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Dimitrios Karadimas

DIONYSIUS OF HALICARNASSUS
ON THE PLEASANT AND THE BEAUTIFUL -
TRACES OF PLATONIC INFLUENCE

L. Introduction

The discussion about the reception of Plato by later rhetoricians seems to
necessarily include three different but interrelated aspects. The first one has
to do with the rhetoricians’ treatment of Plato as a literary writer and as a
model of style; the second concerns the examination of whether and how the
rhetoricians reacted to Plato’s charges against rhetoric, while the third one
examines the traces of Platonic influence which were possibly left in rhetori-
cians’ writings. In this paper I will discuss the case of Dionysius of Halicar-
nassus, I will focus on the third of the aspects just mentioned, and I will try
to show that there are traces of Platonic influence in the theoretical part of
his rhetorical work — a Platonic influence that is probably not obvious but it
is there, as I believe. I will start by making some brief remarks concerning
the first two questions.

Dionysius of Halicarnassus points out emphatically that Demosthenes is
the best orator and the best model to be imitated, while he has some reserva-
tions about Plato’s style, and criticises the philosopher in a way not always
fair. The points of criticism against Plato are mainly found in the treatise On
Demosthenes (see 5, 6, and 23-32) and in the Letter to Pompeius (see the first
part), but also at some points in his other treatise On Literary Composition
(18). In his On Demosthenes, Dionysius seems determined to prove the supe-
riority of Demosthenes in matters of style and, as Grube has pointed out?,
“in the case of Plato his (Dionysius’) criticism is much less sensible and less
fair in detail”. Besides, he does not try to keep his promise that he will com-
pare only the best passages of different writers. In this case, he states that
Menexenus is the best specimen of political discourse in Plato (and rejects the

1. GRUBE (1965), 225.
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Apology on not persuasive grounds)?, and proceeds to compare it with the De
corona, the speech that is generally regarded as Demosthenes’ masterpiece.
Dionysius includes Plato among the Attic writers who are worth imitating,
but unlike other authors of the same general period, such as Cicero, “Longi-
nus” and Aristides?, he finds faults with his style, and places him long be-
hind Demosthenes. Moreover, at some points his criticism takes a personal
tone which comes on the verge of attack, even though it is not demanded by
the subject*. What I mean is that there are various indications in these works
of Dionysius that this treatment of Plato was owed not only to the dislike
Dionysius felt for bad imitations of the philosopher’s style, not even only to
his dislike of certain aspects of Platonic style, but also to the fact that Plato
had first attacked rhetoric systematically and in some way symbolized the
old quarrel between philosophy and rhetoric®. If this is so, this treatment of
Plato may cover the instinctive reaction of a rhetorician who still feels the
power of Plato’s influence around him, even in matters of style! But this is a
subject that deserves a separate thorough examination. Now, we turn to Pla-
to’s influence on Dionysius himself.

Dionysius often includes, in his rhetorical works, references to exponents
of various philosophical schools®. The school that is most often mentioned
and which undoubtedly exerted some influence on him is the Peripatetic’.
Nevertheless, Dionysius does not hesitate to reject the claims of later Peripa-
tetics about Aristotle’s influence on Demosthenes®. He also mentions Chry-
sippus and other Stoics, and most probably their ideas played an important
part in the formulation of Dionysius’ linguistic theories (see, e. g., his theory
on the parts of speech that bears Stoic influence)®. As to the Epicurean

2. On Demosthenes 23.

3. Cicero, De oratore 1, 47; “Longinus”, On the Sublime (passim); Aristides, II 465.

4. See, e. g., Pompeius’ reaction to Dionysius’ criticism of Plato: “you should not
have exposed the faults of Plato when your purpose was to praise Demosthenes”;
Letter to Gn. Pomp. 1.

5. ROBERTS (1901), 41.

6. GOUDRIAAN (1989), 439-469; and DE JONGE (2008), 33-44.

7. HENDRICKSON (1904), 125-146; HENDRICKSON (1905), 249-290; BONNER (1938), 257-
266; see also BONNER (1939); GOUDRIAAN (1989), 439-440; WOOTEN (1994), 121-131;
FORTENBAUGH (2005), 17-14; DE JONGE (2008), 34-35.

8. See Letter to Ammaeus by Dionysius.

9. SMILEY (1906), 205-272; DE JONGE (2008), 36-37, 109-110, 274-280.
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school, he does not seem to harbour any respect for them, because, as he be-
lieved, they did not care at all for matters of expression®.

Dionysius relationship to Plato, as has been already implied above, is a
more complex subject. Dionysius quotes Plato in his rhetorical works and he
seems to have some knowledge of his writings and ideas. The Platonic
works that are mentioned or quoted in Dionysius’ rhetorical writings are the
Phaedrus, Republic, Cratylus, Menexenus, Philebus, and Apology. More than
once there are references to the so-called “Socratic dialogues”, and the Phile-
bus is given as a good example of them!!. There are also most probably allu-
sions to the Politicus, Phaedrus, Protagoras, Sophistes, Gorgias, Hippias Major,
Theaetetus and the Republic. Moreover, from his essay On Thucydides we learn
that Dionysius was conversed with Plato’s philosophical ideas, at least those
concerned with the theory of the Forms, the Good, and the ideal city-state!2.
Since Dionysius’ discussions are of a literary and rhetorical nature, there is
little chance for the reader to discover whether Dionysius had studied a
greater number of Platonic dialogues than those mentioned above. I sup-
pose, however, that we will not be mistaken if we take for granted that he
had read some more dialogues which are not mentioned or alluded to in his
works. Even if Dionysius used to read the Platonic dialogues from his own
point of view and for the needs of his own stylistic and literary interests, this
careful and rather extensive study could explain any signs of assimilation of
Platonic ideas or of creative, conscious or even unconscious, exploitation of
them in the process of constructing his own theoretical work.

It is not easy to show beyond any doubt or prove the Platonic influence on
Dionysius. The main reason is that the two authors are working in two dif-
ferent disciplines which have by definition a quite different orientation and
aim. This fact creates two basic difficulties: on the one hand, the existence of
parallel texts is not to be expected and, on the other, it is not necessary for
general philosophical ideas which seem Platonic and which can be found in
Dionysius to have come down to him directly from Plato. Despite these diffi-
culties, Goudriaan has found points of Platonic influence on Dionysius, as
well as points of possible Platonic influence. Dionysius’ ideas, e. g., on the
non-rational working of oratory, as well as on the evolution of humanity
which is basically pessimistic are, according to Coudriaan, of Platonic

10. Dionysius, On Lit. Comp. 24.
11. See Dionysius, On Demosthenes. 2.2 and 23.4.
12. Dionysius, On Thucydides 3.
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origin®3. A kinship is also found between the thoughts of Plato on imitation
and those of Dionysius, which makes a Platonic influence again possible!.

The work on which we will focus our attention is the On Literary Composi-
tion. This treatise is regarded as the most original contribution to rhetorical
theory by Dionysius'®. At the same time, Platonic philosophy, as mentioned
above, seems to have been the origin of various ideas of Dionysius. For these
reasons the On Lit. Comp. deserves a closer examination in search of possible
Platonic influence. In the discussion that follows I will try to show that Dio-
nysius adopted Platonic ideas and thoughts in one major theme of his theo-
ry: in his notions of the pleasant and the beautiful (to 1100 and T0 KAAOV),
which are of central importance to his theory of style in the treatise under
discussion. Moreover, I hope that it will become clear that there is also Pla-
tonic influence in Dionysius’ treatment of mémnov, a minor but important
point that appears in the course of his discussion concerning the literary
composition.

II. To 160 / 1 ndéovi) and 10 kaAdv

The question of the origin of the two aims of every composition, accord-
ing to Dionysius’ theory, i.e. of 1100 and kaAdv, has long puzzled the schol-
ars. Kroll first maintained in 1907 that Dionysius’ notions of 1100 and kaAdv
originated with Aristoxenus, the Peripatetic philosopher, whose treatise on
music is preserved’®. Other scholars found a relationship between Dionysi-
us’ theory around the pleasant and the beautiful and the views of a group of
Hellenistic literary critics known as kritikoi”. Goudriaan attributes the origin
of the notions to a general Platonic-Aristotelian influence and especially to a
common set of ideas, shared by both philosophers, which discerns two basic
levels in their anthropology: a lower and a higher one. The former is that of
sense perception and is characterized by 1dovr] and Avmn, pleasure and
pain, while the latter, the higher one, is that of logos, reason and discourse,
and has kaAov as its central value®.

13. GOUDRIAAN (1989), 536-565.

14. Ibid. 218-245.

15. See GRUBE (1965), 217; GOUDRIAAN (1989), 698; DE JONGE (2008) 42.
16. KrROLL (1907), 86-101.

17. See further down on kritikoi.

18. GOUDRIAAN (1989), 481-503.
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Before proceeding to the development of my argument I should make
clear that I am only speaking of traces of Platonic influence. There are some
points and indications that can be interpreted as the result of a conscious or
unconscious Platonic influence on Dionysius. My main argument is based
on the observation that Dionysius’ basic distinction between a pleasant and
a beautiful style is not persuasively supported either by his theoretical con-
siderations or by his examples and, thus, the question where he grounds his
conviction about the validity of his distinction is open. I interpret this con-
viction as a sign of deep Platonic influence.

