW, Aéyw &8¢ olov £ TI¢ TOV Oidimouv Bein tov ZodokAéouc &v Emeoly 800LG f
TALAG.

“ETL ATTov pia 6molaodv pipnolg | T®v émomoldv. Inueiov 8¢ €k yap OTOLacolv HLUACEWS
TAeloug tpaywdial yivovtal. “QoT €av pév €va pbbov mow®oly, avaykn i Bpaxéa Setkvupevov
nooupov paiveoBal, i dkohouBodvta Td Tol pétpou pAKeL USaph. Eav && TAeioug, Aéyw && olov
AV €K TINELOVWV TIPAEEWV | GUYKELPEVN, 0V pia,

woTttep 1 TAAg Exel TTOMNA toladta pepn kat i 'Odvooela, a kal kad’ éauta €yl peyebog: kaitot
Talta Tt ToPaTa CUVECSTNKEV WG gvdexetal Aplota, Kat dtL palota ULag Tpagewg pipnoiq
€0TLV.

Ei o0v ToUTOLG Te Sladépel aoL Kal ETL T THG Téxvng Epyw (Sel yap ov Thv tuyodoav HSoviv
TIOLETV aUTAG ANQ ThHY gilpnpevny), davepov OTL KpeltTtwy Av €ln pdAAov tod téAoug Tuyydavouoa
TG émomoLiag.

Mepl pév ov Tpaywsdiag kai émorotiag, kai adTtdv Kal TV eld®Vv kal T®v pep®v alT®v, kal Tdoa
kal T Stadépel, kal tod €0 A ph tiveg aitial, Kal TepL EMTIHACEWY Kal AUoewv gipfobw tooadta.
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English translation

[8] Let us here deal with Poetry, its essence and its several species, with the characteristic
function of each species and the way in which plots must be constructed if the poem is to be a
success; and also with the number and character of the constituent parts of a poem, and
similarly with all other matters proper to this same inquiry; and let us, as nature directs, begin
first with first principles.

Epic poetry, then, and the poetry of tragic drama, and, moreover, comedy and dithyrambic
poetry, and most flute-playing and harp-playing, these, speaking generally, may all be said to be
representations of life.

But they differ one from another in three ways: either in using means generically different or in
representing different objects or in representing objects not in the same way but in a different
manner.

For just as by the use both of color and form people represent many objects, making likenesses
of them— [20] some having a knowledge of art and some working empirically—and just as
others use the human voice; so is it also in the arts which we have mentioned, they all make
their representations in rhythm and language and tune, using these means either separately or
in combination.

For tune and rhythm alone are employed in flute-playing and harp-playing and in any other arts
which have a similar function, as, for example, pipe-playing.

Rhythm alone without tune is employed by dancers in their representations, for by means of
rhythmical gestures they represent both character and experiences and actions.

But the art which employs words either in bare prose or in metres, [1] either in one kind of
metre or combining several, happens up to the present day to have no name.

For we can find no common term to apply to the mimes of Sophron and Xenarchus and to the
Socratic dialogues:

nor again supposing a poet were to make his representation in iambics or elegiacs or any other
such metre—

except that people attach the word poet(maker)to the name of the metre and speak of elegiac
poets and of others as epic poets. Thus they do not call them poets in virtue of their
representation but apply the name indiscriminately in virtue of the metre.

For if people publish medical or scientific treatises in metre the custom is to call them poets. But
Homer and Empedocles have nothing in common except the metre, so that it would be proper
to call the one a poet and the other not a poet but a scientist.

[20] Similarly if a man makes his representation by combining all the metres, as Chaeremon did
when he wrote his rhapsody The Centaur, a medley of all the metres, he too should be given the
name of poet. On this point the distinctions thus made may suffice.

There are certain arts which employ all the means which I have mentioned, such as rhythm and
tune and metre—dithyrambic and nomic poetry, for example, and tragedy too and comedy. The
difference here is that some use all these at once, others use now one now another.
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These differences then in the various arts I call the means of representation.

[1] Since living persons are the objects of representation, these must necessarily be either good
men or inferior—thus only are characters normally distinguished, since ethical differences
depend upon vice and virtue—that is to say either better than ourselves or worse or much what
we are. It is the same with painters.

Polygnotus depicted men as better than they are and Pauson worse, while Dionysius made
likenesses.

Clearly each of the above mentioned arts will admit of these distinctions, and they will differ in
representing objects which differ from each other in the way here described.

In painting too, and flute-playing and harp-playing, these diversities may certainly be found, and
it is the same in prose and in unaccompanied verse.

For instance Homer's people are better, Cleophon’s are like, while in Hegemon of Thasos, the
first writer of parodies, and in Nicochares, the author of the Poltrooniad, they are worse.

It is the same in dithyrambic and nomic poetry, for instance . . . a writer might draw characters
like the Cyclops as drawn by Timotheus and Philoxenus.

It is just in this respect that tragedy differs from comedy. The latter sets out to represent people
as worse than they are to-day, the former as better.

A third difference in these arts is the manner in which one may represent each of these objects.

[20] For in representing the same objects by the same means it is possible to proceed either
partly by narrative and partly by assuming a character other than your own—this is Homer's
method—or by remaining yourself without any such change, or else to represent the characters
as carrying out the whole action themselves.

These, as we said above, are the three differences which form the several species of the art of
representation, the means, the objects, and the manner.

It follows that in one respect Sophocles would be the same kind of artist as Homer, for both
represent good men, and in another respect he would resemble Aristophanes, for they both
represent men in action and doing things. And that according to some is the reason why they
are called dramas, because they present people as doing things.

And for this reason the Dorians claim as their own both tragedy and comedy—comedy is
claimed both by the Megarians here in Greece, who say that it originated in the days of their
democracy, and by the Megarians in Sicily, for it was from there the poet Epicharmus came, who
was much earlier than Chionides and Magnes; and tragedy some of the Peloponnesians claim.
Their evidence is the two names.

Their name, they say, for suburb villages is k@pai—the Athenians call them Demes—and
comedians are so called not from kwpdadev, to revel, but because they were turned out of the
towns and went strolling round the villages( k@pav). [1] Their word for action, they add, is 6pdav,
whereas the Athenian word is Tipdattelv.

TSo much then for the differences, their number, and their nature.
Speaking generally, poetry seems to owe its origin to two particular causes, both natural.

From childhood men have an instinct for representation, and in this respect, differs from the
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other animals that he is far more imitative and learns his first lessons by representing things.
And then there is the enjoyment people always get from representations.

What happens in actual experience proves this, for we enjoy looking at accurate likenesses of
things which are themselves painful to see, obscene beasts, for instance, and corpses.

The reason is this: Learning things gives great pleasure not only to philosophers but also in the
same way to all other men, though they share this pleasure only to a small degree.

The reason why we enjoy seeing likenesses is that, as we look, we learn and infer what each is,
for instance, that is so and so.

If we have never happened to see the original, our pleasure is not due to the representation as
such but to the technique or the color or some other such cause.

[20] We have, then, a natural instinct for representation and for tune and rhythm—for the
metres are obviously sections of rhythms—and starting with these instincts men very gradually
developed them until they produced poetry out of their improvisations.

Poetry then split into two kinds according to the poet's nature. For the more serious poets
represented fine doings and the doings of fine men, while those of a less exalted nature
represented the actions of inferior men, at first writing satire just as the others at first wrote
hymns and eulogies.

Before Homer we cannot indeed name any such poem, though there were probably many
satirical poets,

but starting from Homer, there is, for instance, his Margites and other similar poems. For these
the iambic metre was fittingly introduced and that is why it is still called iambic, because it was
the metre in which they lampooned each other.

Of the ancients some wrote heroic verse and some iambic.

