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THE MEANING OF érl 7fs oknviis IN WRITERS OF THE
FOURTH CENTURY

Roy C. FLICKINGER

THERE are several passages in Aristotle’s Poefics that are of great importance to
the student of scenic antiquities, whatever his opinion may be regarding a raised stage
in the Greek theater of the fourth century before Christ. They were brought into
the controversy long ago, but the adherents of each theory have contented themselves
with merely stating their own interpretation of the isolated point at issue, in opposition
to that of their opponents, without careful analysis of the entire context in each case.
Consequently no progress toward the complete understanding of these passages has
been made. They were first cited as having a bearing upon the stage question by
Mr. H. Richards, in the Classical Review, Vol. V (1891), p. 97:

Before we accept Dr. Dorpfeld’s theory that the actors in a Greek theater performed in the
orchestra, and not on the stage, some explanation ought to be forthcoming of certain passages in
the Poetics of Aristotle, in which the contrary seems to be implied. Aristotle several times uses
émi s oxqis in a way very hard to reconcile with the new theory. . . . . These passages (to
which others of a similar kind could be added from later writers) appear to be decisive, unless
any one will maintain that exmpsj came to be applied to the orchestra or some part of it. But is
there any evidence for that 2 And, further, does not the word éx{ imply something raised above
the level?

In 1895' Mr. F. B. Jevons, in the Gardner-Jevons Manual of Greek Antiquities,
p. 678, wrote : *“ Aristotle repeatedly uses the phrase émi 775 ornris, in which oxnvy
can scarcely mean the orchestra or any part of it, and éw/ naturally means ‘on’ and
implies elevation ;” and M. Octave Navarre, in Dionysos, pp. 105 ff.: “Aristote dit que
la tragédie ne peut pas représenter plusieurs événements & la fois, mais seulement ‘la
partie de l'action qui 8’accomplit sur la scéne ef par les acteurs’ La scéne est, on
le voit, désignée de la fagon la plus nette comme le lieu affecté aux acteurs.”” In the
following year Dr. Emil Reisch,’ in Dorpfeld-Reisch, Das griechische Theater, pp.
284 ff., published the following explanation :

Wie die Schauspieler dro oxypijs kommen und sprechen, so bewegen sie sich in der Regel
wihrend des Spieles éxi okypijs, in der Nahe der Skene, ja hatifig genug bleiben sie auf den
Stufen des Hauses oder in dem von den Paraskenien begrenzten Vorraum des Hauses. Daher

konnen sie kurzweg als of émi oxpvijs bezeichnet werden; doch ist zu bemerken, dass dieser
Ausdruck niemals so wie of amd oxyvijs im Gegensatz zum Chor gesagt wird, weil auch der Chor

1In the Revue critique, Vol. XXVI (1892), p. 450, Mxr. 8.  welcbe das Wort oxnwy auf das gedielte podivm, oder wenn
Reinach referred to Mr, Ricbards'’s argunment with apparent  man das nicht zugeben will, auf den Platz beschranks,
approval, CHRIST, ‘‘ Bedeutungswechsel einiger auf das  auf dem gespielt wurde,” quoting Aristotle’s vse.
griech, Theater bez@glichen Ausdréicke,” Jahrd, f. class. 2Dr, Dorpfeld agrees with his collaborator in this: ¢f,
Phil., Vol. CIL (1894), p. 39, said: " Die vierte Bedeutung,  jpig,, p, 348.
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4 MEANING OF émi t7s oknvys IN WRITERS OF THE FOURTH CENTURY

hatifig in der Nahe der Skene zu thun hat. Es ist also damit durchaus nicht eine Scheidung der
Schauspielpersonen beabsichtigt.

Allerdings wtrde der Ausdruck ém oy von den Schauspielern auch dann gebraucht
werden konnen, wenn der Vorraum vor dem Hause durch eine Biihne gebildet wiirde. Aber
bloss aus diesem Ausdruck heraus lasst sich das Vorbandensein einer Bithne nicht erschliessen.
Denn es ware nattirlich ein arger Feblschluss, wenn man aus den Worten ém owmprs und dmd
axyvis folgern wollte: oxmij heisst “Buhne” . . . . Nach dem, was wir @ber die Bedeutung von
akqvi auseinander gesetzt haben, konnen fiir éxt gxyvis in der erwihnten typischen Verwendung
(ot oder ra éri oxnyijs) nur zwei Uebersetzungen in Betracht kommen: “auf dem Hause” und “bei
dem Hause.”

Die erstere Auffassung hitte selbst dann ihre Bedenken, wenn man in der Skene eine
Bithne annehmen wollte, die wie die r0mische Buhne einen integrirenden Bestandteil des
Schauspielhauses gebildet hatte. Denn dann ware eher die Wendung év oxqvij “in scaena” zu
erwarten. Die zweite Auffassung dagegen hat alle sprachlichen Analogien fuar sich. Dass das
Vorwort éx{ (mit Genetiv, Dativ und Accusativ) nicht nur zur Bezeichnung von Hohenunter-
schieden, sondern auch zur Bezeichnung der Nachbarschaft zweier auf gleichem Boden befind-
licher Dinge verwendet wiid, diirfte wobl bekannt genug sein. Aber es ist vielleicht nicht
fiberflussig, darauf hinzuweisen, dass éx{ gerade mit den Bezeichnungen des Hauses sehr hatifig
in diesem Sinne verbunden zu werden pflegt. . . . . Die Beispiele diirften genfigen, um zu der
Annahme zu berechtigen, dass man die Wendung éri oxmpijs urspriinglich im Sinne von &
oikias “vor, bei dem Hause” gebraucht hat. Natiulich erhielt der Ausdruck dann sehr bald
formelhafte Geltung und bezeichnet kurzweg: “auf dem (vor der Skene befindlichen) Spielplatz.”

