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Aristotle Politics VIII 7. 1341 b19 - 1342 b 34.
1. Harmonies and rhythms

After the chapter on unwelcome instruments - namely all instruments with the
exception of the seven stringed lyre - Aristotle embarks on the inquiry of harmonies,
melodies and rhythms. This last chapter of Politics is interspersed with many references
on the various sources used and is conveniently analysed following the hints given by
these references. At the beginning, Aristotle gives a sketch of his program: "We must
now turn then, to consider the harmoniai and the rhythms [in general] and with respect
to education. We must ask wether all the harmoniai and all the rhythms should be used,
or wether a division should be made, and next wether the same division should be
prescribed by the people who take pains about education (10l¢ P0G TTaideiav
diatrovolal), or if they need a different one" (1341 b19-23, translation Barker).

Of course the starting point here is again the chapter about music in Plato's
Republic (111 399-400). But unlike Plato, Aristotle does not forget, as we shall see later,
that there is music outside the educational program for children also. Music for children
has to admit the most severe restrictions, while the adult free citizen (0 €Ae09epoc¢ kal
Temadeupévoq) is able to listen to music with more license. For the working people
(Bavauool kai 9ATEC) there are no restrictions at all. This way Aristotle is able to accom-
modate his educational programm better than Plato to the realities of life and the
situation of his time.

It is interesting also, that Aristotle, unlike Plato, does not limit his analysis to
harmoniai and rhythm, but considers peAwdia also, like Aristoxenos, who treated
pehoTrolia as the last chapter of harmonics:! "Thirdly, as we see that music consists in
melodic composition and rhythms, we must neither forget the educative power that each
of them has, nor neglect to ask whether music with good melody or music with good
rhythms is to be preferred" (1341 b 23-26, translation Barker). The last sentence
reminds us of a perhaps aristoxenian dictum of De Musica: "Nowadays people's interest
is in the melody, whereas in the past they concentrated on the rhythm" (ol y&v yap vov

@IAopeAelc, ol 5€ ToTE PINOPPUYUOI; De Musica 1138 BC, translation Barker).

1See Cleonides 1. 179 Jan, 14. 207 Jan.



When checking this program of Aristotle against the rest of Politics, we have to
admit that Aristotle only accomplished his model of different strata of music, which
match the needs of the different strata of the people in the ideal state. About the moral
qualification of rhythms and melopoiia we read nothing. Besides, the following pages
are a medley of quotations from different sources, to which Aristotle is content to refer:
"Now since | believe that many excellent things have been said about these matters
both by some contemporary musical experts (TQv 8¢ vOv poudik@v €vioug) and by
those philosophers who have been well acquainted with education in music, | shall hand
over to them the people who wish to pursue a precise account of every detail, and deal
with the issues only in general terms for the present, stating no more than their outlines"
(1341 b27-32, translation Barker). The philosophers quoted here might be Damon, Plato
and Heraclides Ponticus, the contemporary musicologists (ot vDv) Aristoxenos and
others.

Aristotle adopts from philosophers a threefold division of melodies, for which we
cannot quote a definite source: "We accept the division of melodies that various philoso-
phers make, classifying some as moral (91kd), some as invigorating (TTpakTikd) and
some as inspirational (€vSouoiaoTikd). They set out also the type of harmonia that is
appropriate to each of them, a different one for each type of melody" (1341 b32-36,
translation Barker). The obiter dictum of Aristotle, that solo-dancing is able to imitate
A9n kal adn kat pdaceic (Poetics 1447 a28), or Aristotle's typology of Epos and
tragedies (Q1An, TremAeypévn, NIk, TadnTikn: 1455 b32-37 and 1459 b7-09) does not
help.

2. Paideia, Diagoge and Katharsis.

Aristotle takes pains to reconcile the division of his source with his own threefold
division of the aims of music, which he gives first in chapter 5 as maideia, maidia (=
avdrmrauoic = A0Tn¢ latpeia) and Siaywyn (1339 b13/14). This division recurs with
modifications in chapter 7 as Traideia, kdSapaoi¢ and diaywyn (= &vamrauoig): "But we
say that music should be used to give benefits of several sorts, not just one: it should
aim at both education (Traid¢ia) and ka9apaoi¢ (I shall not now [vOv p&v] enlarge on what
| mean by ka9apoic, but | shall explain it more clearly later [TTéAIv ...€poDuev], in my

work on Poetics), and thirdly at amusement (diaywyr) for the sake of relaxation (Gveoiv)



and relief from tension (&vdmauoiv)"(1341 b36-41, translation Barker).