And just as Homer was a supreme poet in the serious style, since he alone made his
representations not only good but also dramatic, so, too, he was the first to mark out the main
lines of comedy, since he made his drama not out of personal satire but out of the laughable as
such. His Margites indeed provides an analogy: as are the Iliad and Odyssey to our tragedies, [1]
so is the Margites to our comedies.

When tragedy and comedy came to light, poets were drawn by their natural bent towards one
or the other. Some became writers of comedies instead of lampoons, the others produced
tragedies instead of epics; the reason being that the former is in each case a higher kind of art
and has greater value.

To consider whether tragedy is fully developed by now in all its various species or not, and to
criticize it both in itself and in relation to the stage, that is another question.

At any rate it originated in improvisation—both tragedy itself and comedy. The one came from
the prelude to the dithyramb and the other from the prelude to the phallic songs which still
survive as institutions in many cities. Tragedy then gradually evolved as men developed each
element that came to light

and after going through many changes, it stopped when it had found its own natural form.

Thus it was Aeschylus who first raised the number of the actors from one to two. He also
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curtailed the chorus and gave the dialogue the leading part. Three actors and scene-painting
Sophocles introduced.

Then as to magnitude. [20] Being a development of the Satyr play, it was quite late before
tragedy rose from short plots and comic diction to its full dignity, and that the iambic metre was
used instead of the trochaic tetrameter.

At first they used the tetrameter because its poetry suited the Satyrs and was better for dancing,
but when dialogue was introduced, Nature herself discovered the proper metre. The iambic is
indeed the most conversational of the metres,

and the proof is that in talking to each other we most often use iambic lines but very rarely
hexameters and only when we rise above the ordinary pitch of conversation.

Then there is the number of acts. The further embellishments and the story of their introduction
one by one we may take as told,

for it would probably be a long task to go through them in detail.

Comedy, as we have said, is a representation of inferior people, not indeed in the full sense of
the word bad, but the laughable is a species of the base or ugly.

It consists in some blunder or ugliness that does not cause pain or disaster, an obvious example
being the comic mask which is ugly and distorted but not painful.

The various stages of tragedy and the originators of each are well known, but comedy remains
obscure because it was not at first treated seriously. [1] Indeed it is only quite late in its history
that the archon granted a chorus for a comic poet; before that they were volunteers.

Comedy had already taken certain forms before there is any mention of those who are called its
poets. Who introduced masks or prologues, the number of actors, and so on, is not known.

Plot making [Epicharmus and Phormis] originally came from Sicily,

and of the Athenian poets Crates was the first to give up the lampooning form and to generalize
his dialogue and plots.

Epic poetry agreed with tragedy only in so far as it was a metrical representation of heroic
action, but inasmuch as it has a single metre and is narrative in that respect they are different.

And then as regards length, tragedy tends to fall within a single revolution of the sun or slightly
to exceed that, whereas epic is unlimited in point of time;

and that is another difference, although originally the practice was the same in tragedy as in
epic poetry.

The constituent parts are some of them the same and some peculiar to tragedy.

Consequently any one who knows about tragedy, good and bad, knows about epics too, since
tragedy has all the elements of epic poetry, though the elements of tragedy are not all present
in the epic.

[20] With the representation of life in hexameter verse and with comedy we will deal later. We
must now treat of tragedy after first gathering up the definition of its nature which results from
what we have said already.

Tragedy is, then, a representation of an action that is heroic and complete and of a certain
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magnitude—by means of language enriched with all kinds of ornament, each used separately in
the different parts of the play: it represents men in action and does not use narrative, and
through pity and fear it effects relief to these and similar emotions.

By language enriched I mean that which has rhythm and tune, i.e., song,

and by the kinds separately I mean that some effects are produced by verse alone and some
again by song.

Since the representation is performed by living persons, it follows at once that one essential part
of a tragedy is the spectacular effect, and, besides that, song-making and diction. For these are
the means of the representation.

By diction I mean here the metrical arrangement of the words; and song making I use in the full,
obvious sense of the word.

And since tragedy represents action and is acted by living persons, who must of necessity have
certain qualities of character and thought—for it is these which determine the quality of an
action; [1] indeed thought and character are the natural causes of any action and it is in virtue of
these that all men succeed or fail—

it follows then that it is the plot which represents the action. By plot I mean here the
arrangement of the incidents: character is that which determines the quality of the agents, and
thought appears wherever in the dialogue they put forward an argument or deliver an opinion.

Necessarily then every tragedy has six constituent parts, and on these its quality depends. These
are plot, character, diction, thought, spectacle, and song.

Two of these are the means of representation: one is the manner: three are the objects
represented.

This list is exhaustive, and practically all the poets employ these elements, for every drama
includes alike spectacle and character and plot and diction and song and thought.

The most important of these is the arrangement of the incidents, for tragedy is not a
representation of men but of a piece of action, of life, of happiness and unhappiness, which
come under the head of action, and the end aimed at is the representation not of qualities of
character but of some action; and while character makes men what they are, [20] it's their
actions and experiences that make them happy or the opposite.

They do not therefore act to represent character, but character-study is included for the sake of
the action. It follows that the incidents and the plot are the end at which tragedy aims, and in
everything the end aimed at is of prime importance.

Moreover, you could not have a tragedy without action, but you can have one with out
character-study.

Indeed the tragedies of most modern poets are without this, and, speaking generally, there are
many such writers, whose case is like that of Zeuxis compared with Polygnotus. The latter was
good at depicting character, but there is nothing of this in Zeuxis's painting.

A further argument is that if a man writes a series of speeches full of character and excellent in
point of diction and thought, he will not achieve the proper function of tragedy nearly so well as
a tragedy which, while inferior in these qualities, has a plot or arrangement of incidents.
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And furthermore, two of the most important elements in the emotional effect of tragedy,
reversals and discoveries, are parts of the plot.

And here is further proof: those who try to write tragedy are much sooner successful in
language and character-study than in arranging the incidents. It is the same with almost all the
earliest poets.

The plot then is the first principle and as it were the soul of tragedy: character comes second.

It is much the same also in painting; [1] if a man smeared a canvas with the loveliest colors at
random, it would not give as much pleasure as an outline in black and white.

And it is mainly because a play is a representation of action that it also for that reason
represents people.

Third comes thought. This means the ability to say what is possible and appropriate. It comes in
the dialogue and is the function of the statesman’s or the rhetorician’s art.

The old writers made their characters talk like statesmen, the moderns like rhetoricians.

Character is that which reveals choice, shows what sort of thing a man chooses or avoids in
circumstances where the choice is not obvious, so those speeches convey no character in which
there is nothing whatever which the speaker chooses or avoids.

Thought you find in speeches which contain an argument that something is or is not, or a
general expression of opinion.

The fourth of the literary elements is the language. By this I mean, as we said above, the
expression of meaning in words, and this is essentially the same in verse and in prose.

Of the other elements which enrich tragedy the most important is song-making.

Spectacle, while highly effective, is yet quite foreign to the art and has nothing to do with poetry.
Indeed the effect of tragedy does not depend on its performance by actors, and, moreover, [20]
for achieving the spectacular effects the art of the costumier is more authoritative than that of
the poet.

After these definitions we must next discuss the proper arrangement of the incidents since this
is the first and most important thing in tragedy.

We have laid it down that tragedy is a representation of an action that is whole and complete
and of a certain magnitude, since a thing may be a whole and yet have no magnitude.

A whole is what has a beginning and middle and end.

A beginning is that which is not a necessary consequent of anything else but after which
something else exists or happens as a natural result.

An end on the contrary is that which is inevitably or, as a rule, the natural result of something
else but from which nothing else follows;

a middle follows something else and something follows from it.

Well constructed plots must not therefore begin and end at random, but must embody the
formulae we have stated.

