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This volume brings together the three
most origina.l and influential ancient Greek
treatises on literature.

Aristotle’s Poetics contains his treatment of
Greek tragedy: its history, nature, and
conventions, with details on poetic dic-
tion. Stephen Halliwell makes this seminal
work newly accessible with a reliable text
and a translation that is both accurate and
readable. His authoritative introduction
traces the work’s debt to earlier theorists
(especially Plato), its distinctive argument,
and the reasons behind its enduring rele-
vance.

The essay On the Sublime, usually attributed
to “Longinus” (identity uncertain), was
probably composed in the first century
A.D.; its subject is the appreciation of
greatness (“‘the sublime”) in writing, with
analysis of illustrative passages ranging
from Homer and Sappho to Plato and
Genesis. In this edition, Donald Russell has
judiciously revised and newly annotated
the text and translation by W. Hamilton
Fyte and provides a new introduction.

The treatise On Style, ascribed to an (again
unidentifiable) Demetrius, was perhaps
composed during the second century B.C.
It seems to reflect the theoretical energy
. of Hellenistic rhetorical works now lost,
and is notable particularly for its theory
and analysis of four distinct styles (grand,
elegant, plain, and forceful). Doreen Innes’

Continued on back flap
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INTRODUCTION

Aristotle’s Poetics occupies a highly special, indeed
unique, position in the long history of Western attitudes
to literature. It is, in the first place, the earliest surviving
work to be exclusively concerned with the discussion and
analysis of poetry as an art, and this fact has turned it into
a document standing apparently near the very beginning
of, and effectively inaugurating, an entire tradition of lit-
erary theory and criticism. In part, this is the result of
considerable contingency, since there had been earlier
Greek authors who had devoted writings (now lost) to the
subject of poetry, as well as thinkers, above all Plato, who
had examined literary works in relation to differently
defined sets of concerns (philosophical, historical, bio-
graphical, etc.). Moreover, if the Poetics inaugurated a
tradition of thought, it is far from obvious that it did so in
virtue of any direct or persistent influence upon subse-
quent critics of antiquity. In the ancient world itself, the
treatise seems never to have been widely known or read,
though that is not to deny the existence of recurrent ele-
ments of Aristotelianism within the development of
Greco-Roman literary criticism.! What may now look to

1 This Aristotelianism may have stemmed partly from Ar’s
published dialogue On Poets, as well as from the writings of Peri-
patetics such as Theophrastus and Neoptolemus of Parium.



INTRODUCTION

our retrospective gaze to be the “inaugural” signiﬁ(:ance
of the Poetics owes much to the way in which the work
was rediscovered, disseminated, and established as
canonical by certain sixteenth-century Italian theorists
and their successors elsewhere in Europe. In that sense,
the book’s uniqueness is tar from being a pure reflection
of its original creation or purpose, and is intimately bound
up with its involvement in the construction of competing
views of literary criticism since the Renaissance.

Yet it would, for all that, be superficial to suppose that
the status of the Poetics is irredeemably a consequence of
historical accident and arbitrariness. We need only con-
sider that even since its decline from the preeminence
and authority with which, as late as the eighteenth cen-
tury, it had been endowed by neoclassicists, it has contin-
ued tenaciously to provide a valuable point of reference
within the debates of literary criticism and theory—even,
often enough, for those.who have found its contents
uncongenial. At the very least, therefore, we need to
recognise that the work’s own character, despite the many
difficulties which it has always posed for interpreters,
lends itself with peculiar force to use (and abuse) in
urgent, continuing disputes about the nature, form, and
value of literature. To try to understand this character,
we need to approach it against the background of the
work’s historical setting,

The Poetics, like virtually all the extant works of Aris-
totle, represents something in the nature of teaching
materials or “lecture notes,” produced not as a text for
private reading by anyone interested, but for instructional
use in an educational context. In view of this circum-
stance, with its implication of a less than tidy occasion of

4
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composition (still less, “publication”), it is not surprising
that we cannot safely date the work to a single point in
Aristotle’s career. An indefinite amount of revision and
redrafting is readily conceivable, especially given some of
the work’s many loose ends; and certain sections may
originally have been compiled at appreciably different
times from one another. Chs. XX-XXII, for example,
which discuss “diction,” lexis, in terms that are more lin-
guistic than stylistic, are closely related to bk. III of the
Rhetoric and to De Interpretatione, both of which there is
some reason to suppose were of relatively early date. But
other elements in the Poetics, such as the views on the
relation between action and character in ch. VI, might
suggest a more mature stage of Aristotle’s thinking—in
this particular case, a stage reflected in some of the ideas
of the ethical treatises. We can be fairly confident that
the Poetics was mostly compiled later than both the dia-
logue On Poets (to which 54b18 is probably a reference)
and the six-book discussion of interpretative difficulties in
Homer, Homeric Problems (of which Poetics ch. XXV
appears to provide a summary). Allin all, it is highly plau-
sible that the Poetics, whatever its history of composition,
was at any rate available for use during the final phase of
Aristotle’s career, after the founding of his own school,
the Lyceum, at Athens in 335.2

Why should Aristotle, whose supreme intellectual
interests lay elsewhere, have concerned himself philo-
sophically with poetry? We can identify, to begin with,
both a general and a more specific impetus behind his

2 Halliwell (1986), appendix 1, collects views and evidence on
the date of the Poetics.
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decision to address (and, indeed, to help define) the sub-
ject: the first, a response to poetry’s vital, long established
importance within Greek culture and education, and its
consequent interest for a philosopher widely concerned
with the forces influencing the life and mind of his soci-
ety; the second, a reaction to the passionate critique—Dby
turns, moralistic, psychological, political, and religious—
which Plato had directed, especially in bks. 2-3 and 10 of
his Republic, against both Homeric epic and Athenian
drama. Within the immediate context of Athenian cul-
ture, where he was first a member of Plato’s Academy
(367-47) and later the head of the Lyceum (335-23),
Aristotle even came to develop a documentary interest in
the history of Attic drama. Whatever the relationship of
the Poetics to the works which he compiled on theatrical
records,? it is clear that he discerned an importance in
drama which prompted him to make it, together with the
two great Homeric epics,.the basis of a fresh and distinc-
tive approach to “poetry in general” (47a8)—an approach
which expresses not only his divergences from Plato’s and
other earlier thinkers’” views on the subject, but also the
concepts, methods, and tendencies of his own philosophi-
cal outlook.

In attempting to characterise what was distinctive
about the Poetics, we cannot do better than concentrate
on what might be called its “foundational” strategy. By
this I mean its explicit attempt to scrutinise poetry in a
systematic and analytic manner—beginning, in typical
Aristotelian fashion, from what are taken to be the most
fundamental propositions about the field of enquiry

3 Details in DFAZ, pp. 70-71.
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(“first principles,” 47al2-13); developing an argument
whose main stages are carefully signalled, often by the
introduction and definition of key terms, and whose pro-
gressive plan is highlighted by a large number of cross ref-
erences; and striving, if less than perfectly (at any rate in
the surviving state of the text), to make the connections
between its basic tenets and its individual judgements as
tight as possible. This foundational quality, with its
implicit faith in a rational procedure of criticism, has
elicited admiration in some readers, and discomfort in
others. What is pertinent here is that it is this aspect
more than any other which, so far as we can tell, marked
off Aristotle’s undertaking from those of his predecessors,
and which has made the Poetics an abiding paradigm of
the application of intellectual method and conceptual
precision to the interpretation of literature.

If we seek to clarify what is entailed by Aristotle’s
attempt to construct a stable framework for the under-
standing of Greek poetry, at least three essential elements
in his perspective can be isolated. The first is the placing
of poetry, alongside the visual arts, music, and dancing,
within a general category of artistic mimesis or represen-
tation. This dimension of the work, which gives its
thought a breadth of reflectiveness that was not lost on
post-Renaissance developers of mimeticist aesthetics, is
initially prominent in the principles and distinctions set
out in chs. I-IV, But it recurs at a number of later points,
including the repeated analogies between poetry and
painting, and the pregnant remarks on the multiple rela-
tionship of mimetic art to “life” in ch. XXV. Ideas of
mimesis had been active in a great deal of earlier Greek
thinking about poetry and other arts. Aristotle has debts

7
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to this tradition; his account of mimetic modes in ch. II1,
for example, is closely related to Plato Republic 3.392d {f.
But unlike Plato, or indeed any other predecessor of
whom we know, Aristotle perceives a function for mime-
sis which does not threaten to reduce it to a static or
inflexible model of artistic activity. Without ever offering
a definition of the term (a perhaps sagacious reticence),
Aristotle employs mimesis as a supple concept of the
human propensity to explore an understanding of the
world—above all, of human experience itself—through
fictive representation and imaginative “enactment” of
experience. His views are sketched, not fully elaborated,
but we can see that they hope to connect art to a vital part
of human nature (48b5 ff) and that they discern in poetry
a capacity to convey ideas whose depth Aristotle regards
as reaching towards the significance of the “universal”
(ch. IX),

The second distinctive element in the Poetics’ per-
spective is the recognition that poetry has a history of its
own, and that this history is indispensable for the inter-
pretation of certain conventions and possibilities of poetic
practice. Literary criticism and literary history are here
simultaneously delineated and conceptually intertwined.
This aspect of Aristotle’s approach is particularly obvious
in chs. IV-V, where he reconstructs the patterns of cul-
tural evolution which saw tragedy and comedy emerge
from the earlier branches of serious and humorous
poetry. It must be added that, somewhat ironically (given
his own comments, in chs. IX and XXIII, on the chroni-
cle-type character of history), Aristotle’s perspective on
poetic history is hardly straightforward or neutrally fac-
tual. Itis, on the contrary, permeated by an interpretative

8
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vision—a vision of poetic history as an area in which
“nature,” working of course through human nature
(48b4-5) yet promoting practices which have a dynamic
of their own (49al5, 24, 60a4), brings into being the dis-
tinct cultural forms, the poetic kinds or genres, which
count as the primary material for Aristotle’s analysis of
poetry.

The mention of genres brings us to the third, and in
some ways the most important, element of the Poetics
which deserves to be highlighted in an introduction. The
establishment and deployment of a concept of genre lies
at the basis of Aristotle’s enquiry; the main purpose of the
scheme of mimetic media, objects, and modes in chs.
I-I11 is precisely to suggest how genres can be delimited
in terms of their particular combinations of these fea-
tures, It is also the steadiness of focus upon genres which
was to be subsequently responsible for a large part of the
work’s appeal to, and influence on, neoclassical trends of
thought. By organising discussion around juxtaposed and
interlinked consideration of his chosen “species” of
poetry, Aristotle aims to ensure that the judgement of
particular poems is controlled by standards which refer to
the character and goals of a shared generic “nature” (cf.
49a15).

This quasi-naturalistic framework, which we have
already seen to be associated with Aristotle’s view of liter-
ary history, is reinforced by a central emphasis on form
and structure as fundamental to the understanding of
poems as “objects” in their own right. This point, which
contrasts so strongly with the overtly moral and political
approach to poetry typically urged by Plato, should be
perceived on a theoretical not a practical level. Aristotle

9
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does not in fact undertake anything like a close analysis of
any individual work; “explication de textes” is scarcely
glimpsed in the Poetics. What ke does do, in a way which
itself epitomises what I have called his foundational strat-
egy, is to assert the significance of formal design and unity
for both the composition and the appreciation of literary
works, and to offer a conception of artistic form which
relates it to the organic forms crucial to his understanding
of nature (50b34-51a8).

In one sense, therefore, it might seem tempting to call
the Poetics’ perspective “formalist.” But this term inevi-
tably brings with it implications of views which treat form
as guaranteeing a self-sufficient and autonomous nature
for literary works. This, indeed, is the kind of view which
has often been overtly ascribed to Aristotle. Yet it
remains vital to see that the formal emphases of the trea-
tise are coupled with concepts which make it hard to sus-
tain such a reading of its author’s position: such concepts
include the “necessity and/or probability” which provide
criteria of what makes coherent sense in the dramatic
depiction of human life (51a12-13, etc.); the “universals”
which poetry has the potential, according to ch. IX, to
convey or intimate; and the emotions, pity and fear in the
case of tragedy (and epic too), which help to define the
essential nature of particular genres. Given all this, it
seems appropriate to suggest that Aristotle’s concern with
form is with nothing less than the shaping and structuring
of poetic meaning.