Mr. A. E. Haigh, in The Attic Theatre (2d ed., 1898), pp. 189 £., has said :

Aristotle in many places speaks of the songs of the actors as ra dms s gxyvis, in opposition
to the songs of the chorus, ra 7ob yopod. Further, he speaks of the actor’s part as being played
émi s okypris. According to the usual interpretation of these passages, he means that the
actors played their part “upon the stage,” and sang their songs “from the stage.” Dorpfeld,
bowever, proposes in these cases to translate the word axyvi as the “background,” and not as
the “stage.” He supposes Aristotle to mean that the actors performed “at the background,”?
and sang their songs “from the background.” He denies that the two expressions imply the
existence of a stage. Now, the translation that he suggests may be possible, as far as the Greek
is concerned. But it is very difficult to believe that they ave the right translations in these par-
ticular passages of Aristotle. Aristotle’s words seem to clearly imply that there was some
essential and conspicuous difference between the position of the actors and that of the chorus.
But if, as Dorpfeld thinks, they all performed together in the orchestra, there would be no such
distinguishing mark. It is true that the actors might, for the most part, be rather nearer the
stage buildings; and the chorus might, for the most part, be rather more distant from them.
But practically they would be standing in the same place; there would be no pronounced differ-
ence. Aristotle’s words appear to be explicable only on the supposition that the actors appeared
upon a stage, the chorus in the orchestra.

More recently Professor A. Miller, “ Untersuchungen zu den Bithnenalterthumern,”
Philologus, Supplementband VII (1899), pp. 6-12, wrote:

Wir miissen derselben (7. e., Reisch’s view] jedoch unsere Zustimmung versagen, da wir
uns verpflichtet fithlen, auf Grund der folgenden Erorterung das Vorhandensein einer Bithne
im attischen Theater als sicher anzunehmen.

81t will be observed that Haigh's ‘*at the background” by no means accurately reproduces the Dorpfeld-Reiseh
‘‘ auf dem Spislplatz.”
I



Roy C. FLICKINGER b

Wir gehen davon aus, dass die Schauspieler ihren eigenthtimlichen Standort in der Nahe
des Spielhauses hatten, und dass dieser durch die im Druck hervorgehobenen Worte der
folgenden Stellen des Aristoteles bezeichnet wird, zu dessen Zeiten noch ebenso im Theater
gespielt wurde, wie im V. Jahrhundert (S. Dorpf., 8. 379). . . . . Giebt es nun Stellen, an denen
Personen, welche sich von der Parodos aus zu dem gewshnlichen Standorte der Schauspieler
begeben, einen Aufstieg, oder solche, welche vom gewohnlichen Standorte der Schauspieler zur
Parados gehen, einen Abstieg vornehmen mfssen, so ist der Schluss geboten, dass jener
Standort erbobt war. Und solche Stellen finden sich in den altesten Komodien des Aristophanes.t
. . . . Wenn nun die vorstehende unbefangene Erorterung einiger aristophanischer Stellen und
Scholien das Ergebniss geliefert hat, dass der gewohnliche Standort der Schauspieler erhoht
war, und wenn bei Aristoteles die Schauspieler o dré grpis heissen, ihre Partie 76 ént axpis
und ibre Lieder ra damd oxypis genannt werden, so ist der Schluss gerechtfertigt, dass dieser
erhohte Standort eben gxyvj hiess.

In the course of an investigation on the subject of the Greek theater and drama
in the time of Plutarch I have found myself obliged to trace the history of the word
oxnvi) from the earliest times in order to determine, as precisely as possible, its exact
meaning everywhere, and particularly in such phrases as amo 775 oxquis, éml Tis
cknvijs, and €v 17 gkquy, which occur with great frequency in the later literature.
The subject itself is not a new one. The large collection of material brought together
by Wieseler in 1870, in the Ersch-Gruber Encyclopadie, Vol. IV, pp. 159 f£,, s. v.
“Griechisches Theater,” has furnished investigators in the field of scenic antiquities
with a large proportion of their instances of the word’s use. Notable among these
scholars are Christ,” Muller,’ and Reisch.” The two former adhere, in the main, to the
outline of the successive changes of meaning of ownvy Jaid down by Wieseler, while
the last-named adopts an explanation consistent with the Dorpfeld theory of the stage,
eliminating the meaning “stage’ for the classical period of Greek literature. All of
these scholars have contributed to the solution of the perplexing problem in a greater
or less degree, but nevertheless all have, in my opinion, been too prone to classify
their material en masse under convenient rubrics largely determined by their own
position in the stage controversy, instead of subjecting each separate instance or
category to a discriminating scrutiny, testing first the context in which the word
occurs and then ranging the instances appropriately in accordance with a strictly
historical view of the development of the meanings of the word or the phrase. It so
happens, therefore, that the same passage is often used by both parties to prove things
exactly opposite, as is illustrated by the quotations given above concerning the
Aristotelian usage.

In the course of my study I became convinced that Aristotle’s use of the term,

tHere follows a discussion of those passages in Aris-  Fragen,” Jahr. f. class. Phil.,, Supplementband XIX (1893),
tophauves that involve the use of dvaBaivew and similar  pp. 699 £, 721,

expressions. This phase of the subject has been already § Jahrb. ¥. Phil., Vol. CIL (18%4), pp. 38 ff,

sufficiently treated by Warre, “The ‘Stage’ in Aristoph- 68 Bhnenalterthitmer (1886) and Philologus, Supplement-
anes,” Harvard Studies, Vol. 11 (1831), pp. 164 ff.; CArPS, bapd V1I (1899), pp. 3 fi.

‘“The Stage in the Greek Theater,” Trans. Am. Phil. Ass., 1 Zeitschrift f. d. osterr. Gymnasien, Vol. XXX VIII (1887),

Vol. XXII (1891), pp. 64 ff.; BODENSTEINER, ‘‘'Szenische pp. 276 ff., and Das griechische Theater (1896), pp. 283 ff.
16



6 MEANING OF émi T#s oknviis IN WRITERS OF THE FourRTH CENTURY

so far as it extended, was quite consistent with that of Plutarch and his contempo-
raries; in fact, that only by gaining a correct idea of the meaning of the phrases in
question in Aristotle could one secure the right point of departure for the interpreta-
tion of the idioms in Plutarch. The Aristotelian passages were first attacked in a
discriminating way and made the basis of a general classification by Edward Capps,
who, however, has published only an abstract of his conclusions.® Approaching the
subject originally from the point of view of Plutarch’s usage, I have found myself in
substantial agreement with Professor Capps’s conclusions, and at his suggestion, and
availing myself of his collections, with which he allowed me to supplement my own,
and his constant criticism and advice, I have thought it well to state fully the case as
far as concerns Aristotle, reserving for a later occasion the results of my studies in
Plutarch and the later literature—except in so far as it may seem advisable to quote
here later instances in illustration of the usage of the earlier period. I take this
opportunity to acknowledge my obligations to all my predecessors in this field.