Moreover, in everything that is beautiful, whether it be a living creature or any organism
composed of parts, these parts must not only be orderly arranged but must also have a certain
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magnitude of their own;

for beauty consists in magnitude and ordered arrangement. From which it follows that neither
would a very small creature be beautiful—for our view of it is almost instantaneous and
therefore confused—nor a very large one, [1] since being unable to view it all at once, we lose
the effect of a single whole; for instance, suppose a creature a thousand miles long.

As then creatures and other organic structures must have a certain magnitude and yet be easily
taken in by the eye, so too with plots: they must have length but must be easily taken in by the
memory.

The limit of length considered in relation to competitions and production before an audience
does not concern this treatise. Had it been the rule to produce a hundred tragedies, the
performance would have been regulated by the water clock, as it is said they did once in other
days.

But as for the natural limit of the action, the longer the better as far as magnitude goes,
provided it can all be grasped at once. To give a simple definition: the magnitude which admits
of a change from bad fortune to good or from good fortune to bad, in a sequence of events
which follow one another either inevitably or according to probability, that is the proper limit.

A plot does not have unity, as some people think, simply because it deals with a single hero.
Many and indeed innumerable things happen to an individual, some of which do not go to make
up any unity, and similarly an individual is concerned in many actions which do not combine into
a single piece of action.

[20] It seems therefore that all those poets are wrong who have written a Heracleid or Theseid
or other such poems. They think that because Heracles was a single individual the plot must for
that reason have unity.

But Homer, supreme also in all other respects, was apparently well aware of this truth either by
instinct or from knowledge of his art. For in writing an Odyssey he did not put in all that ever
happened to Odysseus, his being wounded on Parnassus, for instance, or his feigned madness
when the host was gathered(these being events neither of which necessarily or probably led to
the other), but he constructed his Odyssey round a single action in our sense of the phrase. And
the Iliad the same.

As then in the other arts of representation a single representation means a representation of a
single object, so too the plot being a representation of a piece of action must represent a single
piece of action and the whole of it; and the component incidents must be so arranged that if one
of them be transposed or removed, the unity of the whole is dislocated and destroyed. For if the
presence or absence of a thing makes no visible difference, then it is not an integral part of the
whole.

What we have said already makes it further clear that a poet’s object is not to tell what actually
happened but what could and would happen either probably or inevitably.

The difference between a historian and a poet is not that one writes in prose and the other in
verse— [1] indeed the writings of Herodotus could be put into verse and yet would still be a kind
of history, whether written in metre or not. The real difference is this, that one tells what
happened and the other what might happen.
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For this reason poetry is something more scientific and serious than history, because poetry
tends to give general truths while history gives particular facts.

By a general truth I mean the sort of thing that a certain type of man will do or say either
probably or necessarily. That is what poetry aims at in giving names to the characters. A
particular fact is what Alcibiades did or what was done to him.

In the case of comedy this has now become obvious, for comedians construct their plots out of
probable incidents and then put in any names that occur to them. They do not, like the iambic
satirists, write about individuals.

In tragedy, on the other hand, they keep to real names. The reason is that what is possible
carries conviction. If a thing has not happened, we do not yet believe in its possibility, but what
has happened is obviously possible. Had it been impossible, it would not have happened.

[20] It is true that in some tragedies one or two of the names are familiar and the rest invented;
indeed in some they are all invented, as for instance in Agathon’s Antheus, where both the
incidents and the names are invented and yet it is none the less a favourite.

One need not therefore endeavor invariably to keep to the traditional stories with which our
tragedies deal. Indeed it would be absurd to do that, seeing that the familiar themes are familiar
only to a few and yet please all.

It is clear, then, from what we have said that the poet must be a maker not of verses but of
stories, since he is a poet in virtue of his representation, and what he represents is action.

Even supposing he represents what has actually happened, he is none the less a poet, for there
is nothing to prevent some actual occurrences being the sort of thing that would probably or
inevitably happen, and it is in virtue of that that he is their maker.

Of simple plots and actions the worst are those which are episodic. By this I mean a plot in
which the episodes do not follow each other probably or inevitably.

Bad poets write such plays because they cannot help it, and good poets write them to please the
actors. Writing as they do for competition, they often strain a plot beyond its capacity and are
thus obliged to sacrifice continuity.

But this is bad work, [1] since tragedy represents not only a complete action but also incidents
that cause fear and pity, and this happens most of all when the incidents are unexpected and
yet one is a consequence of the other.

For in that way the incidents will cause more amazement than if they happened mechanically
and accidentally, since the most amazing accidental occurrences are those which seem to have
been providential, for instance when the statue of Mitys at Argos killed the man who caused
Mitys's death by falling on him at a festival. Such events do not seem to be mere accidents.

So such plots as these must necessarily be the best.

Some plots are simple and some complex, as indeed the actions represented by the plots are
obviously such.

By a simple action I mean one that is single and continuous in the sense of our definition above,
wherein the change of fortune occurs without reversal or discovery;

by a complex action I mean one wherein the change coincides with a discovery or reversal or
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both.

These should result from the actual structure of the plot in such a way that what has already
happened makes the result inevitable or probable; [20] for there is indeed a vast difference
between what happens propter hoc and post hoc.

A reversal is a change of the situation into the opposite, as described above, this change being,
moreover, as we are saying, probable or inevitable—

like the man in the Oedipus who came to cheer Oedipus and rid him of his anxiety about his
mother by revealing his parentage and changed the whole situation.

In the Lynceus, too, there is the man led off to execution and Danaus following to kill him, and
the result of what had already happened was that the latter was killed and the former escaped.

A discovery, as the term itself implies, is a change from ignorance to knowledge, producing
either friendship or hatred in those who are destined for good fortune or ill.

A discovery is most effective when it coincides with reversals, such as that involved by the
discovery in the Oedipus.

There are also other forms of discovery, for what we have described may in a sense occur in
relation to inanimate and trivial objects, or one may discover whether some one has done
something or not.

But the discovery which is most essentially part of the plot and part of the action is of the kind
described above, for such a discovery and reversal of fortune will involve either pity or fear, [1]
and it is actions such as these which, according to our hypothesis, tragedy represents; and,
moreover, misfortune and good fortune are likely to turn upon such incidents.

Now since the discovery is somebody’s discovery, in some scenes one character only is
discovered to another, the identity of the other being obvious; but sometimes each must
discover the other. Thus Iphigeneia was discovered to Orestes through the sending of the letter,
but a separate discovery was needed to make him known to Iphigeneia.

We see then that two elements of the plot, reversal and discovery, turn upon these incidents. A
third element is a calamity. Of these three elements we have already described reversal and
discovery.

A calamity is a destructive or painful occurrence, such as a death on the stage, acute suffering
and wounding and so on.

We have already spoken of the constituent parts to be used as ingredients of tragedy. The
separable members into which it is quantitatively divided are these: Prologue, Episode, Exode,
Choral Song,

the last being divided into Parode and Stasimon.

These are common to all tragedies; songs sung by actors on the stage and commoi are peculiar
to certain plays.

A prologue is the whole of that part of a tragedy which precedes the entrance of the chorus.
[20] An episode is the whole of that part of a tragedy which falls between whole choral songs.

An exode is the whole of that part of a tragedy which is not followed by a song of the chorus.
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A parode is the whole of the first utterance of the chorus.
A stasimon is a choral song without anapaests or trochaics.
A commos is a song of lament shared by the chorus and the actors on the stage.

The constituent parts to be used as ingredients of tragedy have been described above; these are
the separable members into which it is quantitatively divided.

Following upon what has been said above we should next state what ought to be aimed at and
what avoided in the construction of a plot, and the means by which the object of tragedy may be
achieved.