The meaning of kd9apaoig in the Poetics of Aristotle shall be explained at the end
of this paper. It is interesting that Aristotle refers in the Politics to the Poetics as a
treatise which he has not yet written. This means that the layer of Politics we are
dealing with now, is still older. Thus, the meaning of the terminus kd9apaoig must be
explained first only on the basis of Politics. The terminus kadSapoic itself was coined
before Aristotle. The simple word kaSaipw (to clean, purge) has many derivations.
Interesting is kd9appa in the sense of ritual purification in the Eumenides of Aeschylus
(458 B.C), where Apollo cleanses Orestes from blood-guilt (uuoog) by washing his
hands with the blood of a just butchered young pig.” Aristotle himself uses kd9apai¢ in
the sense of ritual purification of Artemis polluted by Orestes.* Very often ka9apoi¢ is
used as a medical term,* denoting the exsecretion of morbid humours with the help of a
medicament, the effect of which in the body is described in the Problemata as k&Sap-
o1¢,” which might be the evacuation (kouieaSai) of a full stomach by an emetic, of
excrements by a laxative, or of a surplus of bile by a cure with hellebore.’

Aristoxenos ascribed the terminus kd9apoi¢ to the Pythagoreans, who used
medical means for the therapy of the body, and musical means for the therapy of the
soul.” Aristoxenos himself seems to have used music for psychotherapy, as Theophrast
in a treatise About the Enthousiasmos mentioned.* Musical therapy is ascribed also to
Damon in a story, which sneaked later into the biography of Pythagoras himself: Damon
encountered an aulos-girl playing a phrygian melody for tipsy youngsters who were
behaving crazily. After he had ordered her to play a dorian melody instead, they stopped

immediately their mad behaviour.’ It is interesting to see that the musical therapy

2Eumenides 283: ®oiBou kaSapuolc AAGON XOIPOKTOVOIC.

3Aristotle, Poetics 1455 b13-15: olov &v 1¢) “OpéaTtn 1) Havia d1” AC EAfedn (IT 260-339) kal f) cwTnpia
01 TAC ka9dapoewc (IT 1033-1055; 1163-1221).

4See Hellmut Flashar, "Die medizinischen Grundlagen der Lehre von der Wirkung der Dichtung in der
griechischen Poetik", in: Hermes 84 (1956) 12-48.

5Ps.Aristotle, Problemata 864 a31 ff: kal kaheltal TodTO K&GSaPOIC.

6See Horace Sat. Il 3.82/83, A.P. 300-3002.
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9Galen De Hipp. et Plat. 5, 455 Mliller; Martianus Capella, De nuptiis Philologiae et Mercurii 9, 926 Eys-
senhardt. Die Geschichte wird auf Pythagoras bezogen von Philodem De Musica col. 42,39-45.p. 69



attributed to Damon uses the method of allopathy: in order to check the enthousiastic
effect of phrygian melodies the aulos girl has to play a stately Dorian melody.'* We shall
see, that the musical kd9apai¢ of Aristotle uses instead a homoeopathic method.

Unlike Plato, who banishes in the Republic (399) all harmonies except the Dorian
and the Phrygian, Aristotle is able by his threefold division of aims of music, to use all
possible harmonies, by distributing them on different levels: "It is clear, then, that all the
harmoniai should be used, but not all of them in the same way. The most moral ones
(A91kwrtatai) should be used for education, while the most invigorating (TrpakTikai) and
inspirational (€v9ouaidaoTikal) ones should be used when we listen to other people per-
forming (1342 a1-4, translation Barker). Thus, the case of educational music, TTaidgia,
seems settled: children must learn to sing and to play the lyre themselves, using morally
appropriate harmonies like the Dorian and the respective melodies and, as we may
guess, appropriate rhythms, in order to develop the ability to judge about good and bad
music.

The two other aims of music, kd9apai¢ and diaywyr), need more explication.
Aristotle assumes that the soul of every man is affected by passions (11a9n) like pity,
fear and inspired ekstasy, though with different intensity. It is important that these three
passions are mentioned as examples (olov £AeoC, PAPOC Kal Evlouciaoudc), without
excluding other similar passions. We notice that the definition of the tragedy in the
Poetics (d1' €EAéou kal eoPou Trepaivouaa THV TV ToloUTwV TTadnudTtwy kaSapaoiv: 1449
b27/28) is prepared. But here Aristotle selects the év9ouaiaoudg as example: (1342 a7-
11, translation Barker): "Some people are capable of being entirely possessed by this
last disturbance (kivnoicg), but we observe that when these people make use of
melodies that greatly excite the soul (¢€opyialouoi péAeat), out of the resources of
sacred melody (lep®v peA@v), they are put right again, just as if they had been given
medication and purgation (®OoTep latpgiag TuxovTag Kal Kaddpoewc).