1. Dionysius points out from the very beginning, in his On Literary Com-
position, that he is going to develop his own ideas about style, since this sub-
ject had not been studied by his predecessors!®. He especially mentions the
Stoics and Chrysippus making clear that none of them (not even Chrysippus
who composed a relevant treatise) wrote anything useful for the subject®. It
was mentioned above that the school that certainly exerted some influence
on Dionysius was the Peripatetic. It should be noted here, however, that in
the On Lit. Comp. Dionysius does not follow the Aristotelian principles either
concerning the relation between poetry and prose?! or concerning the theory
of style2. In connection with the present subject (the pleasant and the beauti-
ful) it is of some importance that he mentions Theophrastus, when he starts
examining the beautiful composition more closely (see n. 25 below), but it is
more important that Dionysius seems to be convinced that he is making an
innovative analysis of the subject?.

19. Dionysius, On Lit. Comp. 1.

20. Ibid. 4.

21. See the discussion in DE JONGE (2008), 329-331, and On Lit. Comp. 25-26. As de
Jonge puts it “Dionysius of Halicarnassus blurs the boundaries between prose and
poetry more than any other ancient rhetorician seems to have done”, while Aristotle
rejects metrical prose and states that “even separate rhythms should only be included
to a certain extent”.

22. According to Aristotle, the style should be neither mean nor over-dignified, a
view that stresses the negative aspects of the extremes; see Rhetoric 1404b 1-4 and
1414a 22-26. Dionysius, on the other hand, differentiates three styles by focusing on
the positive points of the two extremes. See BONNER (1938), 262-263; DE JONGE (2008),
361 seen. 129.

23. On Lit. Comp. 1, 16.
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Two are the most basic aims of a writer who wishes to make a good
composition whether in prose or in verse: 1 éov1) and to kaAdv, according to
Dionysius?*. Thus, he makes the distinction between rj6ovr} and kaAév, be-
tween noeia Aé&ic and kaAn Aé&ic, and he tries to explain himself: “And let
not anyone be surprised at my assuming that there are two distinct objects in style,
and at my separating beauty from pleasure; nor let him think it strange if I hold that
a certain expression may be composed so that it will be pleasant but not beautiful or
beautiful without being pleasant.” It is true that his readers, at least those who
had a certain acquaintance with the relevant peripatetic tradition, would
have been surprised?.

24. Ibid. 10. I use Roberts’ translation of the On Lit. Comp. (Dionysius of Halicarnas-
sus, On Literary Composition, Being the Greek text of the De compositione verborum, Edited
with Introduction, Translation, Notes, Glossary, and Appendices by W. RHYS ROB-
ERTS, London 1910) with some adaptations of my own when necessary.

25. Discussing the use of metaphor in his Rhetoric (1405a), Aristotle accepts that
the beauty of words comes either from their sound or from their meaning, and it
seems, as far as beauty based on sound is concerned, that it is not something to be
discerned from the pleasant feeling created to the ear. Ibid. 1405b 5-8. (Pleasure of
course is much wider than this in Aristotle’s rhetoric. He had discussed the notion of
100 in the previous lines and had already made the point that the advantages of the
metaphor are clarity, pleasure and the unexpected; ibid. 1405a 8-10. Moreover, in his
discussion of the style appropriate to each rhetorical genre, Aristotle writes that to
make a further distinction, e. g., that style should be pleasant and magnificent, Aé&ic
noeia kal ueyatonpenig, is a superfluous thing. He maintains that by doing so we
conflate stylistic and moral virtues, and continues like this: “For why, if not to please,
need it be clear, not mean but appropriate... What we have said will make the style
pleasant, if it contains a happy mixture of proper and appearing new words, of
rhythm, and of persuasiveness resulting from propriety”; ibid. 1414a 22-23. It should
be noted here that peyadonpéneia, magnificence/ elevation, is the first feature of a
beautiful style in Dionysius, and the other ones mentioned are very close to it, such
as impressiveness, solemnity, etc.).

Theophrastus followed his teacher’s tradition and, according to Demetrius’ work
On Style, Ilepi épunveiac, he regarded the beauty of words as identical with the
pleasant feeling that is created both in the ear and in the eye or with their honourable
meaning (On style 173). As Demetrius explains, words pleasant to the eye are those
that represent a picture pleasantly received by the eye, since “what is looked upon
with pleasure, this is also beautiful even when expressed in words” (ibid. 174). Ac-
cording to Dionysius (On Lit. Comp. 16), Theophrastus had made some general points
about these matters in his work On Style, ITepi Aééewc, where he defined which
words were naturally beautiful, and which were trivial and ignoble. About the for-
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The distinction between the pleasant and the beautiful is a basic one in
Dionysius’ On Literary Composition, since a big part of his analysis, and the
most important one, is based on this (see the chapters 10-20). Despite the
great importance of his distinction, however, he does not manage to sub-
stantiate it in a clear and direct way — something that is unusual for him,
who is otherwise characterized by the clear and systematic exposition and
explanation of his thoughts. His basic argument is that experience introduc-
es the distinction and that it is not a novel one of his own. By this he means
that there are authors who attain beautiful but not pleasant compositions,
such as Thucydides and Antiphon of Rhamnus; others who compose pleas-
ant but not beautiful works for the most part, such as Xenophon and Ctesias
of Cnidus; and of course others who succeed in both and their work has both
qualities, such as Herodotus.?* But what the specific difference is between
the two notions in the case of style is not really defined nor is there any at-
tempt at definition. Dionysius maintains that both these aims are achieved
through the same four basic factors: melody, rhythm, variety, and appropri-
ateness (uédoc, pvOudc, uetaporn, mpémov resp.). That he has two different
sets of discernible qualities in mind, when he speaks of 1 106ovr) and to
KaAdv, becomes clear in the same passage in which he explains that under
the former he classifies qualities like freshness, grace, euphony, sweetness,
persuasiveness, whilst under the latter magnificence, impressiveness, so-
lemnity, dignity, and an archaic tone are grouped. Dionysius explains that
these are the most important and basic qualities in either case, but he does
not expatiate more on them. He implies that what each of these qualities is
can be shown by example, but he postpones it for a more suitable opportuni-
ty. One could probably suppose that the features that are related to noovn
are more dependent on the sound of word and the feeling created in the ear,
while the features of beauty-group seem to also include aspects of meaning
and of the traditional usage of the words. If this is true, then it reveals as-
pects of the relevant Aristotelian tradition, but in practice this differentiation
is not found in Dionysius’ analysis. On the contrary, he points out that the
style is beautiful when it contains beautiful words and the beauty of words

mer Theophrastus explained that they can create a beautiful and grand composition,
while about the latter he said that by them “neither good poetry nor good prose can
be constructed”.

26. Dionysius, On Lit. Comp. 10.
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is due to the beautiful syllables and letters — exactly what happens with the
pleasant style?. This point needs a more detailed discussion.

In the chapters 11 and 12 Dionysius proceeds to the examination of the
qualities that create a pleasant style — actually a pleasant sentiment to the
ear. These are: melody, thythm, variety and appropriateness. He mentions
them in this order and makes the remark that melody is the first among
them and that appropriateness applies to all other qualities. He then tries to
show why and how these four qualities contribute to creating a pleasant
style. The discussion is based on three basic assumptions: (i) All people have
a natural appreciation for good melody (éuuéAetav) and good rhythm
(evpvBOuiav); (ii) Public oratory is a kind of musical science and differs from
vocal or instrumental music in quantity/ degree and not in quality; (iii) What
causes the pleasure of hearing is ultimately the nature of letters (phonemes).
Speech is made up of them which, first, form syllables, and then words,
clauses, etc., put together in various ways. The decisive factor is the nature
of letters (phonemes) which ascribes to them their various qualities.

Taking up the beautiful composition (chapter 13), Dionysius points out
that there is no other way for a writer to create a beautiful style than “those
by which it is made pleasant” (and he means the four qualities just men-
tioned), and continues: “And even in this case the reason (why beauty is cre-
ated) is the nature of the letters and the quality (i.e. the phonetic effect) of
the syllables in which the words consist®.” In the discussion that follows
(chapters 14-20) and which concerns the creation of both pleasant and beau-
tiful style, it is not clear what Dionysius means by these words. Beauty of
composition is judged on the basis of its sound: it is due to the employment
of beautiful words, which are beautiful because they are made of beautiful
syllables and, ultimately, of beautiful phonemes. Dionysius does not write
that it is possible for the sounds or for some of them to be beautiful but not
pleasant or vice versa. His detailed discussion of the quality of the sound of
each individual element (letter) (ch. 14) or of the syllables (ch. 15) leaves the
reader with the impression that there cannot be such a distinction. On the
other hand, as we saw above, he insists that beautiful composition is not to

27.Ibid. 13, 16.