Since then the structure of the best tragedy should be not simple but complex and one that
represents incidents arousing fear and pity—for that is peculiar to this form of art—it is obvious
to begin with that one should not show worthy men passing from good fortune to bad. That
does not arouse fear or pity but shocks our feelings.

Nor again wicked people passing from bad fortune to good. That is the most untragic of all,
having none of the requisite qualities, since it does not satisfy our feelings or arouse pity or fear.

[1] Nor again the passing of a thoroughly bad man from good fortune to bad fortune. Such a
structure might satisfy our feelings but it arouses neither pity nor fear, the one being for the
man who does not deserve his misfortune and the other for the man who is like ourselves—pity
for the undeserved misfortune, fear for the man like ourselves—so that the result will arouse
neither pity nor fear.

There remains then the mean between these. This is the sort of man who is not pre-eminently
virtous and just, and yet it is through no badness or villainy of his own that he falls into the
fortune, but rather through some flaw in him, he being one of those who are in high station and
good fortune, like Oedipus and Thyestes and the famous men of such families as those.

The successful plot must then have a single and not, as some say, a double issue; and the
change must be not to good fortune from bad but, on the contrary, from good to bad fortune,
and it must not be due to villainy but to some great flaw in such a man as we have described, or
of one who is better rather than worse.

This can be seen also in actual practice. For at first poets accepted any plots, but to-day the best
tragedies are written about a few families— [20] Alcmaeon for instance and Oedipus and
Orestes and Meleager and Thyestes and Telephus and all the others whom it befell to suffer or
inflict terrible disasters.

Judged then by the theory of the art, the best tragedy is of this construction.

Those critics are therefore wrong who charge Euripides with doing this in his tragedies, and say
that many of his end in misfortune.

That is, as we have shown, correct. And there is very good evidence of this, for on the stage and
in competitions such plays appear the most tragic of all, if they are successful, and even if
Euripides is in other respects a bad manager, yet he is certainly the most tragic of the poets.

Next in order comes the structure which some put first, that which has a double issue, like the
Odyssey, and ends in opposite ways for the good characters and the bad.

It is the sentimentality of the audience which makes this seem the best form; for the poets
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follow the wish of the spectators.

But this is not the true tragic pleasure but rather characteristic of comedy, where those who are
bitter enemies in the story, Orestes and Aegisthus, for instance, go off at the end, having made
friends, and nobody kills anybody.

[1] Fear and pity sometimes result from the spectacle and are sometimes aroused by the actual
arrangement of the incidents, which is preferable and the mark of a better poet.

The plot should be so constructed that even without seeing the play anyone hearing of the
incidents happening thrills with fear and pity as a result of what occurs. So would anyone feel
who heard the story of Oedipus.

To produce this effect by means of an appeal to the eye is inartistic and needs adventitious aid,

while those who by such means produce an effect which is not fearful but merely monstrous
have nothing in common with tragedy. For one should not seek from tragedy all kinds of
pleasure but that which is peculiar to tragedy,

and since the poet must by representation produce the pleasure which comes from feeling pity
and fear, obviously this quality must be embodied in the incidents.

We must now decide what incidents seem dreadful or rather pitiable. Such must necessarily be
the actions of friends to each other or of enemies or of people that are neither.

Now if an enemy does it to an enemy, there is nothing pitiable either in the deed or the
intention,

except so far as the actual calamity goes.

Nor would there be if they were neither friends nor enemies. But when these calamities happen
among friends, [20] when for instance brother kills brother, or son father, or mother son, or son
mother—either kills or intends to kill, or does something of the kind, that is what we must look
for.

Now it is not right to break up the traditional stories, I mean, for instance, Clytaemnestra being
killed by Orestes and Eriphyle by Alcmaeon,

but the poet must show invention and make a skilful use of the tradition.
But we must state more clearly what is meant by skilful.

The action may happen in the way in which the old dramatists made their characters
act—consciously and knowing the facts, as Euripides also made his Medea kill her children.

Or they may do the deed but without realizing the horror of it and then discover the relationship
afterwards, like Oedipus in Sophocles. That indeed lies outside the play, but an example of this
in the tragedy itself is the Alcmaeon of Astydamas or Telegonus in the Wounded Odysseus.

A third alternative is to intend to do some irremediable action in ignorance and to discover the
truth before doing it.

Besides these there is no other way, for they must either do the deed or not, either knowing or
unknowing.

The worst of these is to intend the action with full knowledge and not to perform it. That
outrages the feelings and is not tragic, for there is no calamity. [1] So nobody does that, except
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occasionally, as, for instance, Haemon and Creon in the Antigone.
Next comes the doing of the deed.

It is better to act in ignorance and discover afterwards. Our feelings are not outraged and the
discovery is startling.

Best of all is the last; in the Cresphontes, for instance, Merope intends to kill her son and does
not kill him but discovers; and in the Iphigeneia the case of the sister and brother; and in the
Helle the son discovers just as he is on the point of giving up his mother.

So this is the reason, as was said above, why tragedies are about a few families. For in their
experiments it was from no technical knowledge but purely by chance that they found out how
to produce such an effect in their stories. So they are obliged to have recourse to those families
in which such calamities befell.

Now concerning the structure of the incidents and the proper character of the plots enough has
been said.

Concerning character there are four points to aim at. The first and most important is that the
character should be good.

The play will show character if, as we said above, either the dialogue or the actions reveal some
choice; and the character will be good, if the choice is good.

[20] But this is relative to each class of people. Even a woman is good and so is a slave, although
it may be said that a woman is an inferior thing and a slave beneath consideration.

The second point is that the characters should be appropriate. A character may be manly, but it
is not appropriate for a woman to be manly or clever.

Thirdly, it should be like. This is different from making the character good and from making it
appropriate in the sense of the word as used above.

Fourthly, it should be consistent. Even if the original be inconsistent and offers such a character
to the poet for representation, still he must be consistently inconsistent.

An example of unnecessary badness of character is Menelaos in the Orestes;

of character that is unfitting and inappropriate the lament of Odysseus in the Scylla and
Melanippe's speech;

of inconsistent character Iphigeneia in Aulis, for the suppliant Iphigeneia is not at all like her
later character.

In character-drawing just as much as in the arrangement of the incidents one should always
seek what is inevitable or probable, so as to make it inevitable or probable that such and such a
person should say or do such and such; and inevitable or probable that one thing should follow
another.

Clearly therefore the denouement of each play should also be the result of the plot itself and not
produced mechanically as in the Medea and the incident of the embarkation in the Iliad. [1]

The god in the car should only be used to explain what lies outside the play, either what
happened earlier and is therefore beyond human knowledge, or what happens later and needs
to be foretold in a proclamation. For we ascribe to the gods the power of seeing everything.
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There must, however, be nothing inexplicable in the incidents, or, if there is, it must lie outside
the tragedy. There is an example in Sophocles’ Oedipus.

Since tragedy is a representation of men better than ourselves we must copy the good
portrait-painters who, while rendering the distinctive form and making a likeness, yet paint
people better than they are. It is the same with the poet. When representing people who are
hot-tempered or lazy, or have other such traits of character, he should make them such, yet
men of worth [an example of hardness]; take the way in which Agathon and Homer portray
Achilles.

Keep, then, a careful eye on these rules and also on the appeal to the eye which is necessarily
bound up with the poet's business; for that offers many opportunities of going wrong. But this
subject has been adequately discussed in the published treatises.

What a Discovery is has been already stated. [20] As for kinds of Discovery, first comes the least
artistic kind, which is largely used owing to incompetence—discovery by tokens.

These may be congenital, like the spear the Earth-born bear or stars, like those which Carcinus
uses in his Thyestes;

or they may be acquired and these may be on the body, for instance, wounds, or external things
like necklaces, and in the Tyro the discovery by means of the boat.