This example makes evident that the aristotelian terminus k49apoi¢ has a
twofold root, namely ritual and medicine. Besides, it appears that the aristotelian

treatment by kd9apoi¢ is a homoepathic one. Enthousiasmos is created by orgiastic

Delattre, Cicero De consiliis suis, fr. 2 Orelli; Quintilian Institutio Oratoria 1, 10, 32, Boethius Institutio
Musica 1, 1.

10See Andrew Barker, Psicomusicologia nella Grecia antica, a cura die Angelo Meriani, Napoli 2005,
Guida editore, 141.



melodies. The soul is discharged (kou@ilecOai) of it by an emotional crisis, which is
provoked by still more supply of the same orgiastic music. This is the peculiarity of the
aristotelian kd8apoic, which is far away from the primitive allopathy (Dorian against
Phrygian) attributed to Damon (see above).

But the passions pity and fear and other similar passions are not forgotten. They
may be aroused and treated in the same way as the enthousiamos by listening to the
respective melodies, which are not specified here, and after an emotional crisis the
afflicted shall be discharged of the respective passions: "This must also happen to those
who are particularly prone to pity or fear or emotion of any kind (To0G €Aerjuovag kal
TOLC QoBNTIKOLC Kal ToLG BOAWC TTadnTIkoUg) and to others to the extent to which such
things affect them: katharsis and alleviation come to all, and plesure with them" (1342
a11-15, translation Barker). Again we see that pity and fear are only examples for a
wider range of possible passions. The terminus for the discharge after the emotional
crisis, kouiCeaSal, is borrowed from the medicine, as we can see in the Pseudo-
Aristotelian Problems." It is important that the discharge of the respective passions is
bound up with pleasure (kou@ileoSai yet’ AdOVAC).

Thus, the case of the enthousiastic melodies is settled also. Their aim is the
release of passions by homoeopathic musical therapy, which was usual in the bacchic
ritual with phrygian aulos-music, as we shall see. About the invigorating melodies
(TrpakTIKO MEAN) Aristotle has nothing to say - if we do not adopt a convincing correction
of the transmitted text by Sauppe: "In the same way invigorating melodies also provide
harmless delight for people (Opoiw¢ & Kal T PEAN TO TTPAKTIKA [Sauppe; kaSapTiKa
codd.] mapéxel xapav aBAapr Tolc dv9pwTroig; 1342 a15/16, translation Barker). Thus,
the invigorating melodies have found their aim also: it is harmless pleasure which
contributes to amusement (Siaywyn), for the sake of relaxation (&veoiv) and relief from
tension (&vamauaoiv), thus affording a good way of life..

3. The spectators in the theater.
Aristotle does not specify the musical means for enthousiastic and invigorating

melodies. He requests only the permission for the contestants in the theater, to use the

11Problems 868 a36: kou@ilea9ai £k TRV TrepITTwudTwy (about the exsecretion of superfluous humours);
873 b21/22: map’ avTolg & yevouevol ol adToi, koupiaSévreg ToD aSouc (after intoxication by
drunkennes).



respective harmoniai and melodies. This leads to a lengthy excursus about the
spectators of theatrical performances, which consist of free and educated men
(€Ae0Sepol kal reTraideupévol) on the one hand, of vulgar people, artisans, hired
menials and similar folks on the other hand (1342 a19-21), which must have their
spectacles and contests for relief from tension (&vamauoig) also. The souls of these
folks are said to be bent away from their natural composure, just as there are deviating
harmonies and melodies which are high-pitched and over-chromatized. But as
everybody enjoys pleasure according to his nature (TToiel € fdovrv £KACTOIG TO KATA
@Ualv oikelov), the contestants in theatrical spectacles must have the liberty to use this
kind of music in front of this class of spectators also.

This section reminds us of a puzzling chapter in Plato's Laws, where he installs
different competitions for choral lyric and dance for children, young men and maidens
on the one hand, and monodic genres on the other hand, which are imitative (Trept
hovwdiav Te Kal YiunTiIkAV). These competitions are reserved for Rhapsodes,
Citharodes and Aulos-Players."* Aristotle however, in order to defend the theatrical
spectacles against Plato, admits only the lower class and adult citizens as listeners of
envigorating and enthousiastic music in the theater, while he limits the music for
children: "But for education, as we have said, we must use those melodies that are
moral, and harmoniai of the same sort. The Dorian is of this kind, as we said earlier [sc.
1340 b3/4]" (1342 a28-30, translation Barker). But this does not exclude other
harmonies, insofar as they may be qualified as moral.