28. Dionysius maintains that the same elements that produce pleasant style, pol-
ished rhythm, and graceful variety, they also create noble expression, solemn
rhythm, and impressive variety. As to the appropriateness, he stresses that it has a
special relation to beauty and that it is its main source.
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be identified with the pleasant one. In the course of his analysis there are
points in which Dionysius examines the beauty of composition only. He
writes: “I hold that those who wish to fashion a style which is beautiful in
the collocation of its sounds must combine in it words which all carry the
impression of beauty, impressiveness or dignity” (ch. 16). The example he
employs includes some verses by Homer? and illustrates, according to Dio-
nysius, that dignity and grandeur in words is created by the sound of their
components (phonemes). He also explains that, since many words are not
naturally beautiful, Homer is forced to disperse the words of this kind
among the beautiful ones, so that he will cover up their negative effect.

Moreover, in the discussion about rhythm (ch. 17 and 18) beauty in style
is especially examined, is connected, as expected, to qualities like impres-
siveness, dignity, nobility, and stateliness, and the relevant examples are
adduced from Thucydides, Plato, and Demosthenes. What makes the com-
positions of those writers magnificent and dignified are the magnificent, no-
ble and dignified rhythms, the metrical foots that convey these qualities
(dignity, nobility, etc). Dionysius writes that dactylic hexameter, e.g., “is de-
cidedly impressive and remarkable for its power to produce beauty of
style”®. In this way Dionysius proves what he said at the beginning about
Thucydides, namely that his works, more than anyone else’s, are composed
in a beautiful way. But at the same time he maintained that Thucydides’
style is not pleasant for the most part®!! Concerning the handling of ignoble
rhythms, Dionysius recommends the same practice as that attributed to
Homer earlier: the ignoble rhythms should be concealed well and dispersed
among the better and noble ones. Hegesias of Magnesia is the characteristic
example of a writer who has been proved absolutely incapable of using the
noble and ignoble rhythms in the right way and, therefore, he created works
exhibiting lack of beauty and disfigurement (atioxOvnv kat dpoopiav).

The third factor that creates a pleasant or a beautiful composition is vari-
ation. As Dionysius explains, variation is needed, since even beautiful or

29. Iliad 2. 494-501.

30. Dionysius, On Lit. Comp. 17. Similar points are made for other meters too; see
ibid. 17, 18. The pyrrhic, for example, is neither impressive nor solemn, iambus is no-
bler than trochee, anapaest is a very solemn foot and is recommended when there is a

need to invest a subject with magnificence, etc.
31. Ibid. 10.
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pleasant things create satiety, when they are too much (see 19)%. Further
down he points out that, as everybody knows, variation in discourse is the
most pleasant and the most beautiful thing. This part of his analysis closes
with a discussion on mpémnov, appropriateness, to which we will come back.
It is obvious that for Dionysius the two different terms (160 and xaAdv)
are not only descriptive variations of the same thing, and that in his analysis
he makes an effort to pinpoint qualities or aspects of some qualities that are
exclusively related to each one of them: 100 and kaAdv. His main points,
however, do not serve his effort to draw this distinction. He has assured us
that everything depends on the sound of the individual letters (phonemes)
and their combinations (syllables, words, phrases, etc), and that both pleas-
ure and beauty in style are created through four basic factors (melody,
rhythm, variety, appropriateness) which have as their primary material the
sound of the words. As mentioned earlier, in the discussion of the quality of
the letters and syllables the distinction between 100 and xaAdv is not made,
and this discussion mainly proceeds using terms such as “strong” and “eu-
phonic” letters, as well as terms about what is pleasing or disturbing to the
ear®. The long vowels, e.g., are described as the most strong and euphonius
ones in this connection, and it is again the long syllables for which a special
role in the production of magnificent and dignified rhythms is preserved in
the analysis of various rhythms3. It seems that on the basic level of the orig-
inal sound pleasure and beauty are practically identical. When we come,
however, to the level of words or phrases, then there appears the differentia-
tion between beauty and pleasure, which Dionysius’ theory prescribes®. As
Dionysius’ analysis seems to imply, beauty of style is an end that, if
achieved, it is there to be admired and stands as a statue exhibiting nobility,
grandeur, dignity, while pleasant style is understood as a set of qualities of a
different kind such as euphony, sweetness, grace, etc., which have an imme-
diate impact on the ear, and which seem to be understood as of a more tran-
sient nature. It is worth noting that in Dionysius’ examples the greatest units

32. Dionysius has already pointed out that one should cure monotony by the in-
troduction of a suitable variation, since “variety is a source of pleasure in whatever
we do”; See On Lit. Comp. 12.

33. In one case a word edpoppov (but not kaAov) is used; see the discussion about
the vowels (14): “Of the short vowels none is eduoppov, has beauty, but o is less ugly
than €”.

34. See, e.g., Dionysius’ comments on various poetic meters in 17.

35. See ibid. 16.
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that can be put together in various combinations and create pleasant style
are syllables, while the smallest units producing beautiful style are words
(see, e.g., metrical foot). However, he does not give any explanation or make
any explicit relevant statement.

In Dionysius’ treatise there is no adequate theoretical substantiation of
the distinction between beautiful and pleasant style, although the author
insists on this distinction. Even in his analysis he is not throughout con-
sistent, since at some points he discusses the two kinds together, at some
others separately, and not always in the systematic way that is generally pe-
culiar of him. He seems to have been convinced that beautiful style is not the
same as pleasant style despite the core role of the sound in their creation. But
what is the specific difference between them is not directly defined, and an
effort is made to pinpoint it by describing the qualities attached to each one
of them. The result is that he appears to have some difficulty in showing this
difference clearly and consistently. Questions, for example, like the follow-
ing ones are not given an answer: Are the four basic qualities of the same
value and equally indispensable for both styles? If this is so, why, e.g., is
melody not clearly discussed in connection with the beautiful style, while
rhythm is examined extensively? Is appropriateness more important for the
beautiful style as Dionysius seems to imply and why?36?

2. Despite this difficulty, however, Dionysius insists that these two quali-
ties aimed at by any writer are essentially different, and does his best to sup-
port it. The basic feature of Dionysius’ theory is his conviction (i) that beauty
and pleasure are two different ends of composition and should be clearly dis-
tinguished from each other, and (ii) that both of them, despite their different
nature and the different qualities they exhibit, result from the same basic
source, are based on the same elements, and are affected by the same factors.
This conviction of Dionysius bears, in my opinion, clear traces of a Platonic
influence on him. Dionysius had read the Philebus, as we have seen, and it
seems that he greatly admired the dialogue, since he mentions it as an exam-
ple of the dialogues that preserve the Socratic character — a group of Platonic
dialogues for which he feels “nothing but wonder and delight”¥.

In Plato’s philosophy, generally speaking, pleasure and beauty are not
explicitly linked to each other. The Idea of beauty is in some way close to the

36. See ibid. 13.
37. Dionysius, On Demosthenes 23.
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Good and it is rather the object of Eros than of pleasure. As we learn from
the Symposium and from the Phaedrus, we need to experience beauty in its
various kinds and earthly manifestations in order to be able to ascend step
by step to the highest manifestation of beauty. It is clear that beauty has a
central position in the Platonic philosophy, whilst pleasure is for the most
part discussed in relation to the good and the good way of life, in various
dialogues, where it is rejected more or less emphatically as a right object of
life. In the Philebus, however, the two notions seem to come closer. In this
dialogue, Socrates distinguishes false pleasures from true pleasures and de-
fines the true ones as those characterized by the absence of pain. Four kinds
of true pleasures are mentioned here that fall into two classes: the first class
includes what Plato calls “divine kind of pleasure”, i.e. the pleasure of seeing
and the pleasure of hearing — but seeing certain simple regular shapes and
pure colours, and hearing simple clear sounds, like musical notes. As Plato
explains, the second and lower class consists of the pleasure of smell and
that of learning. The reason why the former class is deemed as higher than
the latter is that its two kinds are implicitly related to beauty and its appre-
ciation — something that does not happen with the second class. Plato de-
scribes the objects of seeing or hearing as xaAd, and he explains that the
kinds of pleasure under discussion are created by objects that are kaAda ka6’
avtd, i.e. intrinsically beautiful and not relatively beautiful. For that reason
living creatures, humans included, and pictures, etc. do not belong here,
since the place is reserved for simple shapes, colours and musical notes®.
Plato had already said in the Phaedrus that the Idea of beauty is the only one
that can be clearly revealed to us through the sense of seeing and that no
other Idea has this special “priviledge”®. Here, in the Philebus, he widens the
spectrum of the “higher” senses by adding hearing, whilst he narrows the
field of their application (in relation of course to the subject discussed here,
the creation of pleasure).