There is a better and a worse way of using these tokens; for instance Odysseus, by means of his
wound, was discovered in one way by the nurse and in another way by the swine-herds.

Discovery scenes constructed to prove the point are inartistic and so are all such scenes, but
those are better which arise out of a reversal scene, as, for instance, in The Washing.

In the second place come those which are manufactured by the poet and are therefore inartistic.
For instance, in the Iphigeneia Orestes revealed himself. She was revealed to him through the
letter,

but Orestes says himself what the poet wants and not what the plot requires. So this comes near
to the fault already mentioned, for he might just as well have actually brought some tokens. And
there is the voice of the shuttle In Sophocles’ Tereus.

The third kind is due to memory, to showing distress on seeing something. [1] An example of
this is the scene in the Cyprians by Dicaeogenes; on seeing the picture he burst into tears: and
again in the Tale of Alcinous, hearing the minstrel he remembered and burst into tears; and
thus they were recognized.

The fourth kind results from an inference; for instance, in the Choephoroe Someone like me has
come; but nobody is like me except Orestes; therefore he has come. And there is Polyidus's idea
about Iphigeneia, for it is likely enough that Orestes should make an inference that, whereas his
sister was sacrificed, here is the same thing happening to him. And in Theodectes’ Tydeus that
having come to find a son, he is perishing himself. And the scene in the Phineidae, where on
seeing the spot the women inferred their fate, that they were meant to die there for it was there
that they had been exposed.

There is also a kind of fictitious discovery which depends on a false inference on the part of the
audience, for instance in Odysseus the False Messenger, he said he would recognize the bow,
which as a matter of fact he had not seen, but to assume that he really would reveal himself by
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this means is a false inference.

Best of all is the discovery which is brought about directly by the incidents, the surprise being
produced by means of what is likely—take the scene in Sophocles’ Oedipus or in the
Iphigeneia—for it is likely enough that she should want to send a letter. These are the only
discovery scenes which dispense with artificial tokens, like necklaces.

[20] In the second place come those that are the result of inference.

In constructing plots and completing the effect by the help of dialogue the poet should, as far as
possible, keep the scene before his eyes. Only thus by getting the picture as clear as if he were
present at the actual event, will he find what is fitting and detect contradictions.

The censure upon Carcinos is evidence of this. Amphiaraos was was made to rise from a temple.
The poet did not visualize the scene and therefore this escaped his notice, but on the stage it
was a failure since the audience objected.

The poet should also, as far as possible, complete the effect by using the gestures. For, if their
natural powers are equal, those who are actually in the emotions are the most convincing; he
who is agitated blusters and the angry man rages with the maximum of conviction.

And that is why poetry needs either a sympathetic nature or a madman, the former being
impressionable and the latter inspired.

The stories, whether they are traditional or whether you make them up yourself, [1] should first
be sketched in outline and then expanded by putting in episodes.

I mean that one might look at the general outline, say of the Iphigeneia, like this: A certain
maiden has been sacrificed, and has disappeared beyond the ken of those who sacrificed her
and has been established in another country, where it is a custom to sacrifice strangers to the
goddess; and this priesthood she holds. Some time afterwards it happens that the brother of
the priestess arrives there—the fact that the god told him to go there, and why, and the object
of his journey, lie outside the outline-plot. He arrives, is seized, and is on the point of being
sacrificed, when he reveals his identity either by Euripides’ method or according to Polyidos, by
making the very natural remark that after all it is not only his sister who was born to be
sacrificed but himself too; and thus he is saved.

Not until this has been done should you put in names and insert the episodes;

and you must mind that the episodes are appropriate, as, for instance, in the case of Orestes the
madness that led to his capture and his escape by means of the purification.

Now in drama the episodes are short, but it is by them that the epic gains its length.

The story of the Odyssey is quite short. A man is for many years away from home and his
footsteps are dogged by Poseidon and he is all alone. Moreover, [20] affairs at home are in such
a state that his estate is being wasted by suitors and a plot laid against his son, but after being
storm-tossed he arrives himself, reveals who he is, and attacks them, with the result that he is
saved and destroys his enemies.

That is the essence, the rest is episodes.

In every tragedy there is a complication and a denouement. The incidents outside the plot and
some of those in it usually form the complication, the rest is the denouement.
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I mean this, that the complication is the part from the beginning up to the point which
immediately precedes the occurrence of a change from bad to good fortune or from good
fortune to bad; the denouement is from the beginning of the change down to the end.

For instance, in the Lynceus of Theodectes the complication is the preceding events, and the
seizure of the boy, and then their own seizure; and the denouement is from the capital charge
to the end.

Tragedies should properly be classed as the same or different mainly in virtue of the plot, that is
to say those that have the same entanglement and denouement. Many who entangle well are
bad at the denouement. Both should always be mastered.

There are four varieties of tragedy—the same as the number given for the elements—
first the complex kind, which all turns on reversal and discovery;

the calamity play like the stories of Ajax and Ixion;

the character play like the Phthian Women and the Peleus.

[1] The fourth element is spectacle, like the Phorcides and Prometheus, and all scenes laid in
Hades.

One should ideally try to include all these elements or, failing that, the most important and as
many as possible, especially since it is the modern fashion to carp at poets, and, because there
have been good poets in each style, to demand that a single author should surpass the peculiar
merits of each.

One must remember, as we have often said, not to make a tragedy an epic structure:

by epic I mean made up of many stories—suppose, for instance, one were to dramatize the Iliad
as a whole.

The length of the Iliad allows to the parts their proper size, but in plays the result is full of
disappointment.

And the proof is that all who have dramatized the Sack of Troy as a whole, and not, like
Euripides, piecemeal, or the Niobe story as a whole and not like Aeschylus, either fail or fare
badly in competition. Indeed even Agathon failed in this point alone.

In reversals, however, and in simple stories too, [20] they admirably achieve their end, which is a
tragic effect that also satisfies your feelings.

This is achieved when the wise man, who is, however, unscrupulous, is deceived—like
Sisyphus—and the man who is brave but wicked is worsted.

And this, as Agathon says, is a likely result, since it is likely that many quite unlikely things
should happen.

The chorus too must be regarded as one of the actors. It must be part of the whole and share in
the action, not as in Euripides but as in Sophocles.

In the others the choral odes have no more to do with the plot than with any other tragedy. And
so they sing interludes, a practice begun by Agathon. And yet to sing interludes is quite as bad
as transferring a whole speech or scene from one play to another.

The other factors have been already discussed. It remains to speak of Diction and Thought.
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All that concerns Thought may be left to the treatise on Rhetoric, for the subject is more proper
to that inquiry.

Under the head of Thought come all the effects to be produced by the language.

Some of these are proof and refutation, [1] the arousing of feelings like pity, fear, anger, and so
on, and then again exaggeration and depreciation.

It is clear that in the case of the incidents, too, one should work on the same principles, when
effects of pity or terror or exaggeration or probability have to be produced.

There is just this difference, that some effects must be clear without explanation, whereas
others are produced in the speeches by the speaker and are due to the speeches. For what
would be the use of a speaker, if the required effect were likely to be felt without the aid of the
speeches?

Under the head of Diction one subject of inquiry is the various modes of speech, the knowledge
of which is proper to elocution or to the man who knows the master art—I mean for instance,
what is a command, a prayer, a statement, a threat, question, answer, and so on.

The knowledge or ignorance of such matters brings upon the poet no censure worth serious
consideration. For who could suppose that there is any fault in the passage which Protagoras
censures, because Homer, intending to utter a prayer, gives a command when he says, Sing,
goddess, the wrath? To order something to be done or not is, he points out, a command.

So we may leave this topic as one that belongs not to poetry but to another art.

[20] Diction as a whole is made up of these parts: letter, syllable, conjunction, joint, noun, verb,
case, phrase.