In each of the three respects I have picked out—the
general or “aesthetic” category of artistic mimesis; the
sense of poetry’s history/evolution; the centrality of con-
cepts of genre and form—there were partial antecedents

10
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in Plato and others for Aristotle’s attitudes and empha-
ses.? But the Poetics combines these and other salient
concerns with a new argumentative firmness and detail,
and the result is a work which demarcates poetry as an
independent subject for study, and does so in a manner
copious, if sometimes frustratingly unclear, in philosophi-
cal and conceptual implications. Aristotle’s original plan
(49b21-2) was evidently to elaborate his argument by
concentrating on each of three genres: epic, whose sur-
passing Homeric achievements made it an inescapable
focus of attention; and both of the branches of Attic
drama, tragedy and comedy. But this intention has, from
the point of view of modern readers, been overshadowed
by two factors: one, the loss of the discussion of comedy,
which belonged to what some ancient critics called the
Poetics’ “second book™:° the other, Aristotle’s decision to
make the treatment of epic (chs. XXIII-XXV) subordi-
nate to that of tragedy, on the grounds that tragedy could
be judged to have carried to superior fulfilment certain
goals which had been powerfully adumbrated, but not
wholly crystallised, in the poetry of Homer.® The com-
bined result of these two factors, one contingent and one
conceptual, is that the Poetics now stands as above all a
treatise on tragedy; and it is to the discussion of this genre

4 Lucas pp. xiv—xxii and Halliwell (1986) pp. 6-27 summarise
the Poetics’ relation to earlier Greek writings on poetry.

> The most recent attempt to reconstruct parts of the second
book is that of fanko (1987) pp. 43-55 (with notes, pp. 159-74),
building on the more specialised treatment in Janko (1984). The
subject remains inevitably speculative and controversial.

% See esp. 49b9-20, and the comparison of the two genres in
ch. XXVI.

11
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(VI-XXII) that some further introductory remarks must
therefore be devoted.

Modern attitudes to tragedy, especially in the wake of
such German theorists as Hegel, Schopenhauer, and
Nietzsche, have been predominantly influenced by meta-
physical and existentialist inclinations to identify a dark
essence, an irreducible conception of “the tragic,” at the
heart of the matter. Such attitudes were in a sense prefig-
ured by Plato, who, as an opponent of the psychological
power of tragedy (within which, like Aristotle after him,
he sometimes included Homeric epic), saw in it an
expression of corrosive despair over the possibility of true
happizzess.T Aristotle’s distance from this Platonic view,
as well as from many later theories of tragedy, can per-
haps best be regarded as part of a more general disincli-
nation to discover a single core of significance in Greek
tragic'drama. Aristotle’s treatment of tragedy has many
facets, and is not the formulation of one dominant insight
into the genre. It combines, as does the whole work,
descriptive and prescriptive elements. It brings to bear,
above all in identifying the six “components” of tragedy
(ch, VI), the analytic method which functions throughout
Aristotle’s approach to poetry. It contains many princi-
ples—such as the priority of action over character (ch.
V1), the requirements of structural unity (chs. VII-VIII),
and the criteria of necessity and probability (e.g. ch.
IX)—whose applicability is much wider than tragedy as
such. We should not, therefore, expect the Poetics to
yield a neatly circumscribed account of the quintessen-
tially tragic.

7 See esp. Republic 10.605¢-6b.

12
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Rather than the identification of a hard kernel of tragic
meaning, Aristotle’s goal can best be seen as the progres-
sive demarcation of an area of possibilities which simulta-
neously codifies existing achievements of the tragedians,
and legislates for the ideal scope of tragedy. This demar-
cation is initially embodied in the definition of the genre
(49b24-8), which accentuates two features peculiar to
tragedy (and to its Homeric adumbration): the structure
of an “elevated” action, and the arousal of “pity and fear.”
The first of these features, both of which are elucidated
and refined in the subsequent chapters, represents partly
a generic gravity of tone, but also (or at the same time) a
matter of ethical intensity. “Elevated,” spoudaios, is the
term used to denote the typical level of characterisation
found in tragedy and epic (chs. II-I1I); the subject matter
of serious in contradistinction to comic poetry (48b34,
49b10); and - the quasi-philosophical universality of
poetry, as opposed to history’s particularity (51b6). As the
definition indicates, the elevation of tragedy is a quality
principally of its action, and a quality which will arise, in
Aristotle’s terms, from events involving and determining
the lives of characters who can be generally regarded as
striving for both practical success and ethical virtue.®

But “elevation,” with its implications for tone and ethi-
cal interest, delimits the range of tragic action in only the
broadest fashion. Aristotle narrows this range further
by employing a model—deeply embedded in Greek

S Ar’s views leave no real room for tragedies that hinge
around seriously corrupt characters: this is the cumulative impli-
cation of 48a16-18, 52b36 {f, 54a16-17. Only 56a21-23, a very
obscure passage, appears to contemplate plays whose central fig-
ures have substantial vices.

13
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tragedy’s own language of human experience —- of move-
ment or “transformation” (metabasis)® between extreme
poles of fortune: “prosperity” (eutuchia) and “adversity”
(atuchia, dustuchia). This polarity, first mentioned at the
end of ch. VII (51al3-14), provides a formula which
attempts to capture the crucial lite-atfecting shifts in the
status of tragedy’s central characters. One striking fact
about Aristotle’s use of the formula is that he more than
once appears to leave open the direction in which a tragic
transformation may take place.l® But although this
involves him in the perhaps problematic preference for
plays of averted catastrophe in ch. XIV (54a4-9), its gen-
eral import is not as paradoxical as might at first appear.
Aristotle assumes that any tragic transformation from
adversity to prosperity must give prominence to the first
of these extremes, and will take place in the context of
events entailing, or threatening, great suffering: at
54a12-13 the “families which such sufferings have
befallen” include those whose life histories contain the
plots of averted catastrophe which have just been singled
out for praise. Whatever one may feel about the fore-
grounding of such plots, they are not an invention of the
Poetics but a fact about the established possibilities of

¥ Ar. applies metabasis (52a16-18), with its cognate verb, to
the movement of fortune which he regards as essential to all
tragedy; metabole (52a23, 31), “change,” also with its cognate
verb (51al4 being an exception), is reserved for the more abrupt
twists which characterise the elements of the “complex” plot.
But what Ar. means by metabasis is often expressed, in tragedy
itself and elsewhere, by metabole.

10 See 51a13-14, 52a31 (perhaps), 35b27-8, as well as ch.
X1V's preference for averted catastrophe.

14
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Greek tragedy itself.

The centrality of “transformation” in Aristotle’s con-
ception of tragedy links up with his estimation of the
“complex” plot (chs. X~XI etc.) as the ideal for the genre.
The elements of the complex plot—recognition and
reversal—are themselves defined in terms of dramatic,
sharp twists in the action, They are, in other words,
hinge-like junctures at which the general tragic pattern of
transformation is encapsulated in a particularly intense
and decisive manner. Accordingly, they exemplify in a
special degree the way in which, within the Poetics’
account of tragedy, the idea of a change of fortune is
closely related to two further elements: on the one hand,
pity and fear;!! on the other, the exhibition of human fal-
libility, for which hamartia is Aristotle’s chosen expression
in ch. XIIL.

Pity and fear were traditionally held to be the combi-
nation of emotions appropriately .evoked by tragedy, in
life as well as fiction. Aristotle gives his own definitions of
them in Poetics XIII, and much more fully in Rhetoric
11.5 and I1.8. He takes them to be felt for the undeserved
~ afflictions of those “like ourselves” (53a5-6), and this con-
dition implies a response to sufferings of kinds to which
we can, implicitly at any rate, imagine ourselves too as
vulnerable. The combination of pity and fear therefore
represents tragedy as tapping a deep and quasi-univer-
sal12 sense of human vulnerability—a vulnerability which

11 Both 52a3~4 and 52a36-b3 allude, in effect, to the special
capacity of complex plots to arouse the tragic emotions.
12 Part of the importance of tragic fear, which is focussed on
the dramatic characters (53a4-5) but contains a tacitly self-
regarding element, lies in its connection with the “universals”

15
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is dramatically projected by events in which transforma-
tions of fortune, and thus great swings in the potential
happiness'? of the central agents, are dominant. Tragedy,
on this view, contains patterns of suffering which explore
the experience of limitations upon human control of life.
But it enlarges and heightens this experience by focussing
it upon events that are typically “awesome”!* in scope
and impact, and by connecting it with characters who,
while “like us™ in their basic nature, are nonetheless “bet-
ter than our normal level” (48a4) in the heroic scale and
sweep of their lives.

When, therefore, in Poetics XIII Aristotle prescribes
that the tragic agent should fall into adversity not
“because of evil and wickedness, but through some kind
of error (hamartia)” (53a8-10), it is not easy to see how
hamartia, repeated a few lines later, can serve as much
more than a token for the various sources of fallibility
which could activate a tragic calamity, while still falling
short of serious ethical culpability on the character’s own
part. Hamartia can perhaps most readily be construed as
involving a piece of profound ignorance, particularly
given the requirements of a complex plot (for reversal

that poetry has the power to intimate (51b6~7): to regard tragic
agents as “like ourselves” is to move towards perceiving the uni-
versal significance latent in their stories.

13 Ar. does not take tragedy to be concerned with all the
details of “happiness,” eudaimonia, which he examines in his own
ethical writings. But he does see it as concerning itself with the
decisive impingement of material circumstances, “prosperity”
and “adversity,” upon the possibilities for realising happiness in
action: see esp. 50a16-20.

4 See on 52a4.
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and recognition) which Aristotle has in mind in this con-
text (cf. 52b30-32). But neither the larger shape of the
argument, nor the list of examples at 53a20-21, allows
one to restrict hamartia to matters of factual ignorance;
elements of limited culpability on the agent’s part, includ-
ing certain deeds of passion, cannot be ruled out.!®
Rather, in any case, than a precise formula for a quint-
essential tragic causality, hamartia can best be under-
stood as designating a whole area of possibilities, an area
unified by a pattern of the causal yet unintended implica-
tion of tragedy’s characters in the pitiable and terrible
“transformation” of their own lives. Hamartia, in short,
embraces all the ways in which human vulnerability, at its
extremes, exposes itself not through sheer, arbitrary mis-
fortune (something inconsistent with the intelligible plot
structure which Aristotle requires of a good play), but
through the erring involvement of tragic figures in their
own sufferings.

The Poetics repeatedly emphasxses that the exhibition
of tragic vulnerability or mutability is the ground of pity
and fear. Only once, yet that in the definition of the
- genre, does Aristotle add that the experience of these
emotions conduces to catharsis (“through pity and fear
accomplishing the catharsis of such emotions,” 49b27-8).
In these circumstances, it is not surprising that the Greek
term katharsis, whose senses include “cleansing,” “purifi-
cation,” and “purgation,” has long been the most vexed in
the entire work. Opinion has been divided over the
extent to which interpretative help can be found in Poli-

. 15See Stinton’s article, the most thorough and cogent mod-
~ ern contribution to the longstanding argument over hamartia; cf.
also Nussbaum (1986), pp. 382-3.

17



INTRODUCTION

tics VIIL.7, where Aristotle mentions catharsis in connec-
tion with certain kinds of music, associates it with both
religious and medical forms of experience, and promises
further elucidation of it “in my treatment of poetry.” Itis
not inconceivable that this cross reference is to part of the
lost second book of the Poetics, but more likely that it is to
the early dialogue On Poets, where Aristotle may have
explicitly introduced catharsis to block the Platonic
charge that the arousal of emotions by tragedy tended
dangerously to increase susceptibility to the same emo-
tions in life. 16 If catharsis was conceived in anything like
this spirit, then we should expect its function to empha-
sise resistance both to the idea of emotions as dangerous
and to the notion of increased susceptibility.

Such dissension from Plato’s position would draw on
Aristotle’s general and positive view, as revealed espe-
cially in his ethical writings, that emotions are cognitively
based responses to experience, and can correspondingly
be justified if the judgements which occasion and under-
lie them are themselves appropriate to the objects of the
emotions. 17 It is evident throughout the Poetics that pity
and fear are regarded as apt and indeed necessary emo-
tions to be felt towards the suffering characters of
tragedy. This alone makes it difficult to sustain what was
for long the dominant modern view that catharsis is
purely a matter of emotional outlet and release (the

18 The attribution of a statement on catharsis to On Poets is
accepted by e.g. W.D. Ross, Aristotelis Fragmenta Selecta
(Oxford: Clarendon Press, 1955), p. 69, fr. 5. The Platonic doc-
trine in question is developed especially at Republic 10.603c-6d.