Dionysius, in my opinion, was under the influence of the Philebus, when
writing his work on literary composition. Trying to explain why he will base
his analysis on the notions of pleasure and beauty he says that “the sense of
hearing seeks for both” and immediately afterwards makes the comparison

38. See Gorgias 491D-500A, Republic 580D-588A, Protagoras 351B-357E, Laws 667D-
668B, 732E-734E.

39. Plato, Philebus 51A-52B.

40. Plato, Phaedrus 250B-D.



DIONYSIUS OF HALICARNASSUS 153

to sight writing that hearing is “affected in somewhat the same way as the sense of
seeing” which when it looks upon something beautiful “is satisfied and longs
for nothing more”*. Dionysius employs even Platonic vocabulary here (dp-
Keltar kal o0dév Ett ofer) which is at place of course in the mystically erot-
ic context of the Phaedrus, but not here®2. Exemplifying what exactly creates
the pleasure of hearing, Plato writes: “Distinct sounds which are smooth and
clear, and send forth a single pure melody (note), are beautiful not relatively to
something else, but in themselves, and they are attended by pleasures that are natu-
rally innate to them (Svupavovc)™S. Plato obviously here associates the
pleasure of hearing to simple clear sounds that have an inherent quality of
evoking beautiful melody and, for that, of creating a natural pleasure. Dio-
nysius has accepted both implications here: (i) that pleasure of hearing is
related to music, and (ii) that there are sounds that have an inherent beauty
and create by nature a kind of pleasure. Moreover, he transfers into the field
of composition what seems to be the Platonic view of the relation between
the pleasant and the beautiful in general: the two notions must be under-
stood as clearly different from each other in a wider context, but as closely
related in the very specific level of the simplest units of language.

Dionysius stresses the relation of oratory to music. He maintains, as men-
tioned above, that “the art of public speaking is a kind of music itself, and differs
from the vocal or instrumental music in degree not in quality”, and he explains
that in oratory, too, “the words have melody, rhythm, variety, and appropriateness
so that the sense of hearing is delighted in melody, is taken away by the rhythms,
welcomes variety and yearns for what is proper in every case”*. Dionysius makes
clear that the main qualities which constitute the basis of his analysis are
borrowed from music®. Moreover, when he enters the detailed discussion of
the basic elements (sound of the letter) and their quality, he starts from the
first basic distinction between vowels and consonants and supports it by
invoking the witness of Aristoxenus, the musical theorist of the fourth cen-

41. Dionysius, On Lit. Comp. 10. Dionysius speaks of works of human hands (such
as moulded figures, pictures, carvings) in which sight finds pleasure and beauty, but
it seems that beauty is the basic feature of those works.

42. See , e.g., Phaedrus 251E.

43. Plato, Philebus 51E.

44. Dionysius, On Lit. Comp. 11; see also ibid. 17.

45. Melody, rhythm, and variety are characteristic qualities of music, and neces-
sary to link oratory to music. Appropriateness is a more general quality characteristi-
cally Platonic (see below).
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tury, and not of any grammarian. The phrase he uses (“as Aristoxenus, the
musician, makes it clear”)* shows that he regarded Aristoxenus as an au-
thority on the subject he is going to discuss and that he treats the phonetic
elements of language as sounds of music.

Furthermore, Dionysius tries to show that people have a natural capacity
of appreciating the correct melody, éuuéieiav, and the good rhythm,
evpvBuiav¥, and organizes the development of his theory of composition on
the premise that there are sounds that have a positive, pleasant effect on the
ear by nature, while some others not, and still some others affect hearing in
an unpleasant way. Everything depends on the inherent quality of the sim-
ple single sounds. As has already been mentioned, the quality of the single
sounds creates the quality of the syllables, and thus the beautiful words are
constructed. This means that is not possible to change the fundamental na-
ture of each sound (and, as a consequence, of a syllable or word) and, thus,
we are obliged to cover the coarseness of some of them by mingling, fusion,
and juxtaposition®. This is a basic principle in Dionysius that also pertains to
the choice of words and, at the same time, becomes a major compositional
principle to be followed by orators and writers: they should link melodious
and rhythmical words to one another in order to achieve the best result; they
should also interweave words producing unpleasant natural effect, when
they cannot be avoided, with those that can charm the sense of hearing, etc.
Composition is a continuous struggle against the restrictions posed by na-
ture and human physiology of articulation on the one side and human psy-
chology on the other. The writer has to find ways to overcome the former
and meet the demands of the latter. Those demands are defined by the natu-
ral capacity of the soul to recognize the good rhythm and melody, to discern
them from what is not good, and seek for the good one only.

Dionysius does not develop this basic thought further, but the human
soul, according to this, seems to turn itself towards what is akin to it, and be
captured by it. These psychological implications also reflect, I think, Platonic

46. Dionysius, On Lit. Comp. 14. Dionysius mentions Aristoxenus also in On De-
mosthenes 48.

47. This seems to be a Peripatetic claim that is found in Aristotle (see Pol. 1340b
17-18) and later Peripatetics such as Andromenides; see JANKO (2000), 136 n. 1 and
143-154. This is, however, a reformulation of the Platonic view expressed in the Pro-
tagoras; see Protagoras 326B; see also Republic 400C-E.

48. Dionysius, On Lit. Comp. 12.
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influence, and preserve a vague analogy to the soul’s yearning for beauty in
the Phaedrus. Irrespective of that, however, the very idea of basic musical
sounds that are inherently pleasant and are related to beauty (by being able
to create a beautiful composition) is Platonic, in my opinion. As has been
pointed out above, on the first basic level of letters (phonetic elements) beau-
ty and pleasure are not discernible as two different qualities®. The same is
also true of the second basic entity, the syllable. Dionysius does not state this
explicitly, and of course he does not explain why this is the case. It seems
that Dionysius leaves secretly a space, from the level of words onwards, for
the meaning and the mpayuatixoc Témoc to enter the field. Above the level
of syllables (i.e. the level of words, phrases, clauses, etc) beauty and pleasure
are present as two distinctive qualities, ends of any composition. What is
important in this connection is that, if meaning silently is implicated, beauty
of style obtains a wider significance and is an end, not only different from
the pleasant style, but also more difficult to be achieved. Dionysius, then,
seems to hold beauty, consciously or unconsciously, on a higher level than
pleasure — obviously in a Platonic manner.

3. The fact that Dionysius bases his composition theory on the principle
of euphony and on the quality of the sound has led many scholars to sup-
pose that he was influenced by the kritikoi of the Hellenistic times. The term
kritikoi seems to have been used first by Crates of Malos, a scholar of the 2nd
c. BC with Stoic affiliations, to denote a group of “experts” in literature who

49. The central and bigger part of Dionysius analysis concerning the aims of a suc-
cessful writer (c. 10-20) is dedicated to a thorough examination of the letters of the
Greek language and their sounds from exactly this point of view: which create a
pleasant feeling to the sense of hearing and which do not (ch. 14-15). The common
denominator in this discussion is the point that the sounds that last longer and are not
curtailed are more pleasant, because obviously they are or can be more melodious. In
this way, long vowels are more pleasant than the short ones, the three “semi-vowels”
which are also called “double” (these are the terms Dionysius uses for the three con-
sonants: C, &, V), are superior to the other five semivowels, and the rough voiceless
consonants are nearer to perfection than the other consonants, because of the force of
breath which is also added to their own. In this way Dionysius tries to make a clear
exposition of his views about the sounds of the letters and their inherent qualities.
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claimed to be critics of poetry®. Crates also defined himself as a “critic” as
far as we can gather from Philodemus'. These critics are also known as eu-
phonists, because they shared certain views about euphony. Their basic
view is that what is to be praised in a poem is not the composition
(ovvBeoic), but the sound which supervenes upon it (émupavouévn pavin)®.
They also seemed to believe that the only criterion for the evaluation of po-
etry is sound that is to be judged by the practiced ear, since poetry aims at
pleasing it*. It has long been argued that Dionysius was influenced by the
views of the kritikoi®, whilst more recently de Jonge tried to find out more
concrete bonds with them and maintained that Dionysius views bear Hera-
claeodorus’ influence®.

There are obviously similarities between the ideas of Dionysius and those
of the kritikoi. The question is how should we judge and explain these simi-
larities. An influence on Dionysius concerning the central part euphony
plays in his composition theory cannot be excluded®. By this I mean that
Dionysius had no reason to hesitate to place the role of sound at the center of
his composition theory, having in mind the theories of the kritikoi. At the
same time, he may have exploited some points concerning the euphonic

50. Atheneaus 490C. See FORD (2002), 272. On kritikoi and grammatikoi PFEIFFER
(1968), 157-159, 206-207; SCHENKEVELD (1968), 177-179; RUSSELL (1981), 7-8, 11. On
Crates PORTER (1992), 67-114; Asmis (1992), 138-169.

51. According to Philodemus On Poems V, Crates mentioned a series of critics
(Megaclides, Andromenides, Heraclaeodorus, Pausimachus, etc.). It is also very
probable that the use of the term in the plural (kritikoi), to denote not a school, but a
group of theorists who shared some views on euphony, was coined by Philodemus
himself. See PORTER (1995), 98-104; JANKO (2000), 125.

52. The origins of this euphonic tradition, according to Janko, can be traced back
to Pythagoras, Democritus, Archytas, and Heraclides of Pontus, a pupil of Aristotle.
The last one pointed out that poetry was performed to a musical accompaniment and
it was not only in verse. On the development of what can be called “euphonist tradi-
tion” see JANKO (2000), 134-185. For relevant Stoic discussions see ITPQTOITAIIA-
MAPNEAH (2005), 125-190.