A letter is an indivisible sound, not every such sound but one of which an intelligible sound can
be formed. Animals utter indivisible sounds but none that I should call a letter.

Such sounds may be subdivided into vowel, semi-vowel, and mute. A vowel is that which without
any addition has an audible sound; a semivowel needs the addition of another letter to give it
audible sound, for instance S and R; a mute is that which with addition has no sound of its own
but becomes audible when combined with some of the letters which have a sound. Examples of
mutes are G and D.

Letters differ according to the shape of the mouth and the place at which they are sounded; in
being with or without aspiration; in being long and short; and lastly in having an acute, grave, or
intermediate accent. But the detailed study of these matters properly concerns students of
metre.

A syllable is a sound without meaning, composed of a mute and a letter that has a sound. GR,
for example, without A is a syllable just as much as GRA with an A. But these distinctions also
belong to the theory of metre.

A conjunction is a sound without meaning, [1] which neither hinders nor causes the formation of
a single significant sound or phrase out of several sounds, and which, if the phrase stands by
itself, cannot properly stand at the beginning of it, e.g. pév, 61, tol, &¢; or else it is a sound
without meaning capable of forming one significant sound or phrase out of several sounds
having each a meaning of their own, e.g. apdli, mepi.
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Ajoint is a sound without meaning which marks the beginning or end of a phrase or a division in
it, and naturally stands at either end or in the middle.

A noun is a composite sound with a meaning, not indicative of time, no part of which has a
meaning by itself; for in compounds we do not use each part as having a meaning of its own, for
instance, in Theodorus, there is no meaning of d@pov (gift).

A verb is a composite sound with a meaning, indicative of time, no part of which has a meaning
by itself—just as in nouns. Man or white does not signify time, but walks and has walked
connote present and past time respectively.

A case (or inflection) of a noun or verb is that which signifies either of or to a thing and the like;
[20] or gives the sense of one or many e.g. men and man; or else it may depend on the delivery,
for example question and command. Walked? and Walk! are verbal cases of this kind.

A phrase is a composite sound with a meaning, some parts of which mean something by
themselves.

It is not true to say that every phrase is made up of nouns and verbs, e.g. the definition of man;
but although it is possible to have a phrase without verbs, yet some part of it will always have a
meaning of its own, for example, Cleon in Cleon walks.

A phrase may be a unit in two ways; either it signifies one thing or it is a combination of several
phrases. The unity of the Iliad, for instance, is due to such combination, but the definition of
man is one phrase because it signifies one thing.

Nouns are of two kinds. There is the simple noun, by which I mean one made up of parts that
have no meaning, like yfj, and there is the compound noun.

These may be made up either of a part which has no meaning and a part which has a
meaning—though it does not have its meaning in the compound—or of two parts both having a
meaning.

A compound noun may be triple and quadruple and multiple, e.g. many of the bombastic names
like Hermocaicoxanthus. [1] ...

Every noun is either ordinary or rare or metaphorical or ornamental or invented or lengthened
or curtailed or altered.

An ordinary word is one used by everybody, a rare word one used by some;

so that a word may obviously be both ordinary and rare, but not in relation to the same people.
olyuvov, for instance, is to the Cypriots an ordinary word but to us a rare one.

Metaphor is the application of a strange term either transferred from the genus and applied to
the species or from the species and applied to the genus, or from one species to another or else
by analogy.

An example of a term transferred from genus to species is Here stands my ship. Riding at
anchor is a species of standing.

An example of transference from species to genus is Indeed ten thousand noble things
Odysseus did, for ten thousand, which is a species of many, is here used instead of the word
many.

An example of transference from one species to another is Drawing off his life with the bronze
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and Severing with the tireless bronze, where drawing off is used for severing and severing for
drawing off, both being species of removing.

Metaphor by analogy means this: when B is to A as D is to C, then instead of B the poet will say D
and B instead of D.

And sometimes they add that to which the term supplanted by the metaphor is relative. [20] For
instance, a cup is to Dionysus what a shield is to Ares; so he will call the cup Dionysus'’s shield
and the shield Ares’ cup.

Or old age is to life as evening is to day; so he will call the evening day’s old-age or use
Empedocles’ phrase; and old age he will call the evening of life or life’s setting sun.

Sometimes there is no word for some of the terms of the analogy but the metaphor can be used
all the same. For instance, to scatter seed is to sow, but there is no word for the action of the
sun in scattering its fire. Yet this has to the sunshine the same relation as sowing has to the
seed, and so you have the phrase sowing the god-created fire.

Besides this another way of employing metaphor is to call a thing by the strange name and then
to deny it some attribute of that name.

For instance, suppose you call the shield not Ares’ cup but a “wineless cup.”. ..

An invented word is one not used at all by any people and coined by the poet. There seem to be
such words, eg. sprouters for horns and pray-er for priest.

A word is lengthened or curtailed, [1] the former when use is made of a longer vowel than usual
or a syllable inserted, and the latter when part of the word is curtailed.

An example of a lengthened word is ToAnog for ToAéwg and MnAnuadew for MnAeidou; and of a
curtailed word kptl and 6@, and e.g. pia yivetat dppotepwv 0.

A word is altered when the poet coins part of the word and leaves the rest unchanged, e.g.
SekLtepov kata padov instead of 6ELOv.

Of the nouns themselves, some are masculine, some feminine, and some neuter.
Masculine are all that end in N and P and X and in the two compounds of 2, ¥ and =.

Feminine are all that end in those of the vowels that are always long, for instance H and Q, and
in A among vowels that can be lengthened.

The result is that the number of masculine and feminine terminations is the same, for ¥ and =
are the same as 2.

No noun ends in a mute or in a short vowel.

Only three end in I, p€A, kKOppL, and TiETepL. Five end in Y. The neuters end in these letters and in
N and %.

The merit of diction is to be clear and not commonplace. The clearest diction is that made up of
ordinary words, but it is commonplace.

[20] An example is the poetry of Cleophon and of Sthenelus.

That which employs unfamiliar words is dignified and outside the common usage. By unfamiliar
I mean a rare word, a metaphor, a lengthening, and anything beyond the ordinary use.
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But if a poet writes entirely in such words, the result will be either a riddle or jargon; if made up
of metaphors, a riddle and if of rare words, jargon.

The essence of a riddle consists in describing a fact by an impossible combination of words. By
merely combining the ordinary names of things this cannot be done, but it is made possible by
combining metaphors. For instance, I saw a man weld bronze upon a man with fire, and so on.

A medley of rare words is jargon.

We need then a sort of mixture of the two. For the one kind will save the diction from being
prosaic and commonplace, the rare word, for example, and the metaphor and the ornament,
whereas the ordinary words give clarity.

[1]1 A considerable aid to clarity and distinction are the lengthening and abbreviation and
alteration of words. Being otherwise than in the ordinary form and thus unusual, these will
produce the effect of distinction, and clarity will be preserved by retaining part of the usual
form.

Those critics are therefore wrong who censure this manner of idiom and poke fun at the poet,
as did the elder Eucleides who said it was easy to write poetry, granted the right to lengthen
syllables at will. He had made a burlesque in this very style: scansion here and in the next
quotation not captured in original file; GRC May 1, 2026; captured the scansion

BTt d ]| prijv €180V Mdpa| Bwvdse | Bdsi| {ovta
oUk dv | V' epdjuevog tov | éketvou eENEBOpPOV.
Now to make an obtrusive use of this licence is ridiculous;

but moderation is a requisite common to all kinds of writing. The same effect could be got by
using metaphors and rare words and the rest unsuitably for the express purpose of raising a
laugh.

What a difference is made by the proper use of such licence may be seen in epic poetry, if you
substitute in the verse the ordinary forms.