Before the middle of the fourth century the phrases ém: Tijs ornvijs and amo Tis
oxnriis do not occur with reference to the theater. My excuse for restricting myself
in the present paper to the consideration of the usage of a single period, the fourth
century, is the overwhelming importance of that period for the stage question. From
the fifth century we have a large number of extant plays, and practically no one now
contends for the Vitruvian stage in that century.’ From later times theater ruins are
numerous, but for the fourth century itself our evidence is comparatively scanty.
But the opponents of the Dorpfeld theory insist upon identifying the proscenium with
the Vitruvian stage, and the extant remains which give positive evidence of a pro-
scenium happen not to be earlier than the latter half of the fourth century. At about
this time, therefore, as Haigh,”” Bethe," and others” maintain, the actors, who had
before this performed upon a low platform, were elevated suddenly to the full height
of the proscenium. This could have been accomplished only by the sacrifice of the
chorus, as the advocates of the high stage now clearly see; and they accordingly take
refuge in the current but doubtful tradition, to the effect that the chorus was either
given up altogether or ‘“its functions were merely those of the modern band” or “of
mere interlude-singers.” Exactly what changes in the drama this period witnessed has
not yet been fully made out, and we cannot enter upon the chorus question here.® How-
ever, even among those who accept Dr. Dorpfeld’s theory for the fifth century," thereisa

8“Eml s oxnvis and Similar Expressions,” Am. Jour. 13For the evidence in favor of the existence beyond the
Arch., Vol. V (1901) p. 31. limits of the fourth century of both the tragic and the
9FExcept PucHSTEIN, Die griechische Bfthne, who comic chorus, see CAPP8, "' Tho Chorus in the Late Greek
annouvnces in his preface that ho disregards all evidence Drama,”’ dm. Jour. 4rch., Vol. X (1895), pp. 288 £.; Lro,
from the literary sources. In his review of this book, Rhein. Museum, Vol, L1I (1897), pp. 509 f.; A. KORrTE, ' Das

Classical Review, Vol. XV (1901), pp. 470 ff., Haigh seems Fortleben des Chors im griechischen Drama,” N, Jahrd.
ready to abandon the position which he had consistently . Phil, Vol. V (1900), pp. 81 f.; ReIsom, Das griech.

maintained from tbe beginving. Theater,pp.Z8 ., agt(i}zin the lj%lgy-vigssoga Feal-Encyclo-
16 The Allic Thealer?, pp. 155 ff. padie, Vol. , D. 2402, 5. v. or;” an APPS, Trans.
11 Prolegomena zur Geschichle des Theaters im Aller- 4m. Phil. 4ss., Vol. XXXI (1500), pp. 133 f.

thum, pp. 243 ff,, and G6tt. gelehr. Anzeiger, 1897, pp. 126 ff. 14 Cf, Warre, Harvard Studies, Vol. TI (1891), p. 167,
12 CHRIST, Sitzungsberichie der bayer. Akad. der Wissen- Dot 1; and RonerT, Hermes, Vol, XXXIT (1867), p. 447, and

schaften, 1894, pp. 26 f. in Gott. gelehr, Anzerger, 1897, pp, 39 ff.
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Roy C. FLICKINGER 1

tendency to go over to Vitruvius for the period represented by the Lycurgus theater
at Athens and by the theater at Epidaurus— the last quarter of the fourth century.
In this dearth of evidence and abundance of conjecture anything bearing on the
general question is of exceptional importance. But the subject of the present
discussion is not merely importent; though its bearing has been strangely overlooked,
it is really fundamental. If énl mHs gwnvis in Aristotle and his contemporaries means
“on the stage,” and if éni in this phrase necessarily “implies elevation,” we need no
more evidence—the great question is decided.

For the subject under discussion much has been made of Plato,® Symposium,
194 b: émnjopwy pévt av elny, & 'Aydbwy, elreiv Tov SwrpdTyy, €l (dov Tiy o avdpelay
xal peyahoppooivny dvafBalvovros émi Tov OkpifSavra petd Tdv DmokpiTdy, Kal BAeyravTos
évavtia TogovTw BedTpw, péXhovros émdelfeafar cavTod Noyous, kal 008 omwaTLODY éxTAa-
yevros, vy olnbelny oe JopuBnbrioeolar évera fudy dhivoy dvfpomwr.

I should be forgetful, Agathon, said Socrates, of the courage and spirit which you
showed when your compositions were about to be exhibited, when you came upon the éxpifas with

the actors and faced the whole audience’ altogether undismayed, if I thought you would on
the present occasion be disturbed by a small company of friends.

The scholiast on this passage, and Hesychius s. v. éxpiBas, give this explanation:
depiBas: 1o Noyeiov, €’ oD of Tpaywdol frywvibovrto: mwes 8¢ kiANiBas TpioreNts, ép’ oD
{oTtavro of Umoxpiral kal Ta ék perewpov Aéyovow, and Timaeus, Lex. Plat., dxpiBas:
miyra 1o €v Té OedTpw Tibénevov, éd’ ol laTavto oi Ta Spudoia Aéyovres. Evidently
these writers had no clear idea of the word’s meaning. Moreover, the appearance of
the poet with the actors shows that here we have to do, not with the ayaw, but with
the mpodywy,"” and that was held, not in the theater, but in the odeum.” The passage,
then, whatever its precise interpretation may be, is not relevant to the present discus-
sion. In the present unsatisfactory state of our information regarding the mwpodywv,
therefore, we are scarcely warranted in drawing sweeping conclusions from Plato’s
reference to that ceremony.

Aristotle uses the phrase emi (77s) oxnvils four times in the Poetics, viz.: (1)
XIIL, 6, p. 1453a; (2) XVII, 1, p. 1455a, (3) XXIV, 4, p. 1450b, and (4) XXIV,
8, p. 1460a, and Demosthenes uses it once (5) in Or., XIX, 337. I shall now con-
sider these passages in turn.