4. Two Polemics against the Socrates in the Republic.

It is puzzling that Aristotle seems to loosen his strict norm, the privileged position
of the Dorian harmonia in education, in the last sections of Politics. This might perhaps
find an explanation by a new source: "But we should accept any other harmonia that is
recommended to us by those who are participants in the pursuits of philosophy and in
musical education (1342 a 31 déxea9ail o€ del kGv Tiva AAANV AUV dokiydldwaiv ol
Kolvwvol TAG &v @idoco@iqa diaTpIBR¢ kal TAG TTepL Jouaiknv Traideiag, translation
Barker). Earlier, Aristotle had already quoted contemporary musical experts (1341

b27/28: v d¢ vDV pouoikWv €viouc). We have to ask if the "participants in the

12Plato, Laws 6, 764-766).



pursuits of philosophy" quoted for the polemics against the Socrates of the Republic in
the last sections of Politics might be identified with Aristoxenos, the pupil of Aristotle.
Therefore, we have to establish the biography of Aristoxenos:"

Aristoxenos was born in Tarentum. His floruit is the 111™ Olympiad = 336-332
B.C. (Fr. 1 Wehrli). He went from Mantinea to Corinthus, where he met Dionysius Il after
344 B.C. His visit to Thebes (Fr. 6 Wehrli) cannot be dated. When Aristotle entered the
Platonic academy (367 B.C.) Aristoxenus was about 5 years old. When Plato died (347
B.C.) Aristoxenus was about 25 years old. This excludes an early contact of Aristoxenus
with Aristotle. Later, Aristoxenus was pupil of Aristotle (Fr. 1/ 2 Wehrli) in the peripatos
(335/34-322). After the death of Aristotle in 322 B.C. he applied for succession and
made scandalous remarks about the election of Theophrastus (Fr. 1 Wehrli). Never-
theless, he was pupil of Theophrast also and mapdaaoito¢ of Neleus (Fr. 62 Wehrli). Thus,
the older stratum of Politics, which we should like to assign to the adademic period of
Aristotle (see above), cannot have been influenced by Aristoxenos. But it is possible
that Aristotle later, after the foundation of his own school, the Peripatos, reworked the
end of his manuscript (1342 a30-42 b34), wishing to integrate suggestions of his pupil
Aristoxenos.

The first polemic against the Socrates of Plato points to an inconsequence:
Socrates retains in the musical chapter of the Republic (IIl 399) only the Phrygian along
with the Dorian (00 KaA@G TNV @puyIoTL pévnv KataAeitrel et TAG dwpioTi), while he
dismisses all high-pitched and low-pitched harmonies."* On the other hand Socrates
banishes the aulos, the phrygian instrument katr™ €Zoxrjv, from the ideal state. This is
the introduction of an interesting excursus on the phrygian harmonia (1342 b3-12):

"Among the harmoniai the Phrygian has the same power as does the aulos
among instruments: both induce ecstasy and emotion (6pylaoTika kal TadnTikd). For all
bacchic revelry and all dancing of that sort is done to the auloi more than to any other
instrument, and this things also find what is appropriate to them in phrygian melodies,
out of all the harmoniai. Poetry itself makes it clear how the dithyramb is by common

consent a phrygian form" (1342 b1-7, translation Barker).

13See Wehrli (1967), Fr. 1-9. S. 47/48.

14Plato Republic 398 e: Tivec oDv 9pnvWdeIC &ppoviai .. HEIEOAUBIOTI ... kal oUVTOVOAUBIOTi ... Tiveg olv
paAakai T Kal gupTroTIKal TRV &puoviQV; laaTi ... kal AudioTl av TIveG xaAapal kaAoDvral.