Take a rare word or metaphor or any of the others and substitute the ordinary word; the truth of
our contention will then be obvious. [20] For instance, Aeschylus and Euripides wrote the same
iambic line with the change of one word only, a rare word in place of one made ordinary by
custom, yet the one line seems beautiful and the other trivial. Aeschylus in the Philoctetes wrote,

The ulcer eats the flesh of this my foot,

and Euripides instead of eats put feasts upon. Or take

I that am small, of no account nor goodly;

suppose one were to read the line substituting the ordinary words,
I that am little and weak and ugly.

Or compare

He set a stool unseemly and a table small.

with

He set a shabby stool and a little table,
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or the sea-shore is roaring with the sea-shore is shrieking.

Ariphrades again made fun of the tragedians because they employ phrases which no one would
use in conversation, like Swpdtwv &rmo instead of amnod Swudtwv and their 0€bev and éyw &€ viv
and Axt\\éwg TEpL for Tiepl AxIMAEwG, and so on.

[11 All that sort of thing, not being in the ordinary form, gives distinction to the diction, which
was what he failed to understand.

It is a great thing to make a proper use of each of the elements mentioned, and of double words
and rare words too, but by far the greatest thing is the use of metaphor.

That alone cannot be learnt; it is the token of genius. For the right use of metaphor means an
eye for resemblances.

Of the various kinds of words the double forms are most suited for dithyrambs, rare words for
heroic verse and metaphors for iambics.

And indeed in heroic verse they are all useful; but since iambic verse is largely an imitation of
speech, only those nouns are suitable which might be used in talking. These are the ordinary
word, metaphor, and ornament.

Now concerning tragedy and the art of representing life in action, what we have said already
must suffice.

We come now to the art of representation which is narrative and in metre. Clearly the story must
be constructed as in tragedy, dramatically, round a single piece of action, whole and complete in
itself, [20] with a beginning, middle and end, so that like a single living organism it may produce
its own peculiar form of pleasure.

It must not be such as we normally find in history, where what is required is an exposition not of
a single piece of action but of a single period of time, showing all that within the period befell
one or more persons, events that have a merely casual relation to each other.

For just as the battle of Salamis occurred at the same time as the Carthaginian battle in Sicily,
but they do not converge to the same result; so, too, in any sequence of time one event may
follow another and yet they may not issue in any one result.

Yet most of the poets do this.

So in this respect, too, compared with all other poets Homer may seem, as we have already said,
divinely inspired, in that even with the Trojan war, which has a beginning and an end, he did not
endeavor to dramatize it as a whole, since it would have been either too long to be taken in all at
once or, if he had moderated the length, he would have complicated it by the variety of incident.
As it is, he takes one part of the story only and uses many incidents from other parts, such as the
Catalogue of Ships and other incidents with which he diversifies his poetry.

The others, on the contrary, all write about a single hero or about a single period or about a
single action with a great many parts, the authors, [1] for example, of the Cypria and the Little
Iliad.

The result is that out of an Iliad or an Odyssey only one tragedy can be made, or two at most,
whereas several have been made out of the Cypria, and out of the Little Iliad more than eight,
e.g. The Award of Arms, Philoctetes, Neoptolemus, Eurypylus, The Begging, The Laconian
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Women, The Sack of Troy, and Sailing of the Fleet, and Sinon, too, and The Trojan Women.

The next point is that there must be the same varieties of epic as of tragedy: an epic must be
simple or complex, or else turn on character or on calamity.

The constituent parts, too, are the same with the exception of song and spectacle. Epic needs
reversals and discoveries and calamities, and the thought and diction too must be good.

All these were used by Homer for the first time, and used well. Of his poems he made the one,
the Iliad, a simple story turning on calamity, and the Odyssey a complex story—it is full of
discoveries—turning on character. Besides this they surpass all other poems in diction and
thought.

Epic differs from tragedy in the length of the composition and in metre.

The limit of length already given will suffice—it must be possible to embrace the beginning and
the end in one view, [20] which would be the case if the compositions were shorter than the
ancient epics but reached to the length of the tragedies presented at a single entertainment.

Epic has a special advantage which enables the length to be increased, because in tragedy it is
not possible to represent several parts of the story as going on simultaneously, but only to show
what is on the stage, that part of the story which the actors are performing; whereas, in the epic,
because it is narrative, several parts can be portrayed as being enacted at the same time.

If these incidents are relevant, they increase the bulk of the poem, and this increase gives the
epic a great advantage in richness as well as the variety due to the diverse incidents; for it is
monotony which, soon satiating the audience, makes tragedies fail.

Experience has shown that the heroic hexameter is the right metre. Were anyone to write a
narrative poem in any other metre or in several metres, the effect would be wrong.

The hexameter is the most sedate and stately of all metres and therefore admits of rare words
and metaphors more than others, and narrative poetry is itself elaborate above all others.

The iambic and the trochaic tetrameter are lively, the latter suits dancing and the former suits
real life.

[1] Still more unsuitable is it to use several metres as Chaeremon did.

So no one has composed a long poem in any metre other than the heroic hexameter. As we said
above, Nature shows that this is the right metre to choose.

Homer deserves praise for many things and especially for this, that alone of all poets he does
not fail to understand what he ought to do himself.

The poet should speak as seldom as possible in his own character, since he is not representing
the story in that sense. Now the other poets play a part themselves throughout the poem and
only occasionally represent a few things dramatically, but Homer after a brief prelude at once
brings in a man or a woman or some other character, never without character, but all having
character of their own.

Now the marvellous should certainly be portrayed in tragedy, but epic affords greater scope for
the inexplicable(which is the chief element in what is marvellous), because we do not actually
see the persons of the story.

The incident of Hector's pursuit would look ridiculous on the stage, the people standing still and
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not pursuing and Achilles waving them back, but in epic that is not noticed.

But that the marvellous causes pleasure is shown by the fact that people always tell a piece of
news with additions by way of being agreeable.

Above all, Homer has taught the others the proper way of telling lies, [20] that is, by using a
fallacy. When B is true if Ais true, or B happens if A happens, people think that if B is true A must
be true or happen. But that is false. Consequently if A be untrue but there be something else, B,
which is necessarily true or happens if A is true, the proper thing to do is to posit B, for, knowing
B to be true, our mind falsely infers that A is true also. This is an example from the Washing.

What is convincing though impossible should always be preferred to what is possible and
unconvincing.

Stories should not be made up of inexplicable details; so far as possible there should be nothing
inexplicable, or, if there is, it should lie outside the story—as, for instance, Oedipus not knowing
how Laius died—and not in the play; for example, in the Electra the news of the Pythian games,
or in the Mysians the man who came from Tegea to Mysia without speaking.

To say that the plot would otherwise have been ruined is ridiculous. One should not in the first
instance construct such a plot, and if a poet does write thus, and there seems to be a more
reasonable way of treating the incident, then it is positively absurd.

Even in the Odyssey the inexplicable elements in the story of his landing would obviously have
been intolerable, had they been written by an inferior poet. [1] As it is, Homer conceals the
absurdity by the charm of all his other merits.

The diction should be elaborated only in the idle parts which do not reveal character or thought.
Too brilliant diction frustrates its own object by diverting attention from the portrayal of
character and thought.

With regard to problems, and the various solutions of them, how many kinds there are, and the
nature of each kind, all will be clear if we look at them like this.

Since the poet represents life, as a painter does or any other maker of likenesses, he must
always represent one of three things—either things as they were or are; or things as they are
said and seem to be; or things as they should be.

These are expressed in diction with or without rare words and metaphors, there being many
modifications of diction, all of which we allow the poet to use.

Moreover, the standard of what is correct is not the same in the art of poetry as it is in the art of
social conduct or any other art.