Y7 This aspect of Ar.’s moral psychology is discussed by Nuss-
baum (1992).
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extreme “purgation” view). 18 Such a function would be a
contingent by-product of tragedy, not the essential ele-
ment which ought to explain its presence within ch. VI’s
definition. While, in the absence of an Aristotelian eluci-
dation of the term for tragedy, the significance of catharsis
cannot be conclusively established, we are more likely to
approximate to the truth if we keep in view the ethical
importance of emotions for Aristotle, the Poetics™ treat-
ment of tragic pity and fear as the basis of a special form
of pleasure (53b10-13), and, finally, the wider principle
that the pleasure derived from mimetic works of art rests
on an underlying process of comprehension. This config-
uration of factors allows us, however tentatively, to make
of catharsis a concept which is interconnected with vari-
ous components in Aristotles theory of tragedy, and
which in some sense completes his account of the genre
by framing the experience of it as psychologically reward-
ing and ethically beneficial. Tragedy, on this reading, may
revolve around the exhibition of sufferings which stem
from profound human fallibility, yet by engaging the
understanding and the emotions in contemplation of
~ these phenomena it succeeds in affording an experience
which deeply fulfils and enhances the whole mind.

The selective and highly compressed survey of some
major features of the Poetics has taken us from an initial
concern with the systematic and “foundational” strategy
of the work, to the discussion of ideas—most notably,
hamartia and catharsis—which, not least by their intrigu-
ing elusiveness, provide material for ongoing controversy.
It may now be worth drawing the explicit moral that this

18 For this and other interpretations of catharsis, see Halli-
well (1986) ch. 6 and appendix 5.
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combination of the methodical and the suggestive, the
analytic and the elliptical, is surely one of the main rea-
sons why the treatise has recurrently stimulated such
interest and such sharp reactions, both positive and nega-
tive, from literary critics and theorists between the
sixteenth century and the present. Partly because of its
frequent terseness, partly on account of the damaged
state in which it has reached us, the Poetics is a document
which somewhat offsets its intellectually orderly and pro-
gressive approach with elements which have the effect of
encouraging an indefinite process of reflection and rein-
terpretation. For this and other reasons the treatise has,
since its late Renaissance “rediscovery” in Italy, main-
tained a persistent status as a conspicuous point of refer-
ence—a repeatedly cited model (whether for good or
bad, depending on the interpreter’s own allegiances) of
certain kinds of assumptions and judgements about the
nature of literary works, .yet a model which never quite
permits the reading of its arguments to reach a point of
equilibrium. |

No other document has had a history parallel to that of
the Poetics: a canonical text for neoclassical thinkers, and
in fields beyond those of literature itself, over a period of
two and a half centuries; a locus of keenly contested
debate, as well as a certain amount of revisionist interpre-
tation, during the rise of Romantic conceptions of art; and
a sporadically cited work even in the heavily ideological
era of modern hermeneutics and literary theory. 1% It is

191 have discussed aspects of the Poetics’ reception in three

publications: Halliwell (1986) ch. 10, (1987) pp. 17-28, and the
Epilogue in Rorty (1992), pp. 409-424.
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tempting to say that this long, sometimes fraught story
has left its scars on the work’s standing. But it has also
marked it out as a somewhat indomitable “survivor,”
whose historically formative role and continued salience
no one interested in the development of Western atti-
tudes to literature can atford to ignore.

Text and translation

The text printed has been broadly based on the edition by
Rudolf Kassel, Aristotelis de Arte Poetica Liber (Oxford:
Clarendon Press, 1965; corr. repr., 1968). But as well as
sometimes preferring different readings from Kassel’s, 1
have occasionally repunctuated the text and introduced
some additional paragraph divisions. I have also deliber-
ately printed as “clean” a text as possible, minimising such
things as editorial brackets.

In keeping with the aims of the Loeb series, the appa-
ratus criticus is highly selective; its guiding purpose is not
to give full information about the textual tradition, but to
notify (or remind) interested readers of salient elements
~ of textual uncertainty. The apparatus is accordingly
limited largely to those contexts where a conjectural
emendation is printed, or where the manuscript evidence
contains variants with substantive implications for the
sense, It should be noted, additionally, that I do not men-
tion places where readings taken from recentiores involve
a practically certain correction of the medieval manu-
scripts; I do not record differences between A and B
which are inconsequential for the meaning, even where
. they may be important for understanding the textual tra-
dition as such: and I cite the medieval Latin translation
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and the Arabic translation only for a few striking points,
not as supplementary evidence to the manuscripts.

The following abbreviations are used in the apparatus;
the introduction to Kassel’s edition should be consulted
for further details:

A: 10th cent. ms., Parisinus gr. 1741.

Arab.: readings implied by the 10th cent. Arabic trans-
lation from an earlier Syriac translation of the Poetics.

B: 14th cent. ms., Riccardianus gr. 46 (which has sub-
stantial lacunae at 1447a8-483a29, and 1461b3-62al8).

Lat.: readings implied by the Latin translation of
William of Moerbeke, completed in 1278.

rec.: readings of one or more Renaissance ms.
(15th/16th cent.)

The translation printed here was drafted without refer-
ence to the version which I published in 1987 (see Bibli-
ography). While subsequent comparison of samples
yielded some similarities of wording between the two, in
most cases I have not taken any active steps to remove
these. The present translation aims to give a somewhat
closer rendering than the earlier, though I have continued
to follow the principle of preferring, wherever reason-
able, intelligibility in English to a literalness which
requires knowledge of Greek to decode.

The following conventions in the translation should be
noted:

<> =words deemed to be missing from the Greek text
and conjecturally supplied by editors.

( ) = parts of the text conveniently rendered as paren-
theses; round brackets are used more often in the transla-
tion than in the Greek text.
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| ] = transliterated Greek terms or translations of such
terms, included to clarify verbal points.
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3 A major genre of choral lyric, performed in honour of
Dionysus; cf. 49al0-11 for its relation to tragedy.
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POETICS

We are to discuss both poetry in general and the
capacity of each of its genres; the canons of plot construc-
tion needed for poetic excellence; also the number and
character of poetry’s components, together with the other
topics which belong to the same enquiry—Dbeginning, as
is natural, from first principles.

Now, epic and tragic poetry, as well as comedy,
dithyramb,? and most music for aulos? and lyre, are all,
taken as a whole, kinds of mimesis.© But they differ from
one another in three respects: namely, by producing
mimesis in different media, of different objects, or in dif-
ferent modes. Just as people (some by formal skill, others
by a knack) use colours and shapes to render mimetic
images of many things, while others again use the voice,d

5o too all the poetic arts mentioned produce mimesis in

rhythm, language, and melody, whether separately or in

b A reed pipe (akin to an oboe) used to accompany parts of
drama and some other forms of poetry, but also for purely instru-
mental music; of. 48a9, 61al18, b31.

¢ The foundational aesthetic concept of the Poetics; my trans-
lation generally retains the Greek noun, but sometimes, to avoid
awkwardness, I use the verb “represent.” See the Introduction.

dFor vocal mimicry, including that of actors; cf. Rh.

" 1404a21-3.
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POETICS 1

combinations. That is, melody and rhythm alone are used
by music for aulos and lyre, and by any other types with
this capacity, for example music for panpipes; rhythm on
its own, without melody, is used by the art of dancers
(since they too, through rhythms translated into move-
ments, create mimesis of character, emotions2 and
actions); while the art which uses either plain language or
metrical forms (whether combinations of these, or some
one class of metres) remains so far unnamed.P For we
have no common name to give to the mimes of Sophron
and Xenarchus¢ and to Socratic dialogues; nor even to any
mimesis that might be produced in iambic trimetersd or
elegiac couplets® or any other such metres. Of course,
people attach the verbal idea of “poetry” [poiein] to the
name of the metre, and call some “elegiac poets,” others
“epic poets.” But this is not to classify them as poets
because of mimesis, but because of the metre they share:
hence, if writers express something medical or scientific
in metre, people still usually apply these terms. But
Homer and Empedocles! have nothing in common except

% Or perhaps “sufferings.”

b Ar. notes the lack of a collective name for mimesis in prose
or metre, and rejects the standing equation of “poetry” with
verse.

¢ Sicilian authors, father (late 5th cent.) and son, of prose
mimes, i.e. comic sketches; cf. Ar. On Poets, fr. 15 Gigon/72
Rose. Sophron allegedly influenced Plato’s dialogues: e.g. D. L.
318, P Oxy. XLV 3219 fr. 1.

dThe metre both of some “iambic™ poetry (e.g. Archilochus;
cf. 48b31-2) and of dialogue in drama (49a21-28).

¢ Used mostly in “elegiac” poetry such as that of Theognis.

'E. (c. 495-35) composed two philosophical/scientific works,
On Nature and Purifications, in hexameters.
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4 4th cent. tragedian (Rh. 1413b13, TrGF I no. 71); Ceniaur
was probably a polymetric drama, perhaps meant only for recital
(hence “rhapsody,” elsewhere used of epic recitals). Cf. 60al~2.
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POETICS 2

their metre; so one should call the former a poet, the
other a natural scientist. Equally, even if someone should
produce mimesis in a medley of all the metres (as
Chaeremon® did in composing his Centaur, a hybrid
rhapsody containing all the metres), he ought still to be
called a poet. In these matters, then, we should make dis-
criminations of this kind. There are also some arts which
use all the stated media—rhythm, melody, metre—as do
dithyramb and nomes,P tragedy and comedy. They differ
in that some employ all together, others use them in cer-
tain parts. So these are the distinctions between the arts
in the media in which they produce mimesis.

Since mimetic artists represent people in action, and
the latter should be either elevated¢ or base (for charac-
ters almost always align with just these types, as it is
through vice and virtue that the characters of all men
vary), they can represent people better than our normal
level, worse than it, or much the same. As too with
painters: Polygnotus depicted superior people, Pauson
inferior, and Dionysius those like ourselves.d Clearly,
each of the kinds of mimesis already mentioned will man-
ifest these distinctions, and will differ by representing

b Nomes were traditional styles of melody, for string or wind
instrument, to which various texts could be set; by Ar’s time the
term covered elaborate compositions closely related to dithy-
ramb: cf. 48a15.

¢ See on 49b24.

d Polygnotus: major mid-5th cent. wall painter; cf. 50a27,
with OCD s.v. Pauson {cf. Pol. 1340a36): identity uncertain; a
painter of caricatures? Dionysius: more than one painter of this
name is known; perhaps D. of Colophon (Ael. VH 4.3).
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2 Minor tragic poet; cf. 58220 and Rh. 1408al5.
b Probably late 5th cent.; ¢f. OCD s.v.
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POETICS 3

different objects in the given sense. In dancing too, and
in music for aulos and lyre, these variations can occur, as
well as in prose writings and metrical works without
melody: for example, Homer represented superior p@o«
ple, Cleophon? those like ourselves, Hegemon of Thasosb
(the first composer of parodies) and Nicochares® (author
of the Deiliad) inferior characters. Likewise with dithyra-
mbs and nomes: for one could represent Cyclopses as did
Timotheus and Philoxenus.d This very distinction sepa-
rates tragedy from comedy: the latter tends to represent
people inferior, the former superior, to existing humans.
There is, beside these, a third distinction—in the
mode of mimesis for these various objects. For in the
same media one can represent the same objects by com-
bining narrative with direct personation, as Homer does;
or in an invariable narrative voice; or by direct enactment
of all roles. These, then, are the three distinctions under-
lying mimesis, as we said at the qutset: media, objects,
modes. Accordingly, in one respect Sophocles could be
classed as the same kind of mimetic artist as Homer, since
both represent elevated characters, but in another the
“same as Aristophanes, since both represent people in
direct action. Hence the assertion some people make,
that dramas are so called because they represent people
in action.® Thus, the Dorians actually lay claim to

¢ Probably late 5th cent.: Deiliad is a mock-epic title (cf. e.g.
Tliad), “tale of a coward.”

d Timotheus, c¢. 450-360; his Cyclops: PMG nos. 780-83.
Philoxenus, roughly contemporary; see PMG nos. 815-24. Both
were musico-stylistic innovators,

¢ The noun drama derives from the verb dran, “do” or “act”
- (cf. 48b1).
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2’ Afyvaiovs anon. Oxon., Spengel: -afor AB

& Mid-6th cent., much earlier than the introduction of com-
edy into dramatic festivals at Athens (cf. 49b1-2).
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tragedy and comedy (comedy being claimed by the
Megarians both here on the mainland, contending it
arose during their democracy,® and in Sicily, the home-
land of the poet Epzcharmus a much earlier figure than
Chionides and Magnes;? and tragedy being claimed by
some of those in the Peloponnese);¢ and they cite the
names as evidence. They say that they call villages komai,
while the Athenians call them démoi; their contention is
that comic performers [komddoi] got their name not from
revelling [kdmazein] but from wandering through villages
when banned from the city. And they say their own word
for acting is dran,d while the Athenians’ is prattein. So
much, then, by way of discussion of the number and
nature of the distinctions within mimesis.