After this Aristotle adopts from his source (TToAAQ TTapadeiyuata Aéyouaiv ol Trepl
TNV oUveolv TaUTNV) an example, a story about Philoxenus' dithyrambus Mysians."
According to it Philoxenus tried to compose his Mysians in dorian harmony, but the
nature of the dithyrambus itself (0TT0 TAG @Uoew¢ avTA ) forced him back to the
appropriate phrygian harmonia.'® The nucleus of this story might have been that
Philoxenus used in the Mysians bold modulations of tonality. Indeed, for the dithyrambs
of Philoxenus, Timotheus and Telestes modulations from Dorian to Phrygian and Lydian
are attested."” This is confirmed by an other version of the same story, told evidently by
Aristoxenus,'® mentioning Philoxenos as an example for modulations from Hypodorian
to Phrygian and Hypophrygian and finally to Dorian and Hyperdorian in his Mysians.
This variant of the story makes sense. Evidently it was wrongly understood by Aristotle
as a proof for the cogent phrygian nature of the dithyrambus. The whole excursus about
Phrygian must be integrated into the context of the Aristotelian polemic against the
Socrates of Plato, who positioned Phrygian on a par with Dorian in the Republic (Il 399)
at the expense of the other, perhaps better qualified harmoniai.

Finally, Aristotle finds some new qualities of Dorian (1342 b12-17): it is not only,
according to general consent, the most steadfast and manly harmonia, but keeps also
the middle position between the high-pitched and low-pitched harmonies. This is a
central aristotelian idea (€11 8" €1rel TO péoov pev TV DTTEPROAQV ETTaIvODEV Kal
xprvail dikeiv auev, 1342 b14/15). Therefore the Dorian must be privileged in the
education of the youth. Yet, this does not exclude other harmoniai, as we shall see
immediately. Only the Phrygian is ruled out completely by Aristoteles.

The last section (1342 b17-34) is framed by two new aspects (okdtrol, dpol), the
possible (duvartov) and the proper (TTpétrov), which are completed at the end to three by
the aristotelian péoov: "everyone should set his hand to things that are possible and
things that are fitting" (1342 b18-20, translation Barker). As this section seems to
contradict the norm Aristotle has set out earlier (1342 a27-29) by admitting low-pitched

harmoniai (Gveiyévag apuoviag) with regard to elder people, and the high-pitched

151342 10 &819UpapBov ToLG MuooUc Reiz, Schneider, d19Upaupov ToLg pudoug codd.
16For the Mysians see West (1992) 364/65.
17Dionysius of Halicarnassus, De comp. Verb. 131 f.

18Pseudo-Plutarch De Musica 1142 F: 6 ToinTA¢ {sc. Philoxenos}, olov &imelv, £v Muoolc (Bergk, év
pouooIC vel youoaig codd.).



variety of the Lydian to the children, Susemihl has attributed the whole section to an
interpolator. We might prefer to attribute it again to a suggestion of Aristoxenos, which
was imperfectly integrated by Aristotle: "For this reason some musical experts quite
fairly find faults with Socrates for excluding the relaxed harmoniai from education" (1342
b 23: 310 KOAQG EMMPQOI KAl TODTO ZWKPATEI TRV TTEPL TNV HOUCIKAV TIVEG, OTI TOG
Avelpévac apuoviag dmodokiudosiey i¢ THV TTaideiav; translation Barker). With <trepl
TAV MOUGIKAV TIVeG> Aristotle might point to the same person as Ot koivwvol TAG &v
@iAoco@ia diatpIBAC kal TAG Tepl TNV Youaiknv Traideiag (1342 a31/32). The source
for the story told about Philoxenus' Mysians (1342 b8/9 ol Trepl Tr\v gUveaiv TadTnV) is,
as we have seen, Aristoxenus (see above). A parallel to the two polemics against the
Socrates in the Republic might point in the same direction:

In chapters 17-22 of De Musica of Pseudo-Plutarch the source, Aristoxenus, tries
to explain by a series of examples, why the representatives of good old music, the
TraAaioi, used only a restricted compass of musical means: it was not because of
ignorance (ouk Gyvoiq) but because of deliberate preference (Trpoaipeoic). This pattern
(o0Ok &yvolq, &AAG Bid TTpoaipeaiv) permeates the whole section and is extended to
Plato also."” The last example stresses "that it was not through ignorance or lack of
familiarity with them that Plato rejected the other styles, but because they were
unsuitable for the kind of state he discusses" (Aedeiypévou &' 81 6 MAGTWYV 00T Ayvoiq
o0T' dmeipiq T AAAa TTapnTACATO, GAN' WG 00 TTPETTOVTA <TA> TOIAUTN TTOAITEIQ,
translation Barker). The 1rpoaipeoig of Plato, his will to regulate the education of the
soldiers of the Ideal state, is clear enough. And the first example connects the dyvoia-
TTpoaipeaiG-pattern with Aristoxenos:

"Since one of these harmonies [tense Lydian] is mournful and the other [slack
Lydian] dissipated, it was only to be expected that Plato would reject them, and select
Dorian as beeing appropriate for warlike and temperate men. This was most certainly
not, as Aristoxenus says in the second book of his work On Music, because Plato was
ignorant of the fact that the other two harmoniai can also be of use to a well-ordered

state" (1136 EF: ToUTtwv dn TQV aGppoviQv TAC pev 9pnvwdikAg Tivog obong, TAG &'