1. XIII, 6, p. 1453 a: 80 xat oi Edpumi8y éyxalobvres TodT alrd dpaprdvovaiw,
b7e To0T0 8pa €v Tals Tpaywdias xal wolkal aivTod eis SuaTuylav TENeuT®OW. TODTO Ydp
éoTiw Bomep eipnTar dpOdv. onuelov 8¢ wéywrTov: éml yap TAY oknYGY Kal TOV &ydvwy

15 Cf. A. M8LLER, Buhnenall., p. 365, notes 3, 4, who gives 17 Other interpretations were reviewed and rejected by
a list of previous authorities; also WIESELER, loc. cil., RHODE, Rhein. Mus., Vol. XXXVIII (1883), pp. 253 f. It is

p. 206, pote 20; OEBMICBEN, Woch. f. klass. Phil,, Vol. IX  likely, too, that under the term vwoxpirai all of Agathon’s
(1892), p. 1142; NAVARRE, op. ¢il., p» 106, note2; and MYLLER, performerswersincluded, chorusas well as actors, Cf.the

Philologus, Supplementband VII, p. 55. story told in the Vila Euripidis of Sophocles and his chorus
187Til] the close of the fifth century the almost exclusive at the mpoaywy after the news of Euripides’s death.
meaning of 8éarpor was ** andience ;" ¢f. WiLAMOWITZ-MOL- 18 Cf. schol. Aeschines Ctesiphon. § 617,

LENDORFF, Hermes, XXI (1886), pp. 602 f.
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8 MEANING OF émi 19S oknvis IN WRITERS OF THE FourTa CENTURY

TpaykwTaTal ai ToavTar $alovral, v katopfwbiow, kal 6 Edpiribns € kal Ta aAAa py
€U 0LKOVOpEL AANG TPAYIKWOTATOS yE TOV TOLNTRY paiveral.

Aristotle has been saying that a well-constructed plot should be simple, and
should imitate actions which excite pity and fear—the pity that is aroused by
unmerited misfortune, the fear that is stirred by the misfortune of a man like our-
selves. The reversal of fortune should, therefore, be from good to bad. The practice
of the stage, he adds, bears out our view (opueiov 3¢ kai 76 yiyvdpevov), for tragedies
nowadays are founded on the story of a few heroes whose fortunes illustrate this
principle. The earlier poets had treated any legend, whatever the nature of the issue.
A perfect tragedy, however, should be so constructed. He then adds:

Hence they commit the same error [i.e., as the earlier poets] who censure Euripides just
because he follows this principle in his plays, many of which end unhappily. Itis, as we have
said, the right ending. The best proof is that on the stage and in dramatic competitions such
plays, if they are well represented, are the most tragic in effect; and Euripides, faulty as he is
in the general management of his subject, yet is felt to be the most tragic of the poets.”

In this chapter Aristotle finds confirmation of his statement of the principles of
tragic composition in the practice of successful poets and in the effect that tragedies
constructed according to his rules actually have upon the audiences. He appeals twice
to the *‘practice of the stage,” as Butcher renders To yuyvduevor. The contrast is
between plays which are technically perfect and those which, in spite of technical
faults, do actually succeed in exciting the emotions of pity and fear. The test is the
actual performance. There is no suggestion involving the work of the actors as
opposed to that of the chorus. Assuming that they are well put on (&v karopbwfdow),
the plays of Euripides, with all their faults, are most effective when actually produced
(émie Tdv oknrdv kal Tdv ayovwv). The combination of cwnvdr with aydvewr shows
that oxnvi has here the common meaning of *performance.” The phrase may be
regarded as an example of hendiadys, and means nothing more or less than “at scenic
contests.” This is precisely the meaning of the modern phrase employed by Butcher,
‘“on the stage and in dramatic competition’’; only we must not allow the modern
connotation of ‘stage” as the actors’ platform to affect our interpretation of the
Greek phrase, in which the work of the chorus is necessarily included. This point
will be made clearer in the discussion of the other passages. In post-classical Greek
another phrase is sometimes used in the same meaning—eémi fedrpov, e. g., schol.
Vesp. 1291: eymdiloaro 6 K\éwy unrére Seiv kwpwdias émri Oedrpwr™ elodyesbai. “ Cleon
had a bill passed that no more comedies should be exhibited at spectacles.” To
express this thonght Aristotle would probably have said éml 9y gy elodyesfad.

2. XVIL, 1, p. 1455a: dei 8¢ Tovs wvbovs cumordvar kal Tp Aéfe aquvamepya-
fecbar 671 paraTa mpo oppdrey Tifeuevor: obTw yap dv évapyéorata |8 dpav domep
map' alrols yiyvouevos Tois mpaTTopevols elpiokor TO mpemov Kal fKkioTa dv havbdvor [T0)
Ta Umevavria. onueiov 8¢ TouTou & emeripdro Kaprlve: o yap 'Apdidpacs €€ iepod aviel,

19 In translating the Poelics 1 have used Butcher’s ver- WV, emi fedrpwrv: R, emi* eadp; the others, et 7@ Ordrpew.
sion (2d ed.) with slight adaptations. 18



Roy C. FLICKINGER 9

6 py opdvt alvyrov [Beariv]™ éndvbavev, émi 8¢ Tis cwrnvils éfémecev Svayepavdvrwy
70070 TAV OeaTdv.

In constructing the plot and working it out with the proper diction, the poet should place
the scene, as far as possible, before his eyes. In this way, seeing everything with the utmost
vividness, as if he were a spectator of the action, he will discover what is in keeping with it, and
be most unlikely to overlook inconsistencies. The need of such a rule is shown by the fault
found in Carcinus. Amphiaraus was on his way from the temple. This fact escaped the notice
of the poet, who did not visualize the situation. On the stage, however, the piece failed, the
audience being offended at the oversight.

Since we have no knowledge of the plot of the play, the hint given by Aristotle
is necessarily obscure. But the inconsistency that Carcinus overlooked is, neverthe-
less, indicated with sufficient clearness. The poet had not, in constructing his plot,
carefully worked out the language of his characters (77 Aefee cuvamepydlesfa.
Butcher’s “diction ” is faulty) so that it should harmonize with their actions. Here
Amphiaraus was on his way back from the temple, whither he had previously departed,
but on his reappearance speaks of having come from somewhere else.” The contrast
here is similar to that in the passage previously discussed —between the crucial test
of the performance before spectators and the intrinsic merits of a play. There the
practical success of Euripides is set over against defects in technique; here the prac-
tical failure of Carcinus against the (implied) merits of his drama. When writing
the play the poet, by failing to visualize his plot, overlooked an inconsistency; but
when the play was performed (éml 77 arnviys), it failed because of this small defect.”
To introduce into the interpretation of this passage a reference to a stage for actors,
as contrasted with the orchestra for the chorus, is to violate common sense and reason.
Here also axnv7 stands for the theater itself; émi Tis ornriis is equivalent to the later
€l o0 Bedrpov, and means, by metonomy, “at the performance.” An excellent parallel
is found in Plutarch, Moralia, p. 845a: (Anuocfévns) ékmecav 8¢ wor' émi Tiis ékrxhno las.