It can be seen that poetry was broadly engendered by
a pair of causes, both natural. For it is an instinct of
human beings, from childhood, to engage in mimesis®
(indeed, this distinguishes them from other animals: man
is the most mimetic of all, and it is through mimesis that
he develops his earliest understanding); and equally natu-
ral that everyone enjoys mimetic objects. A common
occurrence indicates this: we enjoy contemplating the
most precise images of things whose actual sight is painful
to us, such as the forms of the vilest animals and of

b C. and M. were, between them, active at Athens in the 480s
and 470s (see on 49b3); E.’s dates are disputed: his career proba-
bly spanned the late 6th and early 5th cent.

¢ Cf. the “tragic choruses” at Sicyon, Hdt. 5.67.

4 See on 48a28.

¢ Here a genus of activities including imitative behaviour and

- artistic “image-making” as two of its species.
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36( B:om. A 4 mpos B: kat A

4 Le. in a portrait—a deliberately rudimentary instance of an
interpretative process which could take more complex forms,
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POETICS 4

corpses. The explanation of this too is that understanding
gives great pleasure not only to philosophers but likewise
to others too, though the latter have a smaller share in it.
This is why people enjoy looking at images, because
through contemplating them it comes about that they
understand and infer what each element means, for
instance that “this person is so-and-so.” For, if one hap-
pens not to have seen the subject before, the image will
not give pleasure qua mimesis but because of its execu-
tion or colowr, or for some other such reason.

Because mimesis comes naturally to us, as do melody
and rhythm (that metres are categories of rhythms is
obvious), in the earliest timesP those with special natural
talents for these things gradually progressed and brought
poetry into being from improvisations. Poetry branched
into two, according to its creators’ characters: the more
serious produced mimesis of noble actions and the
actions of noble people, while the more vulgar depicted
the actions of the base, in the first place by composing
invectives¢ {just as others produced hymns and en-
comia).d Now, we cannot name such an invective by any
poet earlier than Homer, though probably many poets
produced them; but we can do so from Homer onwards,
namely the latter’s Margites® and the like. In these
poems, it was aptness which brought the iambic metre too

b Lit. “from the beginning”: the point is @ priori rather than
strictly historical,

¢ Satirical lampoons on individuals.

4 Poems in praise of gods and outstanding humans.

¢ A (lost) burlesque epic, named after its crass “hero,” com-
posed in a mixture of hexameters and iambic trimeters. It is not
now, and was not always in antiquity, attributed to “Homer.”
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aCf. ond47hll,
b See on 49h24.

¢ Le. containing much direct/personative speech; cf. 48421~
2, 60a5-11.
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POETICS 4

into use—precisely why it is called “iambic” now, because
it was in this metre that they lampooned [iambizein] one
another. Of the older poets some became composers of
epic hexameters, others of iambic lampoons. Just as
Homer was the supreme poet of elevated® subjects (for
he was preeminent not only in quality but also in compos-
ing dramatic® mimesis), so too he was the first to delineate
the forms of comedy, by dramatising not invective but the
laughable: thus Margites stands in the same relation to
comedies as do the Iliad and Odyssey to tragedies. And
when tragedy and comedy had been glimpsed,d those
whose own natures gave them an impetus towards either
type of poetry abandoned jambic lampoons to become
comic poets, or epic to become tragedians, because these
newer forms were grander and more esteemed® than the
earlier.

To consider whether or not tragedy is even now suffi-
ciently developed in its types—judging it intrinsically and
in relation to audiences—is a separate matter.f Anyhow,
when it came into being from an improvisatory origin
(that is, both tragedy and comedy: the former from the
leaders of dithyramb,g the other from the leaders of the

die. potentially, within the nature of Homer’s poetry.

¢ This applies principally to Athens, and to creation of new
works rather than abstract estimation of poems.

f A curious remark, in view of 14-15 below: but the emphasis
here may fall on “types” (cf. 55b32) rather than tragedy’s essen-
tial “nature.”

£See on 47al4. Ar. probably assumes that the Athenian
Thespis took the crucial step, ¢. 534 B.C., of adding an individual
voice (the first actor) to the traditional chorus of dithyramb: cf.
TrGF 162, T6.
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L mporaywrorety Sophianus: ~.omjr AB

2 Sung to accompany processional carrying of phallic icons in
ritual contexts; normally obscene and scurrilous: cf. Aristoph.
Ach. 241-T79.

b Not consistently, as his surviving plays show, but in broad
relation to his predecessors.

¢ The third actor was probably introduced in the 460s, early
in Soph.’s career; it is required in Aesch. Oresteia of 458. Scene
painting: decoration of the stage building (skené), to give it an
active dramatic status.
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phallic songs® which remain even now a custom in many
cities), it was gradually enhanced as poets developed the
potential they saw in it. And after going through many
changes tragedy ceased to evolve, since it had achieved its
own nature. Aeschylus innovated by raising the number
of actors from one to two, reduced the choral compo-
nent,’ and made speech play the leading role. Three
actors and scene painting came with Sophocles.¢ A fur-
ther factor was grandeur: after a period of slight plots and
laughable diction, owing to development from a sa-
tyricd ethos, it was at a late stage that tragedy acquired
dignity, and its metre became the iambic trimeter instead
of the trochaic tetrameter.¢ To begin with they used the
tetrameter because the poetry was satyric and more asso-
ciated with dancing; but when spoken dialogue was
introduced,f tragedy’s own natureg discovered the appro-
priate metre. For the iambic trimeter, more than any
other metre, has the rhythm of.speech: an indication of
this is that we speakl many trimeters in conversation with
one another, but hexameters only rarely and when diverg-
ing from the colloquial register. Further changes con-

d1.e. with the tone of a satyr play. Did Ar. connect this tone
with the early dithyrambs from which tragedy developed
(49a10-11)7

® Trimeter: see on 47b11; trochaic tetrameter: apparently the
main metre of early tragedy, used sporadically by later tragedi-
ans; cf. 59b37, Rh. 1404a30--31.

fAr. seems to imply that in the earliest tragedy everything
was musically accompanied.

8 Ct. 49215 above; see 60a4 for “natural” appropriateness of
metre to genre.

R S¢. unintentionally.
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2 Early tragedy’s plots were shorter, less complex (cf. “slight
plots,” 49a19).

b 4831718, cf. 48b26.

¢ Aischros, “shameful,” also covers “ugly,” and is so translated
in the next sentence.
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cerned the number of episodes.? And we shall take as
read the ways in which other features of tragedy are said
to have been embellished; it would no doubt be a large
task to discuss them individually.

Comedy, as we said.P is mimesis of baser but not
wholly vicious characters: rather, the laughable is one cat-
egory of the shameful.© For the laughable comprises any
fault or mark of shame which involves no pain or destruc-
tion: most obviously, the laughable mask is something
ugly and twisted, but not painfully. Now, tragedy’s stages
of development, and those responsible for them, have
been remembered, but comedy’s early history was forgot-
ten because no serious interest was taken in it: only at a
rather late date did the archon grant a comic chorus;
previously performers were volunteers. It is from a time®
when the genre already had some formal features that the
first named poets of comedy are remembered. Who
introduced masks, prologues, various numbers of actors,
and everything of that kind, has been lost. The composi-
tion of plots originally came from Sicily; of Athenian
poets Crates was the first to relinquish the iambic manner
and to create stories and plots with an overall structure.f

d'The archon (a major magistrate) chose plays, and arranged
funding, for official production at the City Dionysia festival: this
happened first for comedy only in 487/6; tragedies had been so
performed since the late 6th century.

® The 480s/70s, the era of e.g. Chionides and Magnes; see on
48a34.

f Sicily was home of Epicharmus (see on 48a33). Crates was
active in the 440s and 430s; “iambic manner” implies satire of
individuals {cf. 48b31-2). “Overall structure,” katholou, is the
same term used for “universals” at 51b7.

45



10

20
VI

25

ARISTOTLE

N uev odv éromoiio T Tpaywdia uéxpt uev' Tov
neral pwérpov Noyw piumois eivor omovdatwy Mko-
7 . -~ N . ’ F -~ » Lo
Novlnoer: 1@ O€ 70 pérpov amhovy éxew kal dmoy-
I > ’ 8 / a 8\ ”~ ’ z
vehiay €lvai, Tavry Otadépovoir: €L O€ TG punKeL 1)
N o 4 -~ € b # r’ < 4
ey 6Tt pdhiora meparar Vmo oy mwepiodov mAiov
5 A \ 3 ’ ¢ v o3 ’ 3 s
eivar 9 pikpov €EalNdTTEWw, 7) O€ émomoiia AdPLOTOS
T® Xpovew kol ToUTe Otadépel, kaitou TO WpETOV
buolmws év Tals Tpaywdias TovTo émolovy Kal év Tols
af i ] 3 A A b > I N L4 .
émeaw. pépm O éorl T0. wév TavTd, Ta O€ (O TN
¥4 o . -
Tpaywdios: Siémep S0 Tis MEpt Tpaywdins 0ide TmOU-
/ N 7’ 3 A bt 3 ~ L5 b .
datas kai Pavns, olde kol mept €mdYT & uev yap
3 -~ I's [ -~
émomoiia. €xeL, DmdpyeL T Tpoywdiq, 4 O€ avTy), OV
/! ~
TAVTO €V T €momoula.
[lept pev ovw 7ms év €Eauérpols MIUMTIKIS KoL
wepl kKwpuwdios VoTepor épobuer wepl 0€ Tpaywdias

3 avris éx Tav elpnuévov Tov

ANéyouer avalaBovres
vwduevor 8pov Ths ovoias. €oTw ovv Tpaywdia
piumots wpdfews omovdatas kai Teletas uéyefos

4 1o €DV

3 4 ¢ Id I * < Id
éxovons, NOvouéve Néyw xwpls ékdoTy
> ”~ I i h > 3 > / »
&v 1ols poplots, Spdvrwy kail ov O drayyehias, O
> I by I I by ~ 4
é\éov kat Pofov mepalvovaa THY TOV TOLOUTWY

5 kdbapow. Néyw Oé nOvouévov pev

Tabfnudrey
L jev rot Tyrwhitt: uérov AB
2 pero. pérpov Adye Kassel: uérpov pera Aéyov B: pérpov
peyalov A
3 dvahafBévres Bernays: diro- AB
4 éxdore Reiz: -ov AB
2

Tabnuirov B: pafyuarov A Lat.

46



VI

POETICS 6

Epic matches tragedy to the extent of being mimesis
of elevated matters?® in metrical language; but they differ
in that epic has an unchanging metre and is in narrative
mode.P They also differ in length: tragedy tends so far as
possible to stay within a single revolution of the sun, or
close to it, while epic is unlimited in time span and is dis-
tinctive in this respect (though to begin with the poets fol-
lowed this same practice in tragedy as in epic). Epic and
tragedy have some components in common, but others
are peculiar to tragedy. So whoever knows about good
and bad tragedy knows the same about epic, as epic’s
resources belong to tragedy,® but tragedy’s are not all to
be found in epic.

We shall later discuss the art of mimesis in hexa-
meters,d as well as comedy.® But let us now discuss
tragedy, taking up the definition of its essence which
emerges from what has already been said. Tragedy, then,
is mimesis of an action which is elevated,! complete, and
of magnitude; in language embellished by distinct forms
in its sections; employing the mode of enactment, not nar-
rative; and through pity and fear accomplishing the

a Or “characters™; for “elevated” see on 49b24.

b Cf. the distinctions in chs. I-II1; Homer’s combination of
narrative with personation (48a21-2) is here left aside.

¢ Cf. 62a14-15.

die, epic; cf. 59al7.