In the actual art of poetry there are two kinds of errors, essential and accidental.

If a man meant to represent something and failed through incapacity, that is an essential error.
But if his error is due to his original conception being wrong and his portraying, for example, a
horse advancing both its right legs, that is then a technical error in some special branch of
knowledge, [20] in medicine, say, or whatever it may be; or else some sort of impossibility has
been portrayed, but that is not an essential error.

These considerations must, then, be kept in view in meeting the charges contained in these
objections.
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Let us first take the charges against the art of poetry itself. If an impossibility has been
portrayed, an error has been made.

But it is justifiable if the poet thus achieves the object of poetry—what that is has been already
stated—and makes that part or some other part of the poem more striking. The pursuit of
Hector is an example of this.

If, however, the object could have been achieved better or just as well without sacrifice of
technical accuracy, then it is not justifiable, for, if possible, there should be no error at all in any
part of the poem.

Again one must ask of which kind is the error, is it an error in poetic art or a chance error in
some other field? It is less of an error not to know that a female stag has no horns than to make
a picture that is unrecognizable.

Next, supposing the charge is That is not true, one can meet it by saying But perhaps it ought to
be, just as Sophocles said that he portrayed people as they ought to be and Euripides portrayed
them as they are.

If neither of these will do, then say, Such is the tale; for instance, tales about gods.

Very likely there is no advantage in telling them, and they are not true either, but may well be
what Xenophanes declared—all the same such is the tale.

[1] In another case, perhaps, there is no advantage but such was the fact, e.g. the case of the
arms, Their spears erect on butt-spikes stood, for that was then the custom, as it still is in Illyria.

As to the question whether anything that has been said or done is morally good or bad, this
must be answered not merely by seeing whether what has actually been done or said is noble or
base, but by taking into consideration also the man who did or said it, and seeing to whom he
did or said it, and when and for whom and for what reason; for example, to secure a greater
good or to avoid a greater evil.

Some objections may be met by reference to the diction, for example, by pleading rare word,
e.g. ouphag pev petov, for perhaps he means not mules but sentinels. And Dolon, One that
was verily evil of form, it may be not his deformed body but his ugly face, for the Cretans use
fair-formed for fair-featured. And again Livelier mix it may mean not undiluted as for drunkards
but quicker.

Other expressions are metaphorical, for example:

Then all the other immortals and men lay all night in slumber,
while yet he says:

Yea, when indeed he gazed at the Trojan plain AQamemnon
Marvelled at voices of flutes . . .

[20] All is used instead of many metaphorically, all being a species of many. And again, Alone
unsharing is metaphorical; the best known is called the only one.

By intonation also; for example, the solutions of Hippias of Thasos, his §iopev &¢ ol and 0 pév
o0 katamnyBstat dPBPwW;

and by punctuation; for example, the lines of Empedocles:
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Soon mortal grow they that aforetime learnt
Immortal ways, and pure erstwhile commingled.
Or again by ambiguity, e.g. mapwyxnkev 8¢ TMAéw VUE, where TA&iw is ambiguous.

Others according to the habitual use of the phrase, e.g. wine and water is called wine so you get
the phrase greaves of new-wrought tin; or workers in iron are called braziers, and so Ganymede
is said to pour wine for Zeus, though they do not drink wine. This last might however be
metaphorical.

Whenever a word seems to involve a contradiction, one should consider how many different
meanings it might bear in the passage, e.g. in There the bronzen shaft was stayed, we should
ask in how many ways being stayed might be taken,

interpreting the passage in this sense or in that,

and keeping as far as possible from the attitude which Glaucon describes [1] when he says that
people make some unwarrantable presupposition and having themselves given an adverse
verdict proceed to argue from it, and if what they think the poet has said does not agree with
their own preconceived ideas, they censure him, as if that was what he had said.

This is what has happened in the case of Icarius. They assume that he was a Spartan and
therefore find it odd that when Telemachus went to Sparta he did not meet him. But the truth
may be, as the Cephallenians say, that Odysseus married a wife from their country and that the
name was not Icarius but Icadius. So the objection is probably due to a mistake.

In general any impossibility may be defended by reference to the poetic effect or to the ideal or
to current opinion.

For poetic effect a convincing impossibility is preferable to that which is unconvincing though
possible.

It may be impossible that there should be such people as Zeuxis used to paint, but it would be
better if there were; for the type should improve on the actual.

Popular tradition may be used to defend what seems irrational, and you can also say that
sometimes it is not irrational, for it is likely that unlikely things should happen.

Contradictions in terms must be examined in the same way as an opponent’s refutations in
argument, to see whether the poet refers to the same thing in the same relation and in the
same sense, and has contradicted either what he expressly says himself or what an intelligent
person would take to be his meaning.

It is right, however, to censure both improbability and depravity where there is no necessity and
no use is made of the improbability. [20] An example is Euripides’ intro duction of Aegeus or(of
depravity)the character of Menelans in the Orestes.

The censures they bring are of five kinds; that things are either impossible or irrational or
harmful or inconsistent or contrary to artistic correctness. The solutions must be studied under
the heads specified above, twelve in number.

The question may be raised whether the epic or the tragic form of representation is the better.

If the better is the less vulgar and the less vulgar is always that which appeals to the better
audience, then obviously the art which makes its appeal to everybody is eminently vulgar.
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And indeed actors think the audience do not understand unless they put in something of their
own, and so they strike all sorts of attitudes, as you see bad flute-players whirling about if they
have to do the Discus, or mauling the leader of the chorus when they are playing the Scylla.

So tragedy is something like what the older school of actors thought of their successors, for
Mynniscus used to call Callippides the monkey, because he overacted, and the same was said of
Pindarus.

[1] The whole tragic art, then, is to epic poetry what these later actors were compared to their
predecessors, since according to this view epic appeals to a cultivated audience which has no
need of actor's poses, while tragedy appeals to a lower class. If then it is vulgar, it must
obviously be inferior.

First of all, this is not a criticism of poetry but of acting: even in reciting a minstrel can overdo his
gestures, as Sosistratus did, or in a singing competition, like Mnasitheus of Opus.

Besides it is not all attitudinizing that ought to be barred any more than all dancing, but only the
attitudes of inferior people. That was the objection to Callippides; and modern actors are
similarly criticized for representing women who are not ladies.

Moreover, tragedy fulfils its function even without acting, just as much as epic, and its quality
can be gauged by reading aloud. So, if it is in other respects superior, this disadvantage is not
necessarily inherent.

Secondly, tragedy has all the elements of the epic

—it can even use the hexameter—and in addition a considerable element of its own in the
spectacle and the music, which make the pleasure all the more vivid;

and this vividness can be felt whether it is read or acted.

[1] Another point is that it attains its end with greater economy of length. What is concentrated
is always more effective than what is spread over a long period; suppose, for example,
Sophocles’ Oedipus were to be turned into as many lines as there are in the Iliad.

Again, the art of the epic has less unity, as is shown by the fact that any one epic makes several
tragedies. The result is that, if the epic poet takes a single plot, either it is set forth so briefly as
to seem curtailed, or if it conforms to the limit of length it seems thin and diluted.

In saying that epic has less unity I mean an epic made up of several separate actions.

The Iliad has many such parts and so has the Odyssey, and each by itself has a certain
magnitude. And yet the composition of these poems is as perfect as can be and each of them
is—as far as an epic may be—a representation of a single action.

If then tragedy is superior in these respects and also in fulfilling its artistic function—for
tragedies and epics should produce not any form of pleasure but the pleasure we have
described—then obviously, since it attains its object better than the epic, the better of the two is
tragedy.

This must suffice for our treatment of tragedy and epic, their characteristics, their species, their
constituent parts, and their number and attributes; for the causes of success and failure; and for
critical problems and their solutions. . ..
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