3. XX1IV, 3, 4, p. 1459b: Siadeper 8¢

21The emesdation of Gomperz for spdvra Tov feariy of
the mapuseripts. A careful examination of the context
shows that the poet, not the spectator, was blamed for
overlooking the inconsistency. The phrase opav . ...
7xtora Aavddvor applies to him, and its echo, gy spdvra . ., . .
éxdvdaves, naturally does the same. Dacier saw the proper
application, and read wowriv for deariv, which Susemibl
adopted. Butcher brackets rov dearvv, but the passage then
lacks the definite reference to Carcinus that is required.
Vahlen's conjacture, spaovr’ dv, though perhaps easiest to ex-
plain palmographically, breaks down at the sams poiuot.
Gomperz's emendation gives the evident meaniug of the
passage, and from it the present reading could easily have
been derived by some scribe's writing rov camiv between the
lines as a comment on avrév, which he misunderstood.

22 This is better thao to assign the error to faulty stage
management, e g., that Araphiaraus made his exit through
one of the parodoi, and then on his return entered from
the building represented by the proscenium. Suvsemihl,
pp. 254, 162b (2d ed.), frankly confessed ignorance of the
fault involved ; WELCRER, Die griechischen Tragddien, Vol
ITI1, p. 1085, brought nothing of value to the discussion.

KaTd TE THS CUGTATEWS TO pijKos 7 émomolia

H. DUNTZER, Rettung der Arist. Poelik, p. 177, saw the
point correctly, though vaguely, but found an impossible
contrast between éf iepov apd émi oxnyys. TEICRMULLER,
Arist. Forachungen, Vol. I, 104 £, read feariv, and thought
the spectators were offended because they did wot see the
return of Amphiaraus from the temple actvally represented
belore their eyes instead ol being mersely described. But
that would pnot have involved a vmevavriov. Gomperz in
Aristoteles Poelik (1897), p. 111, suggests that the appear-
ance in another role of the actor who played Amphiaraus’s
part while he was supposed to be absent offeuded the
audience. But this occurred in nearly every play.

23 Euripides, on the contrary, is commended for his care
in such details, viz., for telling the audience whence a ¢har-
acter comes and whither he is going. The opening line of
the Troades is a case in point: “Hew Aimav Alyawov arpvpor
Bdbas, where the scholiast remarks: &hos éml 7ob Bedrpov &
Evperidys. “ Furipides was wholly intent upon, i. e., was
aver thoughtful of, his audience.” Cf. PLUTARCH, Moralia,
p. 342b: (Alexander, entertaining the Persian ambassadors),
obéy vpoTa waidkdy, . . . AN’ BAos év Tolt xupwTdTols J¥ THE
fyepovias ; and HORACE, Sat., L., 9, 2: totus in illis.
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kal TO pETPOV, TOU pEv OUY WNKOUS 6Pos ikaves o elpnuévos: Stvaclar yap 8et cuvopicbar
TRV apyny kai TO TEN0S. €n & av TobTo, €/ TOV pév dpyaiwv éNdTTOUS ai cvoTdoas €ley,
mpos 8 10 TAGPos Tparywdidy TOV €ls plav drpdacy Tbepevwy maprkotev, €xer O€ TPOS TO
émenteiveafar 10 péyeflos mONU T 7) émomoia [Biov Sia TO év pév T Tpaywdia py év8éyesfar
dua wpatTopeva molka pépn pipeiclar AN 1O éml TS chnris kal TOV VmokpLTdYy pEpPOS
wovov, €v 8¢ Ty emomoula Sia TO Sujynow elvar éoTi ToANa uépn Gua moieiv Tepaivdueva,

Epic poetry differs from tragedy in the scale on which it is constructed, and in its metre.
As regards scale or Jength, we have already laid down an adequate limit: the beginning and the
end must be capable of being brought within a single view. This condition will be satisfied by
poems on a smaller scale than the old epics, and answering in length to the group of tragedies
presented at a single sitting. Epic poetry has, however, a special capacity for enlarging its
dimensions, and we can see the reason. In tragedy we cannot imitate several actions carried on
at one and the same time; we must confine ourselves to the action on the stage and the part
taken by the players. But in epic poetry, owing to the narrative form, many events simul-
taneously transacted can be presented.

A tragic plot is restricted as to time and place, 7. e., it cannot represent more
than one event at a time. Now to represent simultaneous events we need several
groups of characters and as many places for their action. But tragedy can present
but one group of characters at a time acting in but one place, viz., that represented in
the scenery of the theater. Whenever in a play the scene of action has once been
localized, there it must remain, and no performers can be introduced inconsistent with
this location. Now the chief cause of this restriction was the chorus. Its constant
presence effectually prevented the tragic poet from shifting the scene of action, as the
epic poet could readily do in his narrative, and as the modern dramatic poet, freed
from this serious limitation, can do without violating the laws of his art. The fifth-
century dramatists keenly felt the restraint put upon them and tried to gain a larger
freedom. Aschylus in the Euwmenides, Sophocles in the Ajax, Euripides in the
Alcestis, Aristophanes in the Thesmophoriazusae, and the unknown author of the
Rhesus succeeded in removing the chorus for a moment while the scene was changed;
but they could not introduce a new set of characters in the new scene, because the
traditions of the drama imposed upon the poet a single chorus for each piece. The
utmost that the poets did in this direction was done in the early period of tragedy,
when chorus and actors changed their characters between the longer episodes—an
arrangement from which developed the group of four plays forming a tetralogy.
Aristotle, of course, did not dream of a tragedy without a chorus, and in formulating
the laws which govern this branch of the imitative art, accepting the chorus as an
essential part of tragedy, simply defined the conditions which arise from its presence.
It is evident, therefore, that under the term of moxpiral he had in mind all of the
performers concerned in representing the action which the poet brings before our eyes,
the chorus as well as the actors.* The restriction as to the performers which the

24 Cf. Note 17 above, and Triclinius’s scholivm to the  Jahr.f. class. Phil., Vol. VII (1875), p. 432: wevrexaidexa eiciv
Aganiemnon, quoted by WECKLEIN," Studion zu Euripides,”  oi 700 7paywob xopoi vwoxpirai,
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tragic poet can introduce into a given plot is, however, only an incident of the limita-
tion — imposed by the constant presence of the chorus—as to the place of action.
To this consideration, therefore, Aristotle properly gives the precedence — 8¢t pipeicfar
70 émi Tis oxnvis uépos. Out of the many actions going on at the same time which
the epic poet may draw into his narrative, the tragic poet must select that one which
takes place at the scene of action determined upon at the outset. To make clearer the
necessity of the poet’s confining himself to this one scene, Aristotle adds the second
item —~xal 76 Tdv mokpirdy pépos. We might properly render the sentence under
consideration thus: ‘“But he must confine himself to that portion of the story that is
defined by the scene of action chosen and that falls to the performers appropriate to
this scene.” 'Emi 795 oxnvis here again might have been replaced by the later phrase
émi Tob BedTpov, and, far from referring to the place where the actors stood, manifestly
embraces all who are concerned in the dramatic representation.