¢ The discussion of comedy is lost; cf. on 62b19, and see the
Introduction at n. 5.

f Spoudaios, the same adj. used for characters at e.g. 48a2; it
denotes ethical distinction and gravity of tone. Cf. the Introduc-
tion.
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catharsis? of such emotions. I use “embellished” for lan-
guage with rhythm and melody, and “distinct forms” for
the fact that some parts are conveyed through metrical
speech alone, others again through song. Since actors
render the mimesis, some part of tragedy will, in the first
place, necessarily be the arrangement of spectacle;? to
which can be added lyric poetry and diction, for these are
the media in which they render the mimesis. By
“diction”® I mean the actual composition of the metrical
speech; the sense of “lyric poetry” is entirely clear. Since
tragedy is mimesis of an action, and the action is con-
ducted by agents who should have certain qualities in
both character and thought (as it is these factors which
allow us to ascribe qualities to their actions too, and it is
in their actions that all men find success or failure), the
plot is the mimesis of the action—for I use “plot” to
denote the .construction of events, “character” to mean
that in virtue of which we ascribe certain qualities to the
agents, and “thought” to cover the parts in which, through
speech, they demonstrate something or declare their
views. Tragedy as a whole, therefore, must have six com-
ponents, which give it its qualities—namely, plot, charac-
ter, diction, thought, spectacle, and lyric poetry. The
media of the mimesis are two components, its mode one,
and its objects three;® there are no others. Now, these

2 The term (the most controversial in the work) is never
defined; cf. the Introduction. b Le. the visual aspects of the
action, esp. the appearance of the agents; cf. the end of ch. VI
and the start of ch. XIV. ¢ Lexis: see chs. XIX-XXII.
d Melopoiia covers the sung parts of tragedy. € This matches
the components with chs. I-IIT’s scheme: media = diction, lyric
poetry; mode = spectacle (i.e. enactment); objects = plot, charac-
ter, thought.
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POETICS 6

have been used by a majority of poets as their basic
elements,? since practically every drama has items of
spectacle, character, plot, diction, lyric poetry, and
thought, alike. The most important of these things is the
structure of events, because tragedy is mimesis not of
persozzsb but of action and life; and happiness and unhap-
piness consist in action, and the goal® is a certain kind of
action, not a qualitative state: it is in virtue of character
that people have certain qualities, but through their
actions that they are happy or the reverse. So it is not in
order to provide mimesis of character that the agents act;
rather, their characters are included for the sake of their
actions. Thus, the events and the plot are the goal of
tragedy, and the goal is the most important thing of all.
Besides, without action there could be no tragedy, but
without character there could be: in fact, the works of
most of the recent poets are lacking in character, and in
general there are many such poets (as with Zeuxis’ rela-
tionship to Polygnotus among painters: Polygnotus is a
fine depicter of character, while Zeuxis” painting contains
no character).d Again, if someone lays out a string of
speeches that express character and are well composed in
diction and thought, he will not achieve the stated func-
tion of tragedy; much more successful will be a tragedy
which, though deficient in these other elements, has a
plot and structure of events. In addition, tragedy’s most

“ Text and sense are here greatly disputed; cf. 52b14.

b I.e. not of personal qualities per se.

¢ Of either drama or life: Ar. may mean both.

d Zeuxis (late 5th cent.) pioneered new techniques of realism;
cf. 61b12 (idealisation of human form). Polygnotus: see on 48a5.
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POETICS 6

potent means of emotional effect are components of plot,
namely reversals and recognitions.? A further pointer is
that apprentice poets can achieve precision in diction and
characterisation sooner than structure the events, as like-
wise with almost all the early poets.

Plot, then, is the first principle and, as it were, soul of
tragedy, while character is secondary. (A similar principle
also holds in painting: if one were to cover a surface ran-
domly with the finest colours, one would provide less
pleasure than by an outline of a picture.) Tragedy is
mimesis of action, and it is chieﬂg for the sake of the
action that it represents the agents.? Third in importance
is thought: that is, the capacity to say what is pertinent
and apt, which in formal speeches is the task of politics
and rhetoric. The earliest poets made people speak polit-
ically, present day poets make them speak rhetorically.
Character is that which reveals moral choice—that is,
when otherwise® unclear, what kinds of thing an agent
chooses or rejects (which is why speeches in which there
is nothing at all the speaker chooses or rejects contain no
character); while thought covers the parts in which they
demonstrate that something is or is not so, or declare a
general view. Fourth is the diction of the spoken sec-
tions: as stated earlier, I define diction as expression
through choice of words——something which has the same
capacity in both verse and prose. Of the remainder, lyric
poetry is the greatest embellishment, while spectacle

2 See ch. XI for definitions.

b The same principle as 50a16-17.
¢ §c. from the action; cf. 54a17-19.
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is emotionally potent but falls quite outside the art and is
not integral to poetry: tragedy’s capacity is independent of
performance and actors, and, besides, the costumier’s? art
has more scope than the poets for rendering effects of
spectacle.

Given these definitions, let us next discuss the
required qualities of the structure of events, since this is
the principal and most important factor in tragedy. We
have stipulated that tragedy is mimesis of an action that is
complete, whole, and of magnitude (for one can have a
whole which lacks magnitude). A whole is that which has
a beginning, middle, and end. A beginning is that which
does not itself follow necessarily from something else, but
after which a further event or process naturally occurs.
An end, by contrast, is that which itself naturally occurs,
whether necessarily or usually, after a preceding event,
but need not be followed by anything else. A middle is
that which both follows a preceding event and has further
consequences. Well-constructed plots, therefore, should
neither begin nor end at an arbitrary point, but should
make use of the patterns stated. Besides, a beautiful
object, whether an animal or anything else with a struc-
ture of parts, should have not only its parts ordered but
also an appropriate magnitude: beauty consists in magni-
tude and order, which is why there could not be a beauti-
ful animal which was either minuscule (as contemplation
of it, occurring in an almost imperceptible moment, has
no distinctness) or gigantic (as contemplation of it has no
cohesion, but those who contemplate it lose a sense of

2 Responsible, above all, for mask-making.

! &7 Bywater: 6¢ AB
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% The ref. is obscure, but Ar.’s rejection of contingent conven-
tions is clear.
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unity and wholeness), say an animal a thousand miles
long. So just as with our bodies and with animals beauty
requires magnitude, but magnitude that allows coherent
perception, likewise plots require length, but length that
can be coherently remembered. A limit of length refer-
ring to competitions and powers of attention is extrinsic
to the art: for if it were necessary for a hundred tragedies
to compete, they would perform them by water clocks, as
they say happened once before.? But the limit that con-
forms to the actual nature of the matter is that greater
size, provided clear coherence remains, means finer
beauty of magnitude. To state the definition plainly: the
size which permits a transformation to occur, in a proba-
ble or necessary sequence of events, b from adversity to
prosperity or prosperity to adversity,C is a sufficient limit
of magnitude.

A plot is not unified, as some think, if built round an
individual.4 Any entity has innumerable features, not all
of which cohere into a unity; likewise, an individual per-
forms many actions which yield no unitary action. So all
those poets are clearly at fault who have composed a Her-
acleid, a Theseid, and similar poems: they think that,
since Heracles was an individual, the plot® too must be
unitary. But Homer, in keeping with his general superior-
ity, evidently grasped well, whether by art or nature, this

b Probability and necessity: Ar.s recurrent criteria of what
makes “natural” sense within human lives.

¢ On alternative directions of “transformation,” see esp. chs.
XHI-XIV,

dfe. unity of “hero” is not a sufficient {or even necessary)

condition for unity of plot.
¢ Sc. of H.s life.
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point too: for though composing an Odyssey, he did not
include every feature of the hero’s life (e.g. his wounding
on Parnassus, or his feigned madness in the call to arms),?
where events lacked necessary or probable connections;
but he structured the Odyssey round a unitary action of
the kind I mean, and likewise with the Iliad. Just as,
therefore, in the other mimetic arts a unitary mimesis has
a unitary object, so too the plot, since it is mimesis of an
action, should be of a unitary and indeed whole action;
and the component events should be so structured that if
any is displaced or removed, the sense of the whole is dis-
turbed and dislocated: since that whose presence or
absence has no clear signiﬁcance is not an integral part of
the whole.

It is also evident from what has been said that it is not
the poet’s function to relate actual events, but the kinds of
things that might occur and are possible in terms of prob-
ability or necessity. The difference between the historian
and the poet is not that between using verse or prose;
Herodotus” work could be versified and would be just as
much a kind of history in verse as in prose. No, the differ-
- ence is this: that the one relates actual events, the other
the kinds of things that might occur. Consequently,
poetry is more philosophical and more elevatedP than his-
tory, since poetry relates more of the universal, while his-
tory relates particulars.¢ “Universal” means the kinds of
things which it suits a certain kind of person to say or do,

*Wounding: described, but only as recollection, at Od.
19.392-466. The Od. never mentions Odysseus’ madness,
feigned to avoid joining the Trojan expedition.

b Of greater ethical import (by philosophical standards); see
on 49b24. ¢ On history and particulars cf. 59a21-9.
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in terms of probability or necessity: poetry aims for this,
even though attaching names? to the agents. A “particu-
lar” means, say, what Alcibiades did or experienced. In
comedy, this point has by nowP become obvious: the
poets construct the plot on the basis of probability, and
only then supply arbitrary names; they do not, like iambic
poets, write about a particular person.© But in tragedy
they adhere to the actuald names. The reason is that the
possible seems plausible: about the possibility of things
which have not occurred we are not yet sure;® but it is evi-
dent that actual events are possible—they could not oth-
erwise have occurred. Yet even in some tragedies there
are only one or two familiar names, while the rest are
invented; and in certain plays no name is familiar, for
example in Agathon’s Antheus:' in this work, events and
names alike have been invented, yet it gives no less plea-
sure for that. So adherence to the traditional plots of
tragedy should not be sought at all costs. Indeed, to seek
this is absurd, since even the familiar subjects are familiar
only to a minority, yet nonetheless please everyone. It is
clear from these points, then, that the poet should be
more a makerg of plots than of verses, in so far as he is a
poet by virtue of mimesis,” and his mimesis is of actions.

So even should his poetry concern actual events, he is no
less a poet for that, as there is nothing to prevent

b Some time in the mid-4th cent.: see the Introduction.

¢ See on 49b8.

d1e. supplied by the traditional myths (cf. 51b24-5); Ar.
treats this, by simplification, as synonymous with historical fact.

¢ The sentence characterises an ordinary mentality.

fNo’damg else is known about this work (TrGF I 161-2);
Agathon was active c. 420—400. g Poigtés means both
“maker” and “poet.” b Cf. 47b15.
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some actual events being probable as well as possible, and
it is through probability that the poet makes his material
from them.

Of simple? plots and actions, the episodic are worst.
By “episodic” I mean a plot in which the episodes follow
one another without probability or necessity. Such plays
are composed by bad poets through their own fault, and
by good poets for the sake of the actors: for in composing
show pieces,P and stretching the plot beyond its capacity,
they are often forced to distort the continuity. Given that
the mimesis is not only of a complete action but also of
fearful and pitiable matters, the latter arise above all
when events occur contrary to expectation yet on account
of one another. The awesome® will be maintained in this
way more than through show of chance and fortune,
because even among chance events we find most awe-
some those which seem to have happened by design (as
when Mitys’ statue at Argos killed the murderer of Mitys,
by falling on him as he looked at it:4 such things seem not
to occur randomly). And so, such plots are bound to be
finer.

Plots can be divided into the simple and complex,
since the actions which plots represent are intrinsically of
these kinds. I call “simple” an action which is continuous,

2 The term is defined in ch. X; its occurrence here has been
questioned,

b Works designed to lend themselves to histrionic brilliance.

¢ Awe (or “wonder”) will be aroused by something astonish-
ing and suggestive of deeper significance: ¢f. 60al1-18.

4 Or “when he was visiting the festival”; the story is otherwise
~ unknown, but M. (if the same) is mentioned at Dem. 59.33.
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POETICS 11

in the sense defined,? and unitary, but whose transfor-
mation? lacks reversal and recognition; “complex,” one
whose transformation contains recognition or reversal or
both. And these elements should emerge from the very
structure of the plot, so that they ensue from the preced-
ing events by necessity or probability; as it makes a great
difference whether things happen because of, or only
after, their antecedents.

Reversal is a change to the opposite direction of
events, as already stated,® and one in accord, as we insist,
with probability or necessity: as when in the Oedipus the
person who comes to bring Oedipus happiness, and
intends to rid him of his fear about his mother, effects the
opposite by revealing Oedipus’ true identity.9 And in the
Lynceus,® the one figure is led off to die, while Danaus
follows with the intention of killing him, yet the upshot of
events is Danaus’ death and the other’s survival. Recogni-
tion, as the very name indicates, is a change from igno-
rance to knowledge, leading to friendship or to enmity,
and involving matters which bear on prosperity or adver-
sity. The finest recognition is that which occurs simulta-
neously with reversal, as with the one in the Oedipus 8
There are, of course, other kinds of recognition too, since
what has been statedd occurs, after a fashion, in

# In ch. VII's schema of beginning, middle, end.

b Between prosperity and adversity; see on 51a13-14.

¢ An unclear back ref.: 52a4, “contrary to expectation,” is the
likeliest point. d Soph. OT 924-1085; Ar. refers to two stages
in the scene (cf. 989 ff, esp. 1002-3). ¢ Probably Theodec-
tes’: see on 55b29. f See on 53b15. ¢ Unclear: the rever-
sal begins at Soph. OT 924 (cf. 52a24-6); Jocasta sees the truth
by 1056, Gedipus only in the lead-up to 1182. b Te. in the
preceding definition. 65
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relation to inanimate and even chance things, and it is
also possible to recognise that someone has or has not
committed a deed. But the kind most integral to the plot
and action is the one described: such a joint recognition
and reversal will yield either pity or fear, just the type of
actions of which tragedy is taken to be a mimesis; besides,
both adversity and prosperity will hinge upon such cir-
cumstances. Now, because recognition is recognition
between people,® some cases involve only the relation of
one party to the other (when the other’s identity is clear),
while in others there is need for double recognition: thus,
Iphigeneia was recognised by Orestes through the send-
ing of the letter, but for Iphigeneia to recognise his rela-
tion to herself required a further recognition.P

These, then, are two components of the plot—reversal
and recognition. A third is suffering. Of these, reversal
and recognition have been explained, and suffering is a
destructive or painful action, such as public deaths, physi-
cal agony, woundings, etc.