53. Philodemus, On Poems V 24. 27-33. See also JANKO (2000), 162.

54. JANKO (2000), 127; see also Asmis (1992), 138-169.

55. ATKINS (1959), 133; SCHENKEVELD (1968), 176-215.

56. DE JONGE (2008), 362-365.

57. Similar views are found in Cicero. He writes that the intellect (prudentia) takes
the decision on the subject matter and words, but the ears are the judges of sounds
and rhythms; see Orator 162.
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qualities of letters, which the kritikoi had made, and transferred to prose a
method developed by others in the context of poetry®. I believe, however,
that Dionysius’ basis that worked as a starting point and as a guiding line
was not the views of kritikoi, but rather those of Plato I mentioned above.

The discussion about 10 160 and 10 kaAdv, which are the two, not identi-
cal to each other, ends of composition, allow Dionysius to keep a safe dis-
tance from the kritikoi. Moreover, the insistence on music and the relation of
oratorical speech to it (see also the reference to Aristoxenus), as well as the
four qualities or factors, which produce a beautiful and pleasant composi-
tion, do not allow us to closely connect Dionysius with kritikoi. It should be
also added that of the four basic qualities three are directly related to music
(melody, rhythm, variety)®, while the fourth one (appropriateness) is char-
acteristically Platonic (see below). Discussing Dionysius’ view that the rhe-
torical composition is a kind of music, Goudriaan has persuasively main-
tained that it is related to Plato’s views on music in the Republic and the
Laws®. Moreover, he also believes that Dionysius’ four qualities of composi-
tion are also found in Plato’s account of the “epic orator” in the Republics!.

Dionysius writes that nobody has written on the subject of composition,
as he does, and he seems to have the feeling that he does not owe anything
worthy of mention to any of his predecessors, (i.e. to people who dealt with
matters of composition theory). He mentions the names of some of them
when he employs their words or ideas (e. g. Aristotle, Theothectes, Aristox-
enus, Theophrastus)®. I think that the fact that Dionysius does not mention
the kritikoi should not pass unnoticed or be underestimated®. When Diony-
sius owes some points of his to a certain source, it seems that he mentions it.
He mentions the theorists above, but he also mentions Plato’s Cratylus, a
work from which he seems to have borrowed some points®. The fact that

58. See JANKO (1995), 213-233, cf. 224-225.

59. KrROLL (1907), 94-95.

60. See GOUDRIAAN (1989), 536-565.

61. Plato, Republic 396B-402A. See also GOUDRIAAN (1989), 561.

62. See Dionysius, On Lit. Comp. 2 about Aristotle and Theothectes, 14 about Aris-
toxenus, 16 about Theophrastus.

63. GOUDRIAAN (1989), 153-154 ; see also the discussion of his points by DE JONGE
(2008), 193-194.

64. See On Lit. Comp. 16, where he mentions Plato in connection with matters of
etymology. He writes that it was Plato who introduced matters of etymology, in oth-
er works too, but especially in the Cratylus.
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Dionysius does not mention Plato or the Philebus in connection with the part
of his theory under discussion can be explained, in my opinion, if we take
into consideration that Dionysius obviously did not regard the philosopher
as one of his predecessors (in technical matters of composition), as well as
that Plato’s influence on him was of a more general philosophical kind that
created some convictions in him and a frame of mind rather than gave him
ready material related to his subject. Some of these convictions simply ap-
pear in his theory of composition.

II. To mpémov

Another point of Platonic influence is the special role ascribed to appro-
priateness. Dionysius points out that appropriateness (rmpémov) is a quality
demanded by the other three and that it is applied to the rest of them®. He
repeats this view when he writes specifically of beauty, and he adds with
emphasis that appropriateness is the chief factor that creates beauty®. Dio-
nysius makes his meaning quite clear when he takes up appropriateness it-
self: “appropriateness must be present in all other things, and, if any other
work fails to achieve this quality, even if it does not fail absolutely, it fails for
the most part”®. Immediately afterwards he explains that it is not the right
time to enter the discussion of prepon as a whole, because it is a profound
study and needs a long discussion. He also adds that at this point he will
only try to cover at least a part of that aspect of prepon which is related to the
subject under discussion (i.e. creating pleasant and beautiful style)%. Then,
Dionysius explains that appropriateness pertains both dimensions of a good
composition: choice of words and composition of words, and stresses that
both of them can be either appropriate (mpémovoa) or inappropriate (dmtpe-
1iiic) to the persons and things involved. The aspect of prepon that is taken
up here is defined as the treatment that suits better to the persons and
things/acts concerned. It is clear that Dionysius understands the definition of
appropriateness mentioned above, and on which, according to him, all peo-

65. Ibid. 11.

66. Ibid. 13; “and as for appropriateness, if it is not going to be the chief source of
beauty, it will scarcely be the source of anything else”.

67. Ibid. 20.

68. Ibid. “This is not the right time to go into the question as a whole; it is a pro-
found study, and would need a long treatise. But let me say what bears on the special
subject which I am actually discussing; or if not all that bears on it, nor even the larg-
est part, at all events as much as is possible.
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ple (obviously rhetoricians) agree (opoAoyovuévov napda naot), as belonging
to the narrow conception of it®. The fact that he introduces this definition by
pointing out that all people (dealing with such matters) agree on this could
probably be interpreted as an implication that there is no such agreement
about the deeper and wider meaning of prepon.

This wide meaning of appropriateness, which pertains to everything, and
the great value Dionysius ascribes to it, as well as its special relation to beau-
ty connect him directly to the Platonic works. Appropriateness as a virtue of
style is hinted at in Aristotle’s Rhetoric where the philosopher writes that
language should be appropriate, neither low, poor nor above the dignity of
the subject”™. Later on he discusses the subject in detail, where he explains
that the style is appropriate when it expresses emotion and character and is
proportional to the subject matter. It is also related to xkaipoc and to the right
use of hyperbole”.. For Aristotle appropriateness is primarily a virtue of
style, although it has some relation to invention (response to the subject mat-
ter’s nature)”2. It was Threophrastus, however, who introduced the theory of
four virtues of style, one of which is appropriateness?. Then, the four virtues
were received by the Stoics who added brevity as a fifth one. In Dionysius’
On Lit. Comp. appropriateness is again understood not as a simple virtue of
style, put on an equal footing with the rest of them, but as a special quality
that permeates all other ones. It should be noted, however, that a virtue
bearing the name of appropriateness (prepon) is employed by Dionysius in
his analysis of the Attic orators’ style, in his other rhetorical works. Prepon in
this case is of a rather restricted importance and does not even belong to the
set of essential virtues (avayxaiat). It is found low in the list of additional
virtues (éniBetar), although it is escorted by the remark that it is the most
important of all literary virtues! Dionysius seems to mean, when he places

69. Ibid. 20.

70. Aristotle, Rhet. 1408a 10-15.

71. Ibid. 1408a 10-1408b 24. See KINNEAVY-ESKIN (2000), 432-444. See also KIN-
NEAVY (2002), 66-76.

72. See MCCENNA (2006), 36-44.

73. See KENNEDY (1994) , 84-87. The other three were correctness, clarity, and or-
namentation.

74. See Dionysius, Letter to Pompeius 3. Purity of language, clarity, and brevity are
the three essential virtues, while the additional ones comprise a longer list: vividness,
power of character-drawing and emotional representation, grandeur, impressive-
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appropriateness among the additional virtues, that it is not necessary for
every writer, not even for achieving a clear and intelligible exposition”. It is
obvious that he understands the prepon in a narrow sense in this case. This is
the meaning of appropriateness that was obtained in the course of rhetorical
and literary discussions after Aristotle’s time.

The emphasis that is put on prepon, appropriateness, in the On Lit. Comp.
is found only in Plato, and especially in the Phaedrus. It has already been
pointed out that appropriateness “is present throughout the Phaedrus, not mere-
ly as a theory emphasized in the rhetorical section, but as the underlying justifica-
tion for the variety of styles employed in the earlier, dramatic and mythological
parts”76. Many are of course the passages in which the prepon appears in one
form or another””. Appropriateness is not just a virtue of style in Plato but
rather a compelling principle that governs all aspects of a speech: content,
structure/ arrangement, style, delivery of speech. Dionysius, mutatis mutan-
dis, reserves a wide role for the quality of appropriateness in his theory of
composition, and he seems to have an even wider one in his mind, although
he does not make concrete statements on this point. The fact that Dionysius

ness, vigour, charm/persuasiveness, and appropriateness. See also Dionysius, On
Thuc. 22. ROBERTS (1901), 171-172.