4, XXIV, 8, p. 1460a: 8¢t pev olv év Tais Tpaywdiaws mowiv 16 BavpacTdv,
warloy & €vdéyerar év ) émomoiia TO dhoyov, 8 & cupBaive pdiioTa T favpactdy, Sia
TO w1 Opav els Tov TpdTTovrTa* émel Ta mwepl Ty * Bxropos Slwbw éml ornvis Svra yeloia av
paveln, ol pev éoTOTE Kal ol SiwkovTes, 0 8 dvavedwy, év 8¢ Tols émeow Navfdver.

The element of the wonderful is admitted in tragedy. The irrational, on which the wonder-
ful depends for its chief effects, has wider scope in epic poetry, because there the person acting
is not seen. Thus, the pursuit of Hector would be ludicrous if placed upon the stage—the
Greeks standing still and not joining in the pursuit and Achilles waving them back. But in
the epic poem the absurdity passes unnoticed.

Aristotle is evidently thinking of Iliad, XXII, 205 £.:

Naolow & avéveve kapraTi bios *Ayidhels,
o0& éa léuevar émi "Extopr micpa Béreuva,

and is trying to show why a scene that was excellent in an epic could not be drama-
tized. In Homer there are two groups of characters: (a) Achilles and Hector, and
(b) the Greek army. They are all moxpital (“ performers”) in the sense in which
the author used that term in the preceding passage. In Aristotle’s imaginary drama-
tization of this incident these groups represent the actors (6 8€¢) and the chorus (oi
pév) respectively. In the epic account of the pursuit the episode seems natural, for
the picture placed before our eyes is on an heroic scale, and we do not find ourselves
offended by minor picturesque, if incongruous, details; but “on the stage,” “auf der
Bihne,” “sur la scéne,” 4. e., in dramatic representation, it appears ridiculous. The
contrast is once more perfectly plain, and if we should try to restrict the meaning of
oxnvn to an elevated “stage,” a place for actors alone, we should then have to explain how
both actors and chorus are here included under that phrase.

It is fortunate that so many fourth-century examples of the use of éri tfjs ornris
are preserved by so careful and accurate a writer as Aristotle, and in passages that
yield satisfactory results upon analysis. The sole instance of its occurrence in
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Demosthenes is so colorless that any attempt at deriving from such a passage a satis-
factory conception of the phrase’s meaning would have been vain; yet, now that from
other sources we have gained a suitable meaning, the usage there is found to accord
with it. For the proper understanding of such passages, therefore, these Aristotelian
examples are of inestimable worth.

5. Demosthenes, Or., XIX, 337: xaitoL xai mep: 195 Pwvns lows elmeiv avdrykn.
wavy yap péya kal éml TalTy poveiv alrdv axovw, bs kabumoxpivolpevoy Duas. épol Sé
SoxeiT atomdratov dwdvrwy dv mojoal, €, 61e pév a4 Bvéorov kai Tév éml Tpoia kaxd
fyovilero, éxeBdA\Ner’ alrov kal éfecvpitTer éx TV BedTpov xal pdvov ol kaTeeled
oUTws, BaTe TENEUTOVTA TOD TPITAYWNOTEW AmoaTnvaL, éreldy & ovk éml T7S oxnuas ar\’
év Tols Kowois Kal peyloTols TI8 TONEwS Tpdypaot uipl elpyacTar kard, Tnukadld’ s Kaldv
PBeyyoueve mpoaéyoite.

And yet, perhaps, I must speak also about his voice, for I understand that he is very proud
of that, too, presuming that he will overpower you by his acting. It appears to me, however,
that it would be an act of extreme absurdity on your part, if, when he played the miseries of
Thyestes and the heroes at Troy, you drove and hissed him from the theater and all but stoned
him, so that he finally retired from playing his third-rate parts, yet now, when not merely in
dramatic performances, but in public and most momentous affairs of the state, he has wrought
endless miseries, you should pay attention to him as a fine speaker.

Demosthenes is calling attention to the different scenes of Alschines’s failures,
which were not confined to his theatrical efforts but extended to his public career as
well. ’Exi 745 oxnvis has no more definite application to his standing-place as an
actor in the theater than éx 7dv Bedtpwv above, or than év Awovboovin Or., V, 6, 7:

md\y Tolvwy, & dvdpes 'Abnvaior, katidov Neomrdhepov Tov Vmokputyy . . . . kaxd épya-
Lopevor Ta péywora THY WOMY . ., . ., Taperfov €lmov €5 UMGES. . . . . kal oUkéTy év

TovTots ainidoopar Tous mép Neomroréuov Aéyovras aAN adTols Duas. el yap év Awvigov
Tpaywdovs éfeacacde, &X\ha py Tepl cwTnplas kai KowdV TPAyUAT@Y Y 6 NOYOS, OVK Av
obTws oUT éxelvov mpds yxdpw obr éuol mwpos ameéxbeav nrodoare; or than év fedTpw in
Theophrastus, Charact., XI: 6 B vpss Towiros oios . . . . év fedrpw Kpoteiv, drav ol
&\\ov mabwvrar kal ovplrTew ois N8éws fewpolow o hovmoil, Though év Awvioov and
€v fedtpw may include both performers and spectators, while émi 795 ornvis is restricted

to the former, none involves specific reference to any particular part of the theater.
These are the only examples of the phrase in the extant literature of the fourth
century. I add a few later instances which illustrate the same usage: schol. Thesm.,
101: povwdei 6 *Aydbov @s mwpds xopdy, ody @s €mt oknvis,” aAN @s TovjpaTa ovvTifes,
810 xal yopikd Neéyew péin adros mwpos airoy, s yopiwa 8 Agathon sings a solo as
though he were addressing a chorus, not as if he were in the theater, but as com-
posing verses [at home]. Accordingly, he says also the choral parts all to himself,
though still as choral parts.”” Lucian, dpol, B: ol [i. e., tragic actors] éml pév s
oknvis ' Ayaueuvov kaotos 7) Kpéwy 1) adtos ‘Hparhiis elow, ééo 8¢ Tldos 4 *Apiotednpos
. . . ybyovrar. ‘At dramatic performances in the theater each of the tragic actors