We spoke earlier® of the components of tragedy that
must be used as basic elements; but its formal and dis-
crete sections are as follows: prologue, episode, exodos,
choral unit (further divisible into parodos and stasimon).
These are common to all plays, but actors’ songs and kom-
moi are special to some. The prologue is the whole por-
tion of a tragedy prior to the chorus’ parodos; an episode

 Ar. ignores recognition of inanimate objects, mentioned

above.
b Eur, IT 727-841.
¢ Cf. esp. 50a9-14.
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® Usually accompanying their entrance onto the scene.
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is the whole portion of a tragedy between complete
choral songs; the exodos is the whole portion of a tragedy
following the final choral song. Of choral units, the paro-
dos is the first complete utterance? of the chorus; a stasi-
mon is a choral song without anapaestic and trochaic
rhythms;b a kommos is a dirge shared between chorus
and actors. We spoke earlier of the components of
tragedy that must be used as basic elements, while its for-
mal and discrete sections are the ones given.

Next, after the foregoing discussion, we must consider
what should be aimed at and avoided in the construction
of plots, and how tragedy’s effect is to be achieved. Since,
then, the structure of the finest tragedy should be com-
plex not simple,® as well as representing fearful and
pitiable events (for this is the special feature of such
mimesis), it is, to begin with, clear that neither should
decent men be shown changing from prosperity to adver-
sity, as this is not fearful nor yet pitiable but repugnant,d
nor the depraved changing from adversity to prosperity,
because this is the least tragic of all, possessing none
of the necessary qualities, since it arouses neither
fellow-feeling® nor pity nor fear Nor, again, should
tragedy show the very wicked person falling from pros-
perity to adversity: such a pattern might arouse fellow-
feeling, but not pity or fear, since the one is felt

P Both do in fact occur in stasima; Ar. may be thinking of
“recitative” units, such as the marching anapaests of choral paro-
doi, or trochaic tetrameters (see on 49a21).

¢ In the senses defined in ch. X. d Cf. 53b39, 54a3.

® Philanthropia: a disputed concept; it may entail either a
broadly humane sympathy (even with some forms of merited suf-
tering), or a basic sense of justice. Cf. 56a21.
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¢ Hamartia: the term, repeated at 53a16, could cover a range
of possible factors in tragic agency. See the Introduction.
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for the undeserving victim of adversity, the other for one
like ourselves (pity for the undeserving, fear for one like
ourselves); so the outcome will be neither pitiable nor
fearful. This leaves, then, the person in-between these
cases. Such a person is someone not preeminent in virtue
and justice, and one who falls into adversity not through
evil and depravity, but through some kind of error;* and
one belonging to the class of those who enjoy great
renown and prosperity, such as Oedipus, Thyestes,? and
eminent men from such lineages. The well-made plot,
then, ought to be single¢ rather than double, as some
maintain, with a change not to prosperity from adversity,
but on the contrary from prosperity to adversity, caused
not by depravity but by a great error of a character either
like that stated, or better rather than worse. (Actual prac-
tice too points to this. Originally, the poets recounted any
and every story, but nowadays the finest tragedies are
composed about only a few families, such as Alcmaeon,
Oedipus, Orestes, Meleager, Thyestes, Telephus,d and as
many others as have suffered or perpetrated terrible
things.) So the finest tragedy of which the art permits fol-
lows this structure. Which is why the same mistake® is

bT., King of Mycenae, was deceived by his brother, Atreus,
into eating his own children; he also committed unwitting incest
with his daughter, Pelopia. Cf. OCD s.v. Atreus.

¢ The same Greek adj. as “simple” in ch. X; but the context
dictates a separate sense here. d Alcmaeon: see on 53b24.
Oedipus and Orestes: see e.g. ch. XI. Meleager: killed by the
agency of his mother, Althaea, after he had killed her brother(s).
Thyestes: see on 53all. Telephus: Ar. may have in mind his

unwitting killing of his uncles; ¢f. OCD s.v.

¢ As made by those who prefer double plots (53al3).

71



25

30

35

1453b
XIV

ARISTOTLE

L ol moAlal

8ti TovTO Opd €v Tals Tpaywdiws kal
avTod €ls OVOTUYIOY TENEUTOTW. TOUTO Ydp €0TW
oomep etpnrar 6pfdv: omuetov 0¢ péyloTor €ml yop
"~ ~ hY ~ *
TOV GKNYOV KoL TOV OYOVeVY TPUYIKOTOTOL 0L TOL-
~ ’ a ~ NT ’
avrar paivovrar, av katopbwbdow, kat 6 Edpuridns,
3 \ N 5 2 3 ~ : 5 ’ ’
€L Kol TO. AAAQ 7] €0 OLKOVOMEL, AANQ TPAYIKWOTATOS
ve TV ToTOY dalverar. Oevrépa O ) mpdTy Aeyo-
) 3 / " ~
uévy Umo Twev éoTw ovoTAos, 1) OUTANY TE TNV
’ 2 /’ iy b 4 N
oboracw éxovoa kabdamep n 'Odlocea kal Tehev-
I 5 b3 rd ~ ’ LY r -
rdoa €€ évavrias Tots Behtioor kal yetpooir. Ookel
d¢ elvar mpar Sua ™YY TV BedTpwy dobBéveioar ako-
AovBovot yap ol womral kot €UXMY TOLODYTES TOLS
Beatals. €omww O€ oy avrn dmo Tpaywdias 1oovy)
> \ - -~ 8! 3 I 3 -~ h a9 A
aAAa pOANOY TNS KOUWOLOS OLKELQL' EKEL Yop OL™ 4v
» X b -~ rd e 3 /’ ~ aF
éxbuoror @ow év 1o pobe, olov "Opéomys kat Alyt-
Id Id 2 . -~ 3 Id AS
abfos, dihot yevduevor émi Tehevrijs €€épyovral, Kal
* 4 » ™ e ] 3 Id
amoblvioker 0Udels U 0U0EVSs.
L] ) 5 TN . * ¥ h 3 )
Eorw pev ovv 70 dofepor ot €leewwov €k T7s
L rd 32 N h > > 5 ~ rd
dews yiveoOou, €omiv 8¢ wal €€ adriis THs ovoTd-
TEWS TOV TPUYUATWY, OTEP ETTL TPOTEPOV KL TOLY)-
TOU GUELVOVOS. OEL YOp KAl GVEV TOD Opay ovTw ouv-
eordvar Tov uvlov Gore TOV akovorTa TA TPLYMATA
VIOpEvo Kot PpiTTEWw Kol ENeEly €k ToY ovuSawiv-

}gatl af Knebel: kat A: af B
2 ot dv Bonitz: v of AB

72



XV

POETICS 14

made by those who complain that Euripides does this in
his plays, and that most* end in adversity. For this, as
explained, is the right way. And the greatest indication of
this is that in theatrical contests such plays are found the
most tragic, if successfully managed; and Euripides, even
if he does not arrange other details well, is at least found
the most tragic of the poets. Second-best is the structure
held the best by some people: the kind with a double
structure like the Odyssey and with opposite outcomes
for good and bad characters. It is thought to be best
because of the weakness of audiences: the poets follow,
and pander to the taste of, the spectators. Yet this is not
the pleasure to expect from tragedy, but is more appropri-
ate to comedy, where those who are deadliest enemies in
the plot, such as Orestes and zﬁke{c;isthus,b exit at the end as
new friends, and no one dies at anyone’s hands.

Now, what is fearful and pitiable can result from
spectacle,® but also from the actual structure of events,
which is the higher priority and the aim of a superior
poet. For the plot should be so structured that, even
without seeing it performed, the person who hears the
events that occur experiences horrord and pity at what

20r, on a different textual reading, “many”; it is anyway
unclear why Eur. should be singled out for such criticism.

b Lover of Clytemnestra, Orestes’ mother, with whom he
plotted to kill her husband, Agamemnon. Ar. envisages a bur-
lesque treatment which avoids the usual revenge killing of
Aegisthus by Orestes.

¢ See on 49b33.

4 Here, and only here, Ar. uses a verb which literally means to
“shudder” with fear.
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comes about (as one would feel when hearing the plot of
the Oedipus).2 To create this effect through spectacle has
little to do with the poet’s art, and requires material
resources.” Those who use spectacle to create an effect
not of the fearful but only of the sensational have nothing
at all in common with tragedy, as it is not every pleasure
one should seek from tragedy, but the appropriate kind.
And since the poet should create the pleasure which
comes from pity and fear through mimesis, obviously this
should be built into the events.

Let us, then, take up the question of what sorts of inci-
dents strike us as terrible or pitiable. Now, such actions
must occur between friends,® enemies, or neutrals. Well,
if enemy acts towards enemy, there is nothing pitiable in
either the deed or the prospect of it, except for the
sufferingd as such; nor if the parties are neutrals. What
tragedy must.seek are cases where the sufferings occur
within relationships, such as brother and brother, son and
father, mother and son, son and mother—when the one
kills (or is about to kill) the other, or commits some other
such deed. Now, one cannot break up the transmitted
stories (I mean, e.g., Clytemnestra’s death at Orestes’
hands,® and Eriphyle’s at Alcmaeons),! but the poet
should be inventive as well as making good use of tradi-
tional stories. Let me explain more clearly what I mean
by “good use.” First, the action can occur as in the early

b Cf. the final sentence of ch. VI.

¢ Philoi, “friends,” here embraces all (esp. kin) who share
strong personal or social ties.

d Defined at the end of ch, X1.

€ See on 53a37.

[ A. killed his mother (in different versions) either acciden-
tally (in Astydamas, 53b33), or to avenge his father, Amphiaraus.
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poets who made the agents act in knowledge and cogni-
sance (as Euripides too made Medea kill her children).?
Alternatively, the agents can commit the terrible deed,
but do so in ignorance, then subsequently recognise the
relationship, as with Sophocles” Oedipus: here, of course,
the deed is outside the play, but cases within the tragedy
are, for instance, Alcmaeon in Astydamas,b or Telegonus
in Odysseus Wounded.© This leaves a thirdd possibility,
when the person is on the point of unwittingly commit-
ting something irremediable, but recognises it before
doing so. These are the only patterns; either the action is
or is not executed, and by agents who either know or do
not know its nature. Of these, the worst is for someone to
be about to act knowingly, and yet not do so: this is both
repugnant® and untragic (since it lacks suffering). That is
why no one makes such plots, or only rarely, for instance
with Haemon and Creon in Antigone.f Next worst is exe-
cution of the deed.g Better is the act done in ignorance,
and followed by recognition: there is nothing repugnant
here, and the recognition is-thrilling. But best is the last
option:? T mean, for example, in Cresphontes' Merope is

in which Telegonus, son of Odysseus by Circe, unwittingly killed
his father in combat.

d But Ar’s first possibility, at 27-9, concealed another (about
to act in ignorance, yet failing to do so: see 37-8), yielding four
types altogether. ® Cf. 52b36.

At Soph. Ant. 1226-34 the messenger relates Haemon’s
abortive attempt to kill his father.

& Le. in full knowledge.

b Often thought to contradict ch. XIIL; yet Ar. sees great

scope for pity and fear in narrowly averted catastrophes.
- 1Eur’s: M. recognised her son when on the very point of
killing him in his sleep.
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about to kill her son, but recognises him in time; likewise
with sister and brother in Iphigeneia;* and in Helleb the
son recognises his mother when about to hand her over.
Hence, as I said previously, not many families provide
subjects for tragedies. In their experiments, it was not art
but chance that made the poets discover how to produce
such effects in their plots; thus they are now obliged to
turn to the families which such sufferings have befallen.
Enough, then, has now been said about the structure of
events and the required qualities of plots.

As regards characters, four things should be aimed
at—first and foremost, that they be good.¢ Characterisa-
tion appears when, as said earlier,d speech or action
reveals the nature of a moral choice; and good character
when the choice is good. Good character exists in each
class of person: there is a good woman and good slave,
even if the first of these is an inferior class, the other
wholly paltry. The second aim is appropriateness: there is
courage of character, but it is inappropriate for a woman
to be courageous or clever® in this way. The third aim is
likeness,f which is distinct from making the character
good and appropriate as indicated. Fourth is consistency:
even if the subject represented is someone inconsistent,
and such character is presupposed, he should still be con-

aFur. IT 727 ff. b Play unknown.