75. This is what essential virtues achieve; see On Thucydides 23.

76. For this discussion see NORTH (1991), 201-219 cf. 210.

77. For the points made here see cf. North (1991). (i) There is the well-known pas-
sage in Socrates’ criticism of Lysias’ speech where it is stressed that the parts of
speech should be appropriate to each other, as well as to the whole (mpémnovoa
aAAnAowc xal 1@ 6Aw) — something that is an indispensable principle of the art of
speechwriting (Aoyoypagikn avayxn); Plato, Phaedrus 264A-D. (ii) There is earlier in
the dialogue a vague reference to the need for an appropriate treatment of each sub-
ject, as well as for appropriate structure and arrangement of a speech (ibid. 236A.),
and then the latter is put clearly forward by Socrates (see (i) above). The third step is
that Phaedrus adopts Socrates view and repeats it later himself; ibid. 268D. (iii) Ap-
propriateness is also the quality that governs the principle of adaptation of speeches
to souls — a subject in which Plato insists and which demands knowledge of the
right arguments for each kind of soul; ibid. cf. 271B. (iv) Appropriateness is also clear-
ly present in Socrates’ comprehensive recapitulation (where Plato, among other
points, stresses the importance of kaipdg, the appropriate moment for speech (ibid.
371C-372B) or silence or the appropriate moment for using a certain kind of speech
and not any other. (v) Finally, when Plato discusses the evmpéneia and dnpémewa in
speech or written compositions, towards the end of the dialogue, he still follows the
guiding line of appropriateness; ibid. 274B ff.
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also employs the term in a narrow sense in other works depends, I think, on
the needs of the subject Dionysius deals with each time. His composition
theory is a theory of his own, or at least he maintains and seems to believe
so, and he freely constructs it allowing himself to move in many respects
independently of the Aristotelian, Stoic, and general rhetorical tradition.
Even in the analysis of the Attic orators’ style, when the discussion is based
on his own theory of style, as has been expanded in the On Lit. Comp., Dio-
nysius does not fail to repeat his conviction about the breadth of the concept
of prepon’s.

IV. Conclusions

The main argument of this article is based on the observation that Diony-
sius’ basic distinction between a pleasant and a beautiful style, in his work
On Literary Composition, is not adequately supported, despite the author’s
efforts. The discussion has tried to show that what Dionysius does not man-
age to explain clearly is explained to a certain extent by the Platonic theory
he seems to have in mind. The very idea of basic musical sounds that are
inherently pleasant and are related to beauty (by being able to create a beau-
tiful composition) is of Platonic origin, in my opinion. In the Philebus Plato
associates the pleasure of hearing with simple clear sounds that have an in-
herent quality of evoking beautiful melody and, for that, of creating a natu-
ral pleasure. Dionysius has accepted both implications: that pleasure of hear-
ing is related to music and that there are sounds that have an inherent beau-
ty and create by nature a kind of pleasure. He practically transfers into the
field of composition what seems to be the Platonic view of the relation be-
tween the pleasant and the beautiful in the Philebus: the two notions must be
understood as clearly different from each other in a wider context, but as
very closely related in the specific level of the simplest units of language. On
the first basic level of letters (phonetic elements) beauty and pleasure are not
discernible as two different qualities. The same is also true of the second
basic entity, the syllable. Above the level of syllables (i.e. the level of words,
phrases, clauses, etc) beauty and pleasure are present as two distinctive
qualities, ends of any composition. Moreover, some other indications of Pla-
tonic influence have been pointed out: the human soul’s kinship to what is
good as well as the special emphasis put on appropriateness.

78. See Dionysius, On Demosthenes 47-50, and esp. 47.
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IMTEPIAHYH

Zro égyo tov [lepi ovvBéoewe ovoudtwy o Aloviolog AAKaQVaooevg
loxvolletat OTL 1] ETUTUXNUEVT OUVOEOT) MEEMEL VA ETUDLWKEL TTAVTOTE VA&
KATAKTNOEL dV0 AmMOAVTWS dAXKOLTOUS HeTaED Tovg oTdXOoLS: THY 1fjdoviy
kat to kaAdv. Tlapd v kevtowr] B€om, OpwS, TOv €XEL ALTI] 1] DLAKQLOT
o1t Bewpla Tov Y TNV eTITUXNUEVT] OUVOEOT), 0 AlOVOOLOG dEV KATAPEQ-
VEL va TNV vtootnotEet Kat va TNV eENYNOEL tKAVOTIONTIKA KAL TTELOTIKA
ovTe Ue TS OewENTIKEG TOV EOOEYYIOEIS OUTE [E TA TTAQADELY AT TIOV
nigooropiCel. TiBetal, emouévwg, To epwtnua oL otnEilel avty ) Baot-
k1 kat otaBer) memolOnor) Tov o Aovoolog. Lto agbpo avtd Oa vrootn)-
olEw Vv amoyn OtL 1 ovykekELEVT B€0T) TOLV UTIOQEL Vo EQUIVEVTEL WG
delypa TAATWVIKNG eTUOQAOTC. AUTO TOL DEV KATAPEQVEL VA eENYNOEL HLE
oaprvela o Alovooiog e€nyeltal, motebw, 08 IKAVOTIONTIKG Padud amnd
™V mAatwviky Oewpia mov @aivetal dtL elye katd vouv.

Aé&eg kAewda: 1 noovn | to 1oV, 10 kadov, TTA&twv, mAatwvikég emi-
doaoets, DiAnpoc.

ABSTRACT

The distinction between the pleasant and the beautiful is a basic one in
Dionysius’ On Literary Composition. Despite the great importance of his dis-
tinction, however, he does not manage to substantiate it in a clear and direct
way. My main argument is based on this observation that Dionysius’ basic
distinction between a pleasant and a beautiful style is not persuasively sup-
ported either by his theoretical considerations or by his examples. This
means that the question where he grounds his conviction about the validity
of his distinction is open. I interpret this conviction as a sign of deep Platonic
influence. I will try to show that what Dionysius does not manage to explain
clearly is explained to a certain extent by the Platonic theory he seems to
have in mind.

Keywords: the hedy (the pleasant), the kalon (the beautiful), the Philebus,
Plato, Platonic influence.
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Tunpa @roAoyiag

Ayaboc Oavdorng, Enikovgog Kadnyntrg

AvyyeAdtog Anuntong, Kadnyntric

AvtwvornovAov Oeodwpa, Kabnyntowx

BapAokwota ZmugdovAa, Kabnyrjtow

Beptovddknc BaoiAetog, Mévipog Entikovpog Kabnyntric
F'apavtovdnec Evpntidne, Kabnyntnic

I'ewoyaromovAov Zogia, AvanAnowtow Kabnyntow
I'éon Maign, Kabnyrjtowa

I'kapdvn Muotw, Moviun Emntiicoven Kabnyntow
I'ovtoog Atoviotog, KaBnyntrg

Zapagov Erjvn, AvanAnowtowa Kabnynitow

Lok Bov Mapia, AvantAnowtow Kabnyntow
Iwakeidov Antw, Moviun Enikovon Kabnyntow
KaAapaxng Aovooiog, AvarmAnowtrc Kadnyntic
Kavapob NucoAéta, Moviun Entikovon Kabnyntowa
KanAdvoyAov MapiavOn, AvarAnowtota Kadnyntowx
Kagadnpag Anuntotog, AvamAnowtrc Kabnyntc
KapapaAéykov EAévn, Kabnyntowa

KapBovvn Awatepivn-Niva, Aéktogag

KéoAa I'oappaticr), Moviun Entikoven Kadnyntowx
Kapmovlov ITéyxv, Entikovon Kabnyntowa

KoAwag Ta&waoxne, Kabnyntric

KovtoovAéAov-Mixov Zrtapatia, AvamAnowtowx Kabnyntowa
Kwvotavrtdrog Iwdvvng, AvanAnowtrg Kadnyntiic
Aevtdxng BaoiAeiog, AvamAngwric KaOnyntrg
Aevtaopn Zrapativa, Enikcoven Kadnyntow

Aovkakn Maogtva, Kabnyntow

Maxkouyavvn Evyevia, Moviun Entikoven KaOnyntow
MagkomovAog I'egylog, AvamAngwtrg KaOnyntiic
MatOaiog Ltépavog, AvartAnowtic Kabnyntrg
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MuxaAomovAog Avdgéac, Kabnyntric

Moleo ApaAio, Kabnyrtowa

Mrmalov ABnva, Aéktogag

MrméAAa ZruoovAa, Kabnyntowx

Mmnevétog Alovoolog, AvariAnowtrc Kabnyntrg
Nrtovvia Xolotiva, Kabnyrjtowx

Zovouac I'avvng, Enikovgog KaBnyntrig

[Naidac Kwvotavtivog, Movipog Enikovgog Kabnyntrig
[Mavaywtov Avtaviog, Kabnyntrg

[Mavapétov EAévn, AvamAnowtoia Kabnyrtowx
[NavteAidne NucoAaog, AvanAnowtic Kabnyntrg
[NanaBwpag Apgirdxiog, Kabnyntrg

[Nanaiwavvov Zogia, Kabnyntowx

[ToAéung lwavvne, KaOnyntrg

Pota Maola, Entticovpn Kabnyrtowx

LrnwpdmovAog Baoidelog, AvanAnowtric Kabnyntrg
Paxkoac Xorjotog, AékTooog

XatlnAapmnoov PolaAla, Entikoven Kadnyntowx
XovoavOomnovAov Baodikr), Moviun Entiicoven Kadnyntow

Turpa lotogiac -AgxatoAoylag

AveCion Zoplo, Moviun Entikovon Kadnyrjtowx
Bapovoavaxne I'woyog, Enikovgog KaBnyntrig