19De Musica 1136 E (Plato), 1137 A (TraAaioi, Olympus, Terpander), 1137 B (TraAaioi), 1137 D (Olympus,
mraAaioi), 1137 E (Aeschylus, Phrynichus, Pancrates), 1137 EF (Pancrates: o0 &' yvoiav o0v dnAovorTi,
AAAG B1 TRV TTpoaipealv dTreixeTo), 1138 A (contemporary conservatice componists: 81 TTpoaipeaiv),
1138 (ol TaAaiol oD dI' &yvoiav, AN S1& TTpoaipeaiv &teixovto), 1138 E (Plato).



EkAeAupévng, elkoTwG O MAGTWY TTapAITNOAUEVOC aLTOC THV AWPIOTL WG TTOAEUIKOLG
Avdpdol kal owepoaiv dpudlouaav elAeTo, 00 P AI° &dyvonoag, we  AploTdEevdg
PNoIv &v T() deUTEPW TRV HouaIkQV [Fr. 82 Wehrli], &T1 kal &v Ekeivaic T XpAoIHoV AV
TIPOC TToAITeiav QUAAKIKNV; translation Barker).

The link between Aristoxenus in De Musica and Aristotle's Polemics against the
Socrates in the Republic is the admission of low-pitched and high-pitched harmoniai
beside the Dorian instead of the orgiastic Phrygian. But while Aristoxenos tries to
explain the musical poverty of the platonic Ideal State by Plato's Trpoaipeoic despite his
better knowledge, the sources of Aristotle attack the platonic Socrates overtly (1342
a33: oL KOARC; 1342 b23: kaAQC¢ émmp®ol). This does not exclude the possibility that
we read in both polemics against Socrates suggestions of Aristoxenus.?

For the admission of slack Lydian and tense Lydian the Politics offer a weak
excuse "For the sake, then, of a later stage of their lives, that of old men, people should
practise harmoniai and melodies of these kinds too, and also any other such harmonia
there may be that is suitable for children's time of life because of its capacity to contain
both elegance and educativeness together, something that seems to apply to the [tense]
Lydian harmonia more than to any other" (1342 b27-33: ()aTe kal TTPOG TNV £00PEVNV
AAIKiav, TAV TOV TTPeaBuTépwy, del Kal TRV ToloUTwV dpuovi®v amrteaal kal TRV
HEAQV TV ToloDTWV. €11 & €l TIC €0TI TOIQUTN TWV APPOVIQWV 1) TIPETTEI TH TWV TTAIdWY
AAIKIQ 31t 1O dUvaodal kdopov T Exelv &ua kal Traideiav, otov ) AudIoTL gaiveTal
mremmovOéval paliota TV ApuoviQy ... translation Barker). After that there follows
nothing more than a nonsensical repetition of the okdtol (6poi) of education, the péoov,
duvatov and Trpétov, which leaves all open questions unanswered. Perhaps the
librarian, who was in charge to assemble the posthumous papers of Aristotle, tried to
give the unfinished book 8 of Politics by this repetition some kind of conclusion. At all
events, the syntax of the end of book 8 is chaotic: for the protasis &1 & €l Ti¢ €oTi ...
héaAioTa TV appoviv cannot be followed by the apodosis dfjhov 011 ToUuToUC Bpoucg
TPpelC TToINTéov £l¢ TRV Traideiav, T Te péoov Kal TO duvaTov Kal To Trpétrov. Therefore
Susemihl suspected a lacuna before dfjAov.

5. The Katharsis in Aristote's Politics and Poetics.

20For a different reading of the clause W¢ ~ApioTo6gevOC enaiv see Angelo Meriani, Sulla Musica Greca
Antica, Napoli 2003, 72-74.