¢Since “elevated” characters are a defining feature of
tragedy; cf. esp. 48a16-18.

4 50b8-10; in fact, the earlier definition was narrower, men-
tioning only “speech.”

¢ Character encompasses intellectual virtues; ¢f. Eth. Nic. V1.

FAs the rest of the sentence suggests, likeness in basic
humanity: of. “like us” at e.g. 48a5-6.
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boa dithyramb by Timotheus (see on 48a15), on the theme of
Scylla the sea monster (Hom. Od. 12.85 ff); 61b32 may refer to
the same work.
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Sistently inconsistent. An example of unnecessary
wickedness of character is Menelaus in Orestes;? of inapt
and inappropriate character, Odysseus’ dirge in Scylla,b
and the speech of Melanippe;* of inconsistency, the Iphi-
geneia at Aulis (since the girl who beseeches bears no
resemblance to her later self).d With character, precisely
as in the structure of events, one should always seek
necessity or probability—so that for such a person to say
or do such things is necessary or probable, and the
sequence of events is also necessary or probable.
®(Clearly the denouements! of plots should issue from the
plot as such, and not from a deus ex machina as in Medea?
and the scene of departure in the Iliad." The deus ex
machina should be employed for events outside the
drama—preceding events beyond human knowledge, or
subsequent events requiring prediction and announce-
ment; for we ascribe to the gods the capacity to see all
things. There should be nothing irrational® in the events;
if there is, it should lie outside the play, as with Sophocles’
Oedipus.)) Since tragedy is mimesis of those superior

¢ In Eur. Melanippe the Wise, frs. 480-88 Nauck; the hero-
ine’s speech showed knowledge of intellectual matters (cf.
“clever,” 54a24). 4 Eur. IA 1211 ff, 1368 ff.

¢ I place in parenthesis some remarks which are, at the least,
digressive, and perhaps misplaced.

fThe term lusis will be technically defined in ch. XVIII; its
use here is comparable, though perhaps not identical.

g Medea escapes in the Sun’s chariot: Eur. Med. 1317 {f,

b 11. 2.155 ff: Athena’s intervention prevents the Greeks from
abandoning the war.

i I.e. grossly contrary to what is plausible or intelligible.

J Ar. alludes to Oedipus’ ignorance about the death of Laius:
cf, 60a20-30.
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to us,? poets should emulate good portrait painters, who
render personal appearance and produce likenesses, yet
enhance people’s beauty. Likewise the poet, while show-
ing irascible and indolent people and those with other
such character traits, should make them nonetheless
decent, as for example Homer made Achilles good though
an epitome of harshness. These things are to be watched,
as also are points arising from the perceptions necessarily
attending the art of poetry:P one can commit many errors
in respect of these; I have discussed them sufficiently in
my published discourses.c

The definition of recognition was stated earlier.d As for
its kinds, first is the least artistic and the one used the
most from uninventiveness: recognition through tokens.
Some tokens are congenital, as with “the spear the Earth-
born bear,”® or stars like those Carcinusf uses in Thyestes;
others are acquired, and can be divided into the bodily,
such as scars, and external, such as necklaces or the boat
in Tyro.8 Even these things can be put to better or worse

b The sense of this obscure clause has never been cogently
elucidated; “points arising from” might alternatively mean “con-
traventions of.”

¢ Presumably in the dialogue On Poets: cf. the Introduction.

4 Ch. X1.

¢ Quotation from an unknown tragedy (fr. adesp. 84 Nauck):
the “spear” is a birthmark of the “earthborn” men sown from
dra%on’s teeth by Cadmus.

The 4th-cent. tragedian of this name, OCD s.v. (2); the ref.
may be to a play elsewhere called Aérope: TrGF 1 210-11,

&In Soph.s Tyro, T. identified her children by the boat in

which they had been placed as infants.
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® Od. 19.386 {f (Eurycleia sees the scar when washing Od.),
21.205 £ (Od. shows it to the swineherds for proof).

b1e. the case of Odysseus and Eurycleia (last note); “Bath
Scene” was a standard title for this episode (cf. 60a26): the
Homeric poems were not yet divided into books.

¢ See on 52b6.
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use (e.g. through his scar Odysseus was differently recog-
nised by his nurse and the swineherds),? since recogni-
tions for the sake of proof, and all of this type, are less
artistic, but those linked to reversal, like the one in the
Bath Scene,b are superior. The second kind are those
contrived by the poet, and hence inartistic. For example,
Orestes in Iphigeneia causes recognition of his identity;
Iphigeneia reveals herself by the letter, but Orestes him-
self says what the poet, not the plot, wants him to:€ so it is
close to the fault I described, as he might even have car-
ried some tokens. Also the voice of the shuttle in Sopho-
cles’ Tereus.@ The third kind is through memory, when
the sight of something brings awareness, like the case in
Dicacogenes® Cyprians (on seeing the painting he
cried), and the one in Odysseus’ tale to Alcinous (on hear-
ing the singer he was reminded and Wep’();f whence they
were recognised. Fourth is recognition by reasoning—
such as the inference in Choephori that someone like her
has come, no one is like her except Orestes, therefore he
has come.8 And the recognition used by Polyidus? the

4 Philomela used her weaving to reveal to her sister, Procne,
that she had been raped by the latter’s husband, Tereus.

® A late 5th cent. tragedian (TrGF I no. 52): work and context
unknown.

fod. 8.521 ff: Od. weeps on hearing Demodocus sing of the
sack of Troy.

& Electra’s reasoning at Aesch. Cho. 168 {f.

b Tdentity obscure; a dithyrambic or tragic poet of the same
name is known (TrGF 1 248-9). P’s work may have been a show-
piece oration discussing or fictionalising the reunion of Orestes

and Iphigeneia; cf. 55b10-11.
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sophist in Iphigeneia’s case: it was probable, he said, that
Orestes should reason that his sister had been sacrificed,
and his fate was to be sacrificed too. Also in Theodectes™
Tydeus, the reflection that having come to find his son he
was doomed himself. Again, the instance in the
Phineidae: when the women saw the place, they inferred
it was their destiny to die there, where they had also been
exposed. There is also compound recognition which
depends on the audience’s mistaken reasoning, as in
Odysseus the False Messenger:© that he and no one else
could bend the bow is contrived by the poet and a
premise, even if he said he would recognise the bow
which he had not seen; but to have him recognised by this
means, when he was expected to cause recognition in the
other way, involves false reasoning. Best of all is recogni-
tion ensuing from the events themselves, where the emo-
tional impact comes from a probable sequence, as in
Sophocles’ Oedipus and the Iphigeneia (where it is proba-
ble she should want to entrust a letter).d For only such
recognitions do without contrived tokens and necklaces.
Second-best are those by reasoning.

One should construct plots, and work them out in dic-
tion, with the material as much as possible in the mind’s
eye. In this way, by seeing things most vividly, as if pre-
sent at the actual events, one will discover what is appo-

® Rhetorician, tragedian, and friend of Ar’s; OCD s.v. Noth-
ing is known of this play (TrGF I 233).

b Le. the sons of Phineus (subject of tragedies by Aesch. and
Soph.); but the ref. is opaque (TrGF II 22), and we cannot iden-
tify the women mentioned.

¢ Apparently an unknown tragedy (TrGF II 15), related to the
events of Hom. Od. bk. 21; the following clauses are irre-
deemably dark. d Eur. IT 578 f. -
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ef. 56a18-19, 59b31.
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site and not miss contradictions. An indication of this is
the criticism that was made of Carcinus:® Amphiaraus was
returning from a shrine, which was missed by one who
failed to visualise it; in performance the audience was
annoyed at this and the play foundered.® So far as possi-
ble, one should also work out the plot in gestures, since a
natural affinity makes those in the grip of emotions the
most convincing, and the truest distress or anger is con-
veyed by one who actually feels these fth:tmgsC Hence
poetry is the work of a gifted person, ord of a manic: of
these types, the former have versatile imaginations, the
latter get carried away. With both ready-made stories and
his own inventions,® the poet should lay out the generalf
structure, and only then develop the sequence of
episodes. For what I mean by contemplating the general
structure, take the Iphigeneia.8 A girl was sacrificed, and
vanished without trace from her sacrificers; settled in a
different country, where it was a custom to sacrifice
strangers to the goddess, she became priestess of this rite.
Later, the priestess” brother happened to arrive there
(that the god’s oracle told him to go there, and for what

© Ar. implies that acting out a role will help to induce the con-
comitant feelings.

d A textual emendation would make this “rather than,” on the
grounds that “manic” sounds too passionate for the psychology of
composition posited by Ar.

¢ Cf. 51b15-26.

{ Katholou, the same term as “universal” at 51b8-9: the sense
is not different here (it refers to the kinds of event), though its
emphasis is more limited than in ch. IX.

5 Eur. IT.
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purpose, is outside the plot). Captured after his arrival,
and on the point of being sacrificed, he caused his recog-
nition—whether as in Euripides, or as Polyidus? designed
it, by saying (as was probable) that it was not just his sis-

rescued. The next stage is to supply names and devise the
episodes; but care must be taken to keep the episodes
integral: thus, in Orestes’ case, the mad fit that caused his
capture, and his rescue by puri}‘icati(m.b Now, in plays the
episodes are concise, but epic gains length from them.
The Odyssey’s story is not long: a man is away from home
many years; he is watched by Poseidon, and isolated;
moreover, atfairs at home are such that his property is
consumed by suitors, and his son conspired against; but
he returns after shipwreck, allows some people to recog-
nise him, and launches an attack which brings his own
survival and his enemies’ destruction. That is the essen-
tial core; the rest is episodes.

Every tragedy has both a complication® and denoue-
ment: the complication comprises events outside the play,
and often some of those within it; the remainder is the
denouement. I define the complication as extending
from the beginningd to the furthest point before the
transformation to prosperity or adversity; and the de-
nouement as extending from the beginning of the trans-
formation till the end. Thus, in Theodectes’ Lynceus®
the complication covers the preceding events, the

*Seeon55a6. P IT 281 ff, 1029 ff.
¢ Not to be confused with the “complex” plot of ch. X etc.

4 Of the imagined “action,” not necessarily of the play.
© TrGF 1232; cf. 52a27-9. Theodectes: see on 55a9.

2 Mois 8 1) rec., Arab.: &7 (om. Aois) AB
' 91



1456a

10

ARISTOTLE

amo s aitiaoews Tov Bavdrov uéxpt ToU TEAOUS.
Tpaywdios O€ €0 elol Téooapa (TooalTa yap Kol
] / > I £ ~ I k' by o
Ta uépn eNéxbn), n uev mwemheyuévm, ms 7o Shov
éoTiv mepuméreio, Kal dvayvapiots, 1 0 malnTiy,
b L » by t 3 / < L | I - £
otov of 7€ Alavres kai ot ‘1€ioves, 1 0€ BBk, otov ai
Dhudrides kat 6 Mnheds 10 d¢ Téraprov nl amAy,
& e ’ N e » N o 3
otov ai Te Popkides kai o Ilpounbeds kai Soa év
ddov. pdAioTo uev ovv dmavra O€l mewpaofal Exew,
> s # .\ ’ . o~ > LS
€l € um, 1o péyioTa kol whe€loTa, AANAWS TE Kol ©S
v ovkodarrobow Tovs ToTAS YeEYovéTmv yop
kall’ €xaoTov pépos ayalev momTdv, €kdoTov TOD
idlov ayabotv atwiar Tov €va vmepBdAlew. Sikaiov
N ~ / » AS AS = A -
O¢ kal Tpaywdior dAANY kai v ad™iy Aéyew
38 2 e ) # - 8/ ® ¢ LY AN N
ovoert” ws T pube: ToUTo O€, WY M AvTY TAOKY) Kol
AOoLs. oMol O¢ mAéEavres €0 AMovot kak®ds: 06l O€
3 3 3N\ ~ 9 N 8\ 4 s s
apbw’ ael kpatetobac. . xpn 0€ omep elpnTar wOAAA-
kis peprnofol katl piy TOLELY ETOTOUKOV TUVGTNUO
8: > ) A \ ¢ . b
Tpaypdiav—eEmomoukor 0¢ Aéyw 10 molvuvloy—
T EY A\ ~ > I e ~ ~ 3 ~
otov € Tis Tov s IAados Shov mwowol uifov. éxel
s N\ 8 A b 4 s M I \ Id
pEV Yop O TO pumkos AaufBdrer Ta uépn 70 mpémov

n oAy Bursian: ons B: 6ns A: ofius Bywater

ovdevi ws Zeller: 00dér lows AB

aude ae kporetafiar A (kparetofor Vahlen): auddrepa
avrikporetofar B: audidrepa aprikporetofar Iinmisch

1
2
3

* This claim (perhaps spurious) does not match the enumera-
tion of components at 50a7-14. Cf. 59b8-9.

b “Suffering” as defined in ch. XI. Plays about Ajax, such as
Soph.’s, would centre on his suicide; those about Ixion, on his
punishment on the wheel in Hades,
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POETICS 18

seizure of the child, and again their ***, while the
denouement runs from the accusation of murder to the
end. There are four types of tragedy (as that is the num-
ber of components we mentioned):? the complex, whose
essence is reversal and recognition; the kind rich in
suffering, such as those about Ajax and Ixion; the char-
acter-based, such as Phthiotides® and Peleus;d and, fourth,
<the simple>.® such as Phorcides, Prometheus, and those
set in Hades. Now, ideally one should strive to have all
qualities; failing that, the best and the most, especially in
view of current censure of the poets: because there have
been poets good in various respects, people expect the
individual to surpass the special quality of each of them.
It is right to count plays as different or the same princi-
pally by plot: that is, “the same” means having the same
complication and denouement. Many poets handle the
complication well, the denouement badly: but constant
proficiency in both is needed. As noted several times, the
poet must remember to avoid tuining a tragedy into an
epic structure (by “epic” I mean with a multiple plot), say
by dramatising the entire plot of the Iliad. In epic,
- because of its length, the sections take on an apt magni-
tude, but in plays it! goes quite against expectation.