2 umo oxnvis, the mapuscripts.
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is Agamemnon or Creon or Heracles himself, but outside of the theater he is simply
himself.” Arg. Eurip. Orestes: 70 Spiua tdv émi ornvijs eddoxipodvtoy, yeipioTor 8@
Tols 7feci. The “staging” of a Greek play obviously included the place of the chorus
as well as that of the actors. Plutarch, Moralia, p. 785b: ®uhjuwva 8¢ Tov kwuwov Kal
YAleEw émi s crnriis aywubopcvovs kal oTepavovpuévovs 6 Bdvartos katérafe. “Death
seized Philemon and Alexis while they strove successfully in the theater.” Of course,
in this instance there is no mention of actors at all, but of poets who were contestants
in the theater with their plays. Libanius, Praefaf. ad Demosth., 2: iorépnTas ydp
Twa Bdrakov *E¢éoiov adnmyy yevéoBau, o5 mpdTos vmodipact yuvawkelows éml tis axnuis
éxpricaro. “Batalus [as his effeminacy caused him to be nicknamed, though his name
was really Tigranes; c¢f. schol. Zschines, I, 126], the Ephesian flute player, was
the first to wear women’s sandals at a performance in the theater.” In the Greek
theater flute players performed in the orchestra.® Though Libanius may have had in
mind the custom of the Roman theater, more probably he was simply quoting the
words of a much earlier writer. Plutarch, Moralia, p. 33Te: aywviory yap nyepovias
UmokpiTyy émeiciyaye, palhoy 8¢ os émwl ornyis 70 Siddnua kwpov SieEfj\be Ths olkovuérns,
“TFor he brought in against his opponent one to play the role of power, but as in a play
a ‘mute’ took the part of ruler of the world.” Ibid., p. 709d: &x\a dei agkomeiv
TpdTOY TiS 0 KANDY oTiv. €l péy yap ov cpddpa cuvnfns, AN § TdY Thovalwy Tis )
catpaTmikdy, @ émi oxnris Sopupopriparos hapmpod Seduevos 7 wavy yapileabar Ty kNael
Temelo pévos Kal Tipdv, émdyetal, Tapaityréos evfus, “But it is necessary in the first
place to see who gives the invitation. For if it is no one very intimate, but someone
of either wealth or power—one who needs, as at a dramatic performance, a splendid
suite, or is convinced that he is bestowing favor or honor by the invitation—one must
ask at once to be excused.” Ibid., p.791e: 6 & domwep eémi arnrijs dopuddpnua Kwpov W
dvopa Bacinéws. *“Asin a play, Aridaeus was a ‘mute’ escort of power, a nominal king.”

Now and with the genitive is the counterpart of éwi with the genitive. There-
fore, if émri means “on top of,” &7d means ‘“‘from on top of;”’ but if én{ conveys no
implication of elevation and means simply *‘at,” then amd denotes merely motion, or
derivation, from.” Now in the phrase under discussion, éml T7s oknris, we have found
that gxnv7, which in its earlier usage meant a specific part of the theater structure,
was used by metonomy for the whole performance-place. Meaning originally the
booth used by the performers in dramatic exhibitions, then the structure that served
not only as a dressing-room, but also as the scenic background (c¢f. the term gxnvo-
ypagia, which occurs first in Aristotle), the enlarged, tropical meaning was a perfectly
natural development when the “performance-place” to be designated was the place for
dramatic exhibition. For any other kind of exhibition in the theater, for example the
dithyramb, in which the axnwy structure had no part, émi 7is grnrijs would scarcely
have been an appropriate designation of the place of the performance, but rather

26 Cf. Plirynichus, ROTEERFORD, New Phrynichus, p.250.  axnwj, is found in THEOCRITUS, XV,16: ¢ixos dno oxavas dye-
27 An illustration, which happens to involve the word  pdodwv., The ¢ixos was to be had éri oxavag, ‘“ at the shop.”
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éml Ths Quueins (1. e, épyraTpas). Consequently o¢ émi Tis ornvis, or the later term,
cxnvitar, embraced sll of the participants in a dramatic representation— imoxpirai,
¥0pds, ToinT7S, X0pny0s, and Sibdoxaros—as did Tpaywdol at an earlier period. Now
if it were desired to distinguish between the two kinds of dramatic performers, since
oi émrl (or, from a different point of view, amo) 77s Guuéins was already used of the
dithyrambie chorus and could not possibly be applied to the actors, that term would
naturally be used to designate the dramatic chorus as well, and o éri (amd) s grnris
would be used in the restricted sense for the actors alone. It was thus, in my opinion,
that the distinction arose between the two phrases, rather than because the gxnvy was
the place par excellence for the actors, as is generally assumed on the basis of the
dictum of Pollux. One would naturally expect that o¢ émi tfis oxmris and of amwo Ths
axnvis would assume the meaning “actors” contemporaneously, though, as a matter
of fact, Aristotle uses only the latter in the new sense and retains the old meaning of
the former. It is fortunate that this so happened, otherwise it would be impossible to
trace the phrase’s history with any degree of certainty. Probably the fact that the
oxnvi was thought of as the home of the actors, as Reisch has pointed out, accounts
for the use of amé 79¢ gxnris in the new meaning before éml t9s oxnprys. In the
development of their meanings, and the differences between them at any particular
time, these phrases are precisely paralleled by oi axnvicof and oc Qupehiwol, In other
words, oxnuicds was first used to distinguish dramatic from other performers in the
theater, and later, following the course of development above indicated for o éml 7¢
oknvns, came to be applied to actors alone. Of course, when a raised “stage” was
introduced, such an application of these expressions was doubly appropriate,” because
the local distinction was emphasized —not, however, because éml implies elevation.
We are now in a position to estimate properly the phrase éamo 77s ownuis in
Aristotle. In two passages, which may be un-Aristotelian, amo (79s) ornuis is used
of the lyrical utterances of actors. Poefics, XII, 1, 1452b: «owa pév amdvrov
raira, idia 8¢ T4 amo THs grnuis kai képpor, “These [i. e. prologue, episode, exodos,
and choric song] are common to all plays, peculiar to some are the wdpmor and the
songs of the scenic performers.” Ibid.,, XII, 2: wdupos 3¢ Opnvos kowos yopol kal
{rév)y amwd oxnquys. “A kommos is a dirge by both the chorus and the scenic perform-
ers.” Cf. also Aristotle’s Problem., XV, 9180 70 8¢ adrd aitwov xai diome T4 pév
amd T8 oknuis ovk avticTpoda, Ta 8¢ Tob yopod avricTpodpa; ibid.,, XXX, 920¢: Sa
7{ 008é UmodwpioTl 008¢ UmodpuyioTl ovk EoTw €v Tpaywdia yopuwdv; . . . . &N amo
oxnuis, mpnTiey ydp; bid., XLVIII, 922b; talra 6¢ dudw yope uév avdpuoorta,
Tols 8¢ amd ornYS olkedTepa* exeivor uév yap npowy mumtal, The use of yopds,
xopikdv, ete., in these passages gives to the phrase amd (77s) oxnras the restricted
meaning desired. As soon as the “choral ” element is taken out, “scenic” must refer
to the actors alone, although, strictly speaking, both chorus and actors were included in