Aristotle was content in Politics 1341 b38-40 to explain the meaning of kd9apaoiIg
in general (vOv pgv &mAG) and promised to deal with it more clearly in his treatise on
poetry (€poDuev cagéaTtepov). But in the Poetics as they are transmitted, kd9apoig
appears only twice, once in the familiar sense of ritual purification,?' and once more in
the famous definition of the tragedy, which is understood as a imitation of a serious
action ... producing by pity and fear a katharsis of such emotions (1449 b24-28:
TPayWdia PiunoIg TTpdagewc otoudaiag ... &I €Aéou Kal @oBou TTepaivouaa TNV TWV
Tol0UTWYV TradnuaTwy k&d9apaiv). The first book of Poetics deals with poetry in general,
tragedy and epic poetry, while the second book of Poetics, which is lost, treated
comedy. As it is extremely improbable that Aristotle attributed to comedy something like
katharsis,” we have to understand his definition of tragedy on the basis of his
comments on katharsis in Politics, which is possible:

Aristotle mentions the terminus kd9apoi¢ first (1341 b38-41) as one of the three
aims of music, which are education (Traideia), connected with moral (9ikai) harmonies
and melodies, purgation (kd9apai¢), connected with inspirational (¢v9ouaiaaTikai)
harmonies and melodies, and finally amusement (diaywyn) for relaxation (&veoic) and
relief from tension (cuvToviag avamauoic), connected with invigorating (TrpakTIKai)
harmonies and melodies.

Enthousiastic music is linked with the auloi and the phrygian harmonia and thus
intimately connected with bacchic rites (1342 b1-6). Both are able to induce ecstasy
(6pylaoTikd) and emotion (TradnTikd). The emotions aroused by enthousiastic music
may be pity (£Aeoc), fear (p6Bo¢) and ecstasy (€vOouoiaoudc). People who are prone
to excess in such affections can receive a therapy by listening to more enthousiastic
music (£€opyiadovTa YéAn) out of the store of dionysiac melodies (iepd péAn) until they
are discharged of their emotions (kd8apoi¢), as if they had received a medicament
(Qotrep latpeiag Tuxovrag kal kaSdpoeswc). But the same mode of operation is
effective with ordinary people: they also are discharged by enthousiastic music of their
respective emotions by kd9apaic, which is pleasing evacuation (kouileaSai yed’

Nndovic). All in all, it appears that the aristotelian notion of katharsis has its roots as well

21Poetics 1455 b14/15; see above p.m.

22See Egert P6himann, "Die Komddie und die Klassik", in: Egert Péhimann, Studien zur Biihnendichtung
und zum Theaterbau der Antike, Frankfurt am Main 1995, 213-226.



in ritual as in medicine. A similar mode of operation is attributed to the invigorating
(TTpakTIKA) harmonies and melodies (1342 a7-16).

Already in 1342 a2-4 Aristotle had stressed that only morally accepted music
(A91kd&) might be practised in education, while invigorating (TrpakTikd) and inspirational
(¢v9ouaiaoTikad) music should be relegated to professionals for the delight of the
listeners. This kind of music is incompatible with education, but falls into the
competence of professionals competing in the theatre before a public, which consists of
free citizens and vulgar people like artisans and labourers (1342 a16-28). Thus, their
aim is not education, but pleasure according to the nature of everybody (Troiel d¢ TRV
NOOVNV EKACTOIC TO KATA QUOCIV oiKkeloV).

The aspect of pleasure (dovr)) provides a bridge from the Politics to the Poetics,
where Aristotle considers pleasure (fdovr}) and imitation (pipnoic) the two natural
causes of poetry.” As for Aristotle the aim of poetry is not education, but pleasure, he
has to define the aesthetic pleasure (f\dovn) of epic poetry, tragedy and comedy, which
is produced by piunoig. Aesthetic pleasure is specific (oikelov) for every kind of poetry.
The pleasure of epic poetry is the astonishment at the supernatural (Poetics 60 A 17: 10
o¢ SaupaaoTov NdU). Epic poetry and tragedy produce different aesthetic pleasure
(Poetics 62 B 13/14: del yap oL TV TuxoDoav Adovnyv Troielv adTAC GAAN TV €lpn
pévnv). The aesthetic pleasure of tragedy and comedy is different. Not the pleasure of
tragedy, but the pleasure of comedy, the laughter, might arise when the arch-enemies
Orestes and Aegisthus would leave in a parody of the mythos the stage as best friends
(Poetics 53 A 35/38: £oTiv 8¢ oLX alTn &TTO Tpaywdiag Adovr AAAX udAlov TAHC
KWHWJIOC oikeia ... olov ~OpéoTng Kal Alyio9oc¢ @ilol yevopevol T TEAEUTAC
egépxovtal). The tragedy must not aim at every kind of pleasure, but only to the specific
one (Poetics 53 B 10/11: o0 yap maoav del {nTelv NdovAV &T1T0 Tpaywdiag &AAG THvV
olkeiav), as the pleasure of tragedy is produced by compassion and fear (Poetics 53 B
11-14: €Trel O TNV ATTO €Aéou Kal PORouU dId YIUAoEWC del NdovVNV TTAPACKEUALZEIV TOV
T0INTAYV, PAVEPOV WG ToDTO €V TOLC TIPAYUOCIV EUTTOINTEOV).