¢ Women of Phthia, perhaps Soph.’s play of this name: its sub-
ject is unknown; TrGF IV 481-2.

4 Both Soph. and Eur. wrote plays about P, father of Achilles.

¢The text is badly damaged here; the passage needs a ref. to
the “simple” tragedy (ch. X, cf. 59b9). Phorcides, “Daughters of
Phorcys” (guardians of the Gorgons), may be Aesch.’s work of
that name (TrGF 1II 361: a satyr play?), as may Prometheus: but
we cannot be sure.

f1.c. a plot of epic scope.
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An indication of this is that those who have treated the
entire fall of Troy, rather than part of it (like Euripides),?
or Niobe’s whole story (instead of what Aeschylus did),P
either founder® or do badly in competition; even Agathon
foundered through just this flaw.4 In reversals and simple
structures of events, poets aim for what they want by
means of the awesome:® this is tragic and arouses
fellow-feeling.f This occurs when an adroit but wicked
person is deceived (like Sisyphus),® or a brave but unjust
person is worsted. These things are even probable, as
Agathon puts it,h since it is probable that many things
should infringe probability. The chorus should be treated
as one of the actors; it should be a part of the whole and
should participate,i not as in Euripides but as in Sopho-
cles. With the other poets, the songs are no more integral
to the plot than to another tragedy—hence the practice,
started by Agathon, of singing interlude odes. Yet what is
the difference between singing interlude odes and trans-
ferring a speech or whole episode from one work to
another? |

The other components have now been discussed; it

& In Trojan Women.

b We do not know what was distinctive about Aesch.’s treat-
ment of Niobe’s suffering (cf. OCD s.v.}; TrGF 111 265-80.

¢ Cf. on 55a28.

d Ref. unknown; for Agathon, see 51b21.

¢ A difficult sentence; but Ar. apparently allows that “awe”
(see on 52a4) can be achieved by simple as well as complex plots.

fCf. on 52b38.

& We cannot identify the stories/plays about Sisyphus (OCD
s.v.) which Ar. has in mind.

h ¥y, 9 TrGF (I 164); see Ar.’s quotation at Rh. 1402a9-13.

I Sc. “in the action.”
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remains to speak about diction and thought. The discus-
sion of thought can be left to my discourses on rhetoric,?
for it is more integral to that enquiry. “Thought” covers
all effects which need to be created by speech: their ele-
ments are proof, refutation, the conveying of emotions
(pity, fear, anger, etc.), as well as enhancement and belit-
tlement. It is clear that the same principles should also
be used in the handling of events, when one needs to cre-
ate impressions of what is pitiable, terrible, important, or
probable—with this difference, that the latter effects
must be evident without direct statement, while the for-
mer must be conveyed by the speaker in and through
speech. For what would be the point of the speaker, if the
required effects were evident even without speech? As
for matters of diction, one type of study concerns forms of
utterance (knowledge of which belongs to the art of
delivery and ‘the person with this mastery)—namely,
what is a command, prayer, narrative, threat, question,
reply, and all the like. Knowledge or ignorance of these
things can support no serious criticism of poetry. Why
should anyone think it is a fault where Protagoras criti-
~ cises Homer for purporting to pray but giving a command
by saying “Sing, goddess, of the wrath ...”?¢ (To bid
someone do or not do something, says Protagoras, is a
command.) So, let this study be put aside as part of some
other art, not poetry.

@ Whether or not this means the surviving Rhetoric,
“thought” (dianoia) certainly denotes the general sphere of argu-
mentation in that work (Rh. 1403a36).

_ b The vocal art of the actor (hupokrités) and orator: cf. 57a21,
with Rh. T11.1.

¢ We do not know where P. {c. 490-20) made his pedantic
criticism of I. 1.1.
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/ ’ ~ ” N ’ N\
Oadéper orxuaoy T€ TOU GTOMUATOS KAL TOTOLS KOL
’ . I . ' N # »
doovTnTL KAl YNOTYTL Kal pnxer kal BpaxvTnTi €TL
8\ L oA A ’ . - ’ o 3
€ 6&vTTL Ko BapvrnTe kKol TG péoe: mept wy kal
éxaoTov év Tols perpikots wpoonker Pewpety. oUA-
AafBn &€ éoTww pwvn domuos ovvblern é€ adovov kat
A LTS A A . E > ~
dwvny €xovros: kot yap 170 I'P drev 700 A ovh-
AafBn? kal pera Tob A, otov 0 I'PA. al\a kal ToU-
Tov Bewphoar Tas Oiadopas TS UETPLKNS €O0TLY.
rd » 5 * At [ 3 i
oUvdeopos 0€ éoTw dwvyy domuos 1) ovTe kwhve

U guvfern Arab.: ovverny AB
2 7o add. Reiz
3 ovAa By kai AB: (Plov ovAhaf34, cvAlafy 6¢ Arab.

A What follows, in chs. XX-XXI, is not “stylistics” but an out-
line of grammatical/linguistic categories.
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The components of all diction are these:* element,
syllable, connective, noun, verb, conjunction, inflection,
statement. An element is an indivisible vocal sound, but
only one from which a compound sound is naturally
formed: for animals too produce indivisible sounds, none
of which do I term an “element.”® The classes of sound¢
are vowel, continuant,d and stop. A vowel is an audible®
sound without oral contact; a continuant an audible sound
with contact (e.g. s and r); while a stopf (e.g. g and d)
involves contact but in itself produces no sound, and
becomes audible by combination with elements that do
produce a sound. Elements are distinguishable by the
mouth shape and the points of contact; by aspiration
and lack of it; by length and shortness; and also by
acute, grave, and intermediate accent:l detailed study
of these things belongs to discourses on metre.! A syllable
is a non-significant) sound, compounded of a stop and a
voicedk element: gr is a syllable without a, and also with ¢
(i.e. gra). But the study of these distinctions too belongs
to metrics. A connective is a non-significant sound which
neither prevents nor creates a single semantic utterance

b 1 e. animals make some vocal sounds, but these do not com-
bine to produce the syllables and words of language.

° From now on “sound,” phoné, denotes speech sounds.

d Sometimes termed “semi-vowel.”

¢ Sc. in itself (unlike a stop).

f Also known as “mute.” g Of vowels.

h Pitch accent, not dynamic stress.

i Works which treated phonology within analysis of metrical
patterns; cf. Part. An. 660a8,

i Le. not a semantic unit.

k1e. (apparently) vowel or continuant.
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b » N L 4 14 ’ 37 -~
dAa. N dovn domuos N oUTE KWAVEL OUTE TOLEL
bovnr pioy onuarTikny €k TAEWror Gavdv, TEpy-
~ b hY ~ LY o~
kvl Tiflerfar kal émt TGV drpwr Kal €l TOU péaov.
2, N * 2
dvopa Oé éoti dwrn) ovvlerry omuavriery dvev xpo-
- I
vov NS uépos ovdér éoTi kol avTd oMuarTikoyr €y
s ~ ~ 3 / L4 b N 3 L
yap Tots Ourhots o0 xpopelo ws kat avTo kald’ avro
~ - -~ Id AY I
onpaivov, otov év ¢ Beddwpos’ 70 dwpos oV onuai-
-~ I'd
ver. prpo 8¢ Gwry ovrfler) onuartiky pera Xpoévov
N5 000er uépos omuaivel kall’ avrd, womep kat €mt
e » B
TV SvoudTwvr: TO Mév yap dvfpwmos 7 Aevkov ov
onpaiver 0 wore, 70 0¢ PBadilel 7 BeBddiker wpoo-
onuaiver 70 pev TOV mWapdvTa Xpovor TO O€ TOV

L redvxvia B: -av A

v . .. péoov (57a3-10) om. B

3 ovry Tyrwhitt (Lat.): avrdr A

4 37 1oi Bywater: 7ol A

5 onpovrikdy Robortelli: -ov A

b dugi Hartung: d.p.. A

" Beddwpos 10 dwpos Ritter (Arab.): feobipe T0 ddpor AB

4].e. connective particles, though the definition is corrupt.
Cf. Rh. 1407220 {t.
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from a plurality of sounds, usually placed at the ends or in
the middle of a statement, but not on its own at the start
of one: e.g. men, de, toi, de.® Or a nonsignificant sound
which naturally produces a single semantic utterance
from a plurality of sounds that have a single significance.
A conjunction is a non-significant sound which indicates
the beginning, end, or division of a statement: e.g. amphi,
peri,? etc. Or a nonsignificant sound which neither pre-
vents nor creates a single semantic utterance from a plu-
rality of sounds, normally placed either at the ends or in
the middle.¢ A nound is a compound,® significant, non-
temporal sound, no part of which is independently signifi-
cant; for in double nounsf we do not employ any part as
independently significant: e.g. in “Theodorus” the
“.dorus” part has no meaning.8 A verb is a compound, sig-
nificant sound with a temporal force, but no part of which
is mdependently significant (as with nouns): “man” or
“white” does not signify time, but “is walking” or “has
walked™® additionally signify present and past time,

b Exx. of prepositions, which do not at all fit the definition.
This is one of several acute difficulties in the passage.

¢ The baffling replication of the first definition of “connec-
tive” points to further textual corruption.

4 The term covers adjs. too; cf. 57al6.

¢ As in the following definitions of verb and statement, “com-
pound” qua consisting of more than one phonological “element”;
cf. 56b35.

fCf. 57a32.

2le. no functional meaning (as opp. to etymology, from
doron, “gift”) in the use of the name; cf. 57a33 f.

h In Greek, both verbs are single-word inflected forms.
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£ A 4 Nt 3 A I - L
6 &v omuaivar, 9 6 ék mhelbvov ovrdéoue, olov 1
> 5 . ’ - ¢ N ~ 5 ’ ~
I\ios uév ovvdéope €ls, 6 6 Tob avfpwmov 7§ év
onpotvew.

‘Ovéparos O¢ €dn 70 uév dmlovy, amhovr O€
Aéyw 6 un éx onuabvrov ovykeTal, olov Yy, TO O€
Suwrholy ToUTOU O€ TO eV €k OMUALVOVTOS KOl GO1)-

2 onuaivovros kol 6o-

pov, TANY 0VK €V TG OvouaTL
» A | 4 ’ ks r A by
pov, 70 O¢ ék ompawdrrwr clykerar. € O v kai
TPUTAOUY Kol TeTpamhovy dvopa kol mwoANamAovy,
a ~ ~ e rd
otov 7o wola Tér Macoakuwrdr,® ‘EpuokaikoEav-

& 2 ’ e 4 A -~
fos * * * 4 dmar O¢ dvoud éorw 7 kprov 7) yAOTTA

L kara 16 Reiz: 70 kara AB
2 pvépare Vahlen: -ros AB
3 Maooarwrdr Diels (ex Arab.): peyahiwrdv AB

*lacunam stat. edd. (cf. Arab.: “supplicans domino caelo-
rum”)
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respectively. An inflection is the feature of a noun or verb
which signifies case (“of him,” “to him,” etc.), or singular
and plural (e.g. “man,” “men”), or aspects of delivery,?
such as question or command (“did he walk?” or “walk!”
are verbal inflections in this classification).P A statement
is a compound, significant utterance, some of whose parts
do have independent significance. Not every statement
consists of verbs and