28 Cf. the recent controversy—arising from Frer's disser-  Bethe and Darpfeld in Hermes, Vol, XXX VI (1901), pp. 597 fI.,
tation, De Certaminibus Thymeclicis, Basel, 1900 —between  and ibid., Vol, XXXVIT (1902), pp. 249 ff. and 483 1,
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the term “scenic.” Cf. Demosthenes, XVIII, 180: (Bovher) oe¢ 8¢ und #pw Tov
Tvxdvra (@), arha TobTwy Twd TOV amd N8 oknuns, Kpeoddvryy 4 Kpéovra 7 bv év
KoxAvrd more Olvdpaoy kards vmokpwipevos émérpyras.  “Do you want me to count
you as no ordinary hero, but as one of these ‘scenic’ performers, Cresphontes or
Creon or (Enomaus, whom once upon a time, at Collytus, you ‘murdered’ with your
bad acting ?” This fling was directed at Aschines, whose ill luck as an actor of tragic
roles was notorious.

Finally, both those who insist that €ri with the genitive invariably “implies
elevation,” and their opponents who claim that it means ‘“before,” are equally led
astray by the exigencies of the argument. Reisch, in the statement quoted above:
“Dass das Vorwort €mi (mit Genetiv, Dativ und Accusativ) nicht nur zur Bezeich-
nung von Hohenunterschieden, sondern auch zur Bezeichnung der Nachbarschaft
zweier auf gleichem Boden befindlicher Dinge verwendet wird, diirfte wohl bekannt
genug sein,” proposes to cut the Gordian knot of the most perplexing word in the
language in a manner that will satisfy but few. Only a small proportion of the
examples that he cites are of any value to the present discussion. Let us consider
the following passages: In two instances oxnvy has its untechnical meaning of
“tent”: Plutarch, Brufus, 45: wAnyais xohacfévras émi arnvis [before, or at,
the commander’s quarters] yvpvods amodofnvar Tois aTpatnyols T@v molepiwv; and
Arg. Soph. Ajax: karakapBdve.’Afnva’Odvoaéa émi Tns arnvys Somrevovra T( ToTe dpa
wparre.,.  In three cases émd is used in connection with the scenic background. Arg.
Soph. Antigone: Umikeirar 8¢ Ta mpaypara émi Tédv Kpéovros Baoihelwv; schol. Soph.
Trach. 1275: ém’ oixwv; and Arg. Aristoph. Equites: éowe [sc. Anpoacfévns] s émrl oixias
SeamoTikiis mwoteioBar Tov Aoyov. And in still two other instances it is used in connection
with the spectators: schol. Burip. Troad.,1: & os émi Tod Bedrpov 6 Edpumidns, and schol.
Eurip. Hippol., 524: ta 8¢ axka, a ppovd, apréoer Tois évdov Sinyfoacfar ¢iows, émoid
€aTi, Kal pi) émi mavTwy Kal émi Tob fedTpov TabTa écdéperw. “The nature of my other
plans it will suffice to relate to my friends within, and not to disclose them before the
whole audience.”

In dealing with this matter Professor Gildersleeve shrewdly observes:

In the vast majority of instances é&rc with the genitive denotes characteristic superposition
and it may still denote superposition in such standing expressions as émi réyovs, ér’ oixiuaros.
< « . . Any form of superposition will answer the conditions —a rest in front, a step in the door-
WY Dr. Forman .. .. adduces an interesting example, Demosthenes, LVIII., 40:ém
Tdv SwaoTyplowv kal Tod Brjparos, in which énl retains enough literalness for the second member.
But, whatever the local exigencies may be, the phraseological, the adjectival character of the com-
bination is unmistakable. of éxi oxpis as a technical texm is simply of oxgpirar, the “hutmen.”
The rarity of ém{ with the genitive of mere proximity in the best period, the large possi-
bilities of the “upon” element even then —all this is abundantly shown in Dr. Forman’s disser-
tation. That dwd m9s oxmijs is more common than of éxi oxpis, & fact on which Reisch lays
great stress, is a very simple matter. ‘Awé okyvis is émi oxyrijs from a different point of view.
Sporadic examples in which ér¢ with the genitive seems to mean “before” do not strengthen the
ok argument, which may quietly repose on the phraseological use of éxi, “On the playhouse
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side” ig all the theory demande, and the phrase was fixed long before the time of the earliest
passage cited.®

"Em{ does not necessarily and always mean “upon,” When oxyry means “tent,”
éml Ths gxnvns means not ‘“‘on the tent,” but “near,”’ “at,” or “before’” it. In its
original theatrical nse the phrase meant, as Professor Gildersleeve so aptly expresses
it, “on the playhouse side,” and referred fo the space before and in the vicinity of the
scene building. In its fourth-century usage it always pointed & contrest; in some
cases it indubitably included the chorus in its application, while it never expressly
excluded it. In fact, it had no more definiteness of reference than év 76 fedtpow.
Those who translate the phrase by “on the stage™ use a perfectly legitimate English
expression that reproduces fairly well. the original, but they violate their scholarship
and their native tongne when they try to force into the ancient phrase & meaning that
is incidental in the history of the modern expression.

# Gildarslosve's Dotice of ForMAN'S dissortation ' On Used to Denote Soperposition.” dm. Jour., Phil, Vol
the Dilferance between the Genitive and Dativo with éw(  XVIII (1807), p. 120,
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