F'ayavaxne Kovotavtivog, AvanAnowtric Kabnyntrg
INavvaxénovAog Nikog, AvarniAnowtrc Kadnyntrg
lNoavton-MeAetidon NikoAétta, AvanAngwtoix Kabnyntowx
Agavddkn Avaotaoia, Enikoven Kadnyntowx

EvBupiov Magia, AvamAnowtoia Kadnyrjtowx
KaveAAdmovAog XgvoavOog, Enikovpoc KaBnyntrg
Katdkng ZtvAavog, Enikovgog Kabnyntrg

KegpaAidov Evpudikn, Moviun Enikovon Kabnyntowx
Kovogtag Iagaokevag, AvamAnowtrc Kadnyntig
Konaviae Kawvotavtivog, Enikovgog KaBnyntrg
Kovotéon-Olinmakn leweyla, AvantAnowtow Kabnyntowx
Kowvotavtividov Awkatepivr), Moviun Enikovon Kabnyrjtowa
AapmeomovAoL ArjunTtoa, AéKTooag

ITAPOYZIA
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Mavtlovoavn EAévn, Kabnyrtowx

MavogopxaAn EvBupia, Méviun Entiikoven Kabnyntowx
MegyaAn-Zoxd Lopia, AvanAnowtoa Kabnyntowa
MovAtov Mapia (MapAév), Aéktooag

NucoAdov Katepiva, AvantAnowtoia Kabnyrtoia
[N&AANG TI'ewoyog, Emikovgog KaBnyntrg

[Namnadartog lwavvng, AvanAnpwtric Kabnyntrg
[Narnadia-AdAa Avaotaoio, Kabnyrtowx
[Manta®avaociov Maota, Méviun Enikoven Kabnyntowa
ITavAdTovAog Anunjtong, AvanAnowtric Kadnyntrc
[Tetotdng ITAatwv, AvarAnowtc Kabnyntrg
[MAG&vtCog Anuntong, AvamAnowts Kadnyntc
[MAdtwv EAevBéptoc, AvamAnowtic Kabnyntrg
[MAovuidne Zmuodwyv, Enticovpog Kabnyntrg

Pamntng Kwvotavtivog, AvanAnowtrc KaOnyntrig
Zewnvidov BaoAwr), Moviun Entiicovpn Kabnyntowa
Xaowakov Agooditn, Moviun Aéktogag
Xatlnpaoeiov Evdvong, Kadnyntrg

WYopa LeAnvn, Kabnyrrtowx

Tunua drocopiag - Iawaywywnic - YuxoAoyiag

Avtowviov Pwtevn (Pain), Moviun Entikovon Kabnyrtowx
Apapmatlnig I'ewoylog, AvanAnowtnc Kabnyntrg
BaoiAagoc I'ewoylog, AvanAnowtic Kabnyntrg

Bépdng ABavaoioc, Movipog Entikovgog Kabnyntrg

I'eva AyyeAwr), Kadnyntowx

AaoroAtd Magia-KaAopolpa, AvanAnowtowa Kabnyrjtow
KaicoAveng I'epaotpog, Emikovgog KaOnyntic
KaAoyepdirog lwavvng, AvanAnowtic Kabnyntrg
Kvuvnydc I[MoAvxpovng, Kabnyntig

Toaon Pkia, AvanAnowtowx Kabnyntow

Aalov Avva, Enikovon KaOnynrowa

Magayyiavot EvayyeAio, KaOnyrtowx

MnAtykov EvavOia-EAAN, Moviun Enikovon Kabnyrjtowx
MuxdAng ABavaotog, Movipog Entikovpog Kabnyntrig
MraxkovikéAa-Tidpa ‘EAon, AvanAnowtoia Kabnyntowa



332 ITAPOYZIA

NwoAaidov-Kvgiavidov Bava, AvanAngwtowr Kabnyntowa
[Navtaldxoc [Mavaywwtng, Kabnyntrg
[Namnaxkwvotavtivov T'ewoylog, KaBnyntrg

ITap0évng Xonjotog, Mévipog Entikovpog KaOnyntic
[MantaotvAtavov Avtwvia, Kadnyntowx

[Naouic I'ecoyrog, Kabnyntric

[ToAltng I'ewoylog, Moévipog Emtikovgog Kabnyntrig
[ToAvxpdvn dwtewvry, AvanAnowtowx Kadnyntow
IMowtonamaddxng EvayyeAoc, Mévipog Entikovpog KaBnyntrig
P&AAN Aonuiva, AvanAnowtowa Kabnyrtowx
ZidnoomovAov-Anuaxdiov Aéomova, Kadnyntowx
Zuvovatov ZaxapoVAa, Enikovon Kadnyntow

Zreiong I'ewoylog, AvarAnowtrc Kabnyntrg
dovvrtomovAov Mapia-Zwr), Kabnyntowx

Dovddkn EvayyeAia, Kabnyrtowa

Pwrtevog Anuntotog, Movipog Entikovgog KaBnyntrig

Tpnua YoxoAoyiag

ABevtoav-TlayogormovAov Avva, Moviun Entiicovon Kabnyntow
ApyvpomovAov Awkateptvr, Entiikcoven Kabnyntowx

I'kaon Awateptivn, Kadnyntowx

KaveAAomovAov Baolikr (Aloov), AvarAnowtoix Kadnyrtowx
Aovudxov Maplia, KaOnyntowa

Mott-Lrepavidn Pooow, Kabnyntowx

MvuAwvdc Kwotag, Kadnyntig

[TavAdmovAog BaoiAng, AvamAnowtric Kabnyntrc

P&AAN Aonpiva, AvanAnodwtowx Kadnyntowa

Owovopov AAeEavdoa, AvanAnowtow Kabnyntowa

Povooog ITétpog, AvamAnowtrg Kabnyntric

Tavtagog Lrvgog, Kabnyntrig

Xatlnxerjotov Xpvor), KaOnyntox

XototomovAov Avva, AvamAnowtoia Kadnyrtowx
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Turpa AyyAwrg F'Awooag kat PrAdoAoyiag

BeAwooapiov Aomaoio, KaBnyntowx

lewoyapéving MixdAng, Enikovpog Kabnyntrg
I'eppavov Mapw, Kabnyrtow

AgomotonovAov Avva, AvantAngwtow Kabnyntow
AnpoaxornovAov Zrapativa, Moviun Enikovon Kabnyrtowx
Kaopapa Evdokia, AvanAnewtoia Kabnyntowx
Kapapavtd Aonuiva, AvanAnowtow Kabnyntowa
Kovtoovddakn Maoia, KaOnyrjtowx

Aapidag NkoAaog, Enikovgog Kabnyntric
Maoppagidov LZogia, Kabnyntowa

Magkidov BaoiAkr}, Méviun Entikovpn Kabnyntowx
Mnjton Evtépnn, KaOnynrowx

MntowonovAov BaoAwkr), AvanAnowtowa Kabnyrtowa
MrAatavng Kwotag, Movipog Entikovpog Kabnyntrg
Nwkngogidov BaoAkr), Kadnyrtowx

Nrorov Xoiotiva, Méviun Entikovpn Kadnyntowx
[NavayémovAog Nikog, Mévipog Entiicovgog Kabnynrtrig
LakeAAlov-Schultz EvayyeAia, KaOnyntow

Schultz William, KaOnyntc

ZidnoomnovAov Mapia, Kabnyntowa

TCavve AyyeAwn], AvanAnowtowa Kabnynitowa
Towmovkn Oeodwoa, Kadnyrtowx

Ypavtidov EAAN, Kabnyntow

Xatlndaxn Avva, Aéktogag

Tunua 'aAAwrg 'Adooag ko PAoAoyiog

Avaotaouadn Mapla-Xowotiva, AvanAnowtowa Kabnynrtowa
AmootéAov Eigrivn, AvamAnowtoiax Kabnyntoux

Bdooog I'ecdpylog, AvamAngwtrc KaOnyntrg

Brjxov Maogiva, Emtikovon Kabnyntow

BAdyxov EvayyeAia, Enikovon Kabnyrtowa

AeAPBegovdn Péa, Kabnyntowx

EvBupiov Aovkia, AvanAnowtoia Kabnyrjtowx

KovovAn EAévn, AvantAnowtowx KaOnyntowx
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[MatéAn Magia, AvanAnowtowx Kabnynrow

Mavitakng NwkoAaog, Enikovpog Kabnyntnig

Movotakn Agyvew, Moviun Enikovon Kabnyrtowa
[Mavtaldoa Avdgouaxn-Boywio, Méviun Entikoven Kabnyntowx
[Mamtadrpa Mapia, KaOnyntowx

[Nanaomvpdov lwavva, Enikovon Kabnyntow

[NpoBata Aéomowva, AvarnAnowrtow Kabnyntow
[TpdokoAAN Apyvow, Kabnyntowx

PopmoAnc Anuntoloc-Kwv/vog, AvamAnpwtrc Kadnyntrc
TartoomovAov EAévn, Méviun Enticovon Kabnyrtowx
TCpa EAévn, Entikovon KaOnyntow