Pity and fear arise, as we see, from the construction of the plot, but similarly from

23 Poetics 48 B 4-19, esp.4/5: Poetics 48 B 4-9: 'Eoikaci 8¢ yevviioal uev OAwg v TroinTiknv attiar d0o
TIVEC Kal abTal Quaikai. 16 Te yap pigelodal oUpputov Tol¢ AvOpwTToIC ... KAl TL Xaipelv TOIC YIUAPAaI
TAVTAG.



the visual impressions (Poetics 1453 B 1-3: “EoTiv uév o0Ov 10 goBepdv kal EAecivOv €k
TAG Bwewc yiyveo9ai). From the Politics, we have to supply that the acoustic impres
sions contributed to a high extent to the impressions of tragedy (see above p.m). We
must not forget that even the late tragedies of Euripides contain not more than about 70
% of spoken dialogue-verse, the trimeters. The rest is more or less music, not only
chorusses, monodies and amoibaia, but also anapaestic and trochaic sections, which
held the middle between song and speech. The prevailing instrument for
accompaniment was the aulos, which, as the Politics remind us, had the same effects
as the Phrygian: both are orgiastic and emotional (Politics 1342 b3: &uew yap 6pyia
OTIKQ Kal TTadnTIKG).

6. Misunderstanding the kaG9apoi¢ TV TadNuaTWYV.

Given the background of the Politics, there seem to be no problems in
understanding the definition of tragedy in the Poetics. But the problems begin with the
translations, especially in German. By translating €Aeo¢ kal @6Bo¢ by "Furcht und
Mitleid" the greek notions assume a christian and after Lessing a wrong philanthropic
colour. The second problem is the meaning of the genitive case in the kd9apaig
madnudatwyv. While the Politics with kd9apoi¢ kal kouileaSai ped' Ndovi¢ (Politics
1342 a14: discharging and release [of pity and fear] with pleasure) point clearly to a
genetivus separativus, Lessing in his "Hamburgische Dramaturgie"* tried to see
something like a genetivus objectivus: "Da namlich ... diese Reinigung in nichts
anderem beruht, als in der Verwandlung der Leidenschaften in tugendhafte Fertig-
keiten ..." (As this purgation is nothing but the transformation of the affections into
virtuous dispositions). Of course Lessing was biased by his intention to establish a
humanistic-philanthropic tragedy. Already Jacob Bernays® had refuted Lessings
opinion.But the philanthropic reading of the Poetics survived. Wolfgang Schadewaldt,
after having followed the history of the meanings of the words &Agoc¢ kal @oBog,
recommended the translation by "Schauder und Jammer", which is much closer to the

the greek language, and brought together all arguments in favour of a genetivus

24Gotthold Ephraim Lessing, Hamburgische Drmaturgie 78. Stiick, Den 29. Januar 1768.

25Jacob Bernays, "Grundziige der verlorenen Abhandlung des Aristoteles tber die Wirkung der Tragodie.
in: "Zwei Abhandlungen Uber die Aristotelische Theorie des Drama, Berlin 1889, 1-132.



separativus in the kd9apaoi¢ TadnuaTwv.*® His pupil Hellmut Flashar*” has
demonstrated that the aristotelian notion of kd8apoi¢ has its roots in greek medical
thinking. Nevertheless, the discussion is still open. Thus, | should like to resume the
main facts:

1. The Poetics are not a history of tragedy of the fifth and fourth century B.C., but
a normative techne, derived mainly from Sophocles' tragedies.

2. In the eyes of Aristotle, the greek theatre had nothing to do with education, but
was a place for the pleasure of all adult citizens, who see, listen and hear tragedies,
satyr-plays and comedies.

3. The aim of tragedy is pleasure, which originates from the katharsis
(discharging) of affections, namely pity and horror.

4. The aforesaid affections are aroused by the plot of the tragedy, but also by the
visual and musical impressions.

5. The music of tragedy used therefore emotional and orgiastic harmonies like
Phrygian and instruments like the aulos, which are relegated from the education of

children.

26Wolfgang Schadewaldt, Furcht und Mitleid, in: Hellas und Hesperien, Zirich und Stuttgart 1960, 346-
388.

27Hellmut Flashar, "Die medizinischen Grundlagen der Lehre von der Wirkung der Dichtung in der
Griechischen Poetik", in: Eidola, Amsterdam 1989, 109-145.