Tuniua I'eppaviknc F'Awooag kat PAoAoyiag

AvtwvonovAov Avaotaoia, Kadnyntowx

AAeEavdon Xowotiva-KaAAwwnn, AvanAngowtow Kabnyntow
Bnoevudieo Adgvn, AvanAnowtoia Kabnynitowa
AaokaoAn Avaotaoia, Méviun Entikoven Kadnyntowa
Kapaxaon Awategivn, AvanAnowtowx Kadnyntowx
KaoBéAa Iwavva, Moviun Entikoven Kabnyntow
Aaokagidov OAya, Moéviun Entiicoven KaOnyntowx
Aéxveo Bivpoivt, AvanAnowtric Kabnyntric

Lindinger Stefan, Mdviog Emtikovgog Kabnyntnig
MntoaAéén Auwatepivn, Kabnyntow

MuxdAokt Magk, Entikovgog KaOnyntric

MrnaAdaon Evdokia, AvanAnowtowr Kabnyntowa
MrnatoaAik Poedepikn, Kabnynrowa

Mriévvivyk Bidy, KaBnyntrg

MnAwvun AyAaio, Moviun Enikovon KaOnyntowa
ITetgomovAov Evm), AvanAnedtoia Kabnyntowx

ITootl Pevarte, Kabnyrjtowx

Theisen Paul-Joachim, Mévipog Entikovgog KaOnyntrig
TooékoyAov AyyeAwr), AvanAnowtoia Kabnyntow
Xpvoov Mdaotog, AvanAnowtric Kabnyntrg
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Turpa lomavuaic FAdooag kat @PLAoAoyiag

AAegEomovAov AyyeAwkr), Moviun Enikovon KaOnyntow

Baoyrac Eokoumnao Aptovpo, AvanAnowtrc Kadnyntmig

Apdooc Anuntotog, Kabnyntrg

Kontucot Biktwola, AvamAnowtowx Kadnyntowx

Koda-AAPaged KapAoc-AAuméoto, Kabnyntrg

Lugo Miron-TowxvtaguAAov Susana, Moviun Emtiicoven Kabnyntowx
[Toovon-TlavAdxn EvBuuia, Kabnyrtow

[Mantayewoylov AvOr), Kabnyrntowax

Todkov Mapla, Entiicovgn KaOnyntowx

Tuniua ItaAwric F'Awooag kat ProAoylag

I'avvovAomovAov I'avvovAa, Kabnyntowx
AnportovAov Pouvprtivr), Méviun Entikoven Kabnyrtowx
Zwoag I'epdoipoc, Kabnyntric

O¢uov Avva, AvanAnowtow Kabnyntowa

MnAwdvn I'ewoyia, Entiikoven Kabnyntowx

Mucpog I'bgyog, Kabnyntrg

Minniti-I'k&via Domenica, AvanAngowtowx Kabnyntow
Iayrpdtng I'epcdotpog, Kadnyntrg

Zyovpidov Mapia, Kabnyntowx

TooAkag lwavvng, Kabnyntrg

Tunua Pwouac F'Awooag kat ProAoyiag kot ZAafik@v Lmovdav

AAeEavdgomovAov OAya, AvamAnowtoix Kabnyntowa
Iwavvidov-PAAAN AAeEavdoa, AvamAnodtox Kadnyntowa
MivePa EBeAtva, Aéktopag

MroptoofBa Tatidva, AvanAnowtoia Kabnyrjtowx
LooVAnc Iavavoc-Pidinnog, Entikovgog Kabnyntrg
Zaptoot EAeva, Emtikovgn Kabnyntow
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Tunua Oeatokwv LTovdav

AAeEiadng Mnvacg L., Kabnyntrg

AAtouvBa AAe&la, Entiicovon Kadnyntowx

BaoleAwwtn T'wyd, Méviyun Enikovon Kabnyrjtowx
Bipiraxne Iwone, Kabnyntrg

I'ewoyardxkn Kwvotavtla, AvanAnowtoia Kabnyntowa
I'ewpyomovAov Eévia, Enikovon Kabnyntow
Awxpoavtakov Awateoivn, AvariAnowtow Kabnyrtow
Iwavvidong I'onyoong, Moévipog Entikovpog KaOnyntig
KapaxatoovAn Avva, AvanAngowtox Kabnyntow
Mavgopovotaxog [TAdtwv, Kabnyntrg

ITetparov Kvplakn, Kabnyrtoia

[Te@dvnec I'wovyog I1., AvanAnowtrc KaBnyntig
Pepediaxn Iwavva, Aéktopag
ZrapatonovAov-Baoidlakov XpvodBeuig, Kabnyntowx
Zrepavr) EvavOia, AvanAnowtowa Kabnyntowa
Yrepavidne Mdvog, AvartAnowtc Kadnyntrg
Zupavakn Evavlia, AvanAnowtoia Kabnyrtowx
Davovpaxn KAewd, Entikovon Kabnyntowa
deAomovAov Lopia, Méviun Entikoven Kabnyntowx

Tunua Movowwv Lmovdwv

AvayvwotorovAov Xootiva-EEakovotr), AvamAnowtox Kadnyrtowx
AvdpeomovAov Apetr), Entiicovpn Kabnyntowx
AmootoAdmovAog Owude, AvamAnowtrc Kadnyntic
I'ewpydxn Avaotaoia, AvanAnowtoia Kadnynrow
Kapovoag ITavAog, Kabnyntrg

Kontuot ®Awa, Enikovon Kabnyrjtowx

AaAwwtn BaoAwkr, Entikovon Kabnyntowa

AwrPag Adpmog, Kabnynrric

Lerch-KaAafoutivov Irmgard, KaOnyntow

MaAwaag NikdéAaog, KaOnyntrg

MrnaAayewoyog Anurtotog AvamAnowtrc Kadnyntig
Mmnapixag ITvggog, AvamAngwtrg KaOnyntic
IanaBavaoiov Iwdvvng, AvanAngwtrg Kadnyntic
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[NarnartavAov Maota, AvariAnodtoian Kabnyntowx
Zepyiov IMavAog, AvanAnowrric Kabnyntrg

Toétoog Mdokog, KaBnyntrg

Prrowwenc N'ewoytog, AvamAnowtic Kadnyntrg

PovAag Iwdvvng, Entivovpog Kabnyntrg
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ITAPOYZIA A’ (KA’) (2017-2018)

Anunzoos Kapadiuas, Avtt mpohoyov. Iwdvwne M. Kwvotavtdxog, To Aio-
vtopdxt mov toePtlet: 0 AAxiBiddng oty apyate xwpwdte. Dimitrios Kanel-
lakis, Paracomedy in Euripides’ Bacchae. Yogia Ilaraiwdvvov, To tafid
npog ) Abon apyilet: o AlProg Avdpovixog xar 1 mp®dTn wetdepasn tng O8bo-
oetag. Avlopidn Kaldépyn, H téxvn tng yoostpovoulag 6To TAKIGLO ¢ 0po-
navig cdripag (Ydtiees 2.4 xou 2.8). Iavayiwra Iaraxwora, Amnynse
¢ Obbooetas ato eheyeraxod tabidt g 1.3 tov TifodAhov. Dimitrios Kara-
dimas, Dionysius of Halicarnassus on the pleasant and the beautiful —
Traces of Platonic influence. Xp7orog @dxas, To hoyotexvixd vmoPabpo
tou Bépatog tng eLhiag oto wubistopnua tov Xapttwva. EAévn Toiroiavomod-
Aov, H cOvtabn tov cuvdéopov xdv oTig mapaywpemtixés TEOTAGELS Tev eEAATVL-
XV U1 AOYOTEYVLXMDY TATOPWVY T1)G AVTOXPATOPLXTG XL TNG TPMULTS ApafInng
emoxng. Mupoivy Avayvaotov, ‘H Entdpacn tév ounpxdv ¢ndv 610 €pyo T0d
Nuengopov Xpusofépyn. Basidetog I1. Beptovddxng, H xplom tng emiotnung
xon M xhaoxn euloloyla ot Anpoxpatio ¢ Baipudpeng: wotopixéc xan gho-
copuxég mpovmobéisers. Gianoula Giannoulopoulou, The emergence of the
Greek definite article. Iwdwrns A. Iavoions, Klvtowunetpag duxatwon (;):
a6 v HAéxtpa tov LogoxAn oto avemidoto I pduua touv ldxwBov Kapma-
véM\n. loanna Papaspyridou, Victor Hugo, poéte romantique au service
de la guerre d’indépendance grecque: quelques réflexions sur le poeme
«L’Enfanty. Domenica Minniti-I'xcvia, Italianismi a Cefalonia e gli studi
di Manlio Cortelazzo sul contatto italogreco. — Ano v wropta tov Ila-
vematnuiov xot ¢ Lyxoins. XapixAeta Mrad7, To [avemistuo Abnvov xon
o moAepog tov 1940-1941: 1 Lon xat 0 Bdvatog Tov xabnynt Eevoehvtog Ko-
vuddn (Massadta, 1903 - Iwdvvive, 1941). Anunrone IavAérovdog, Mvi-
un Xpdsavlov Xenstov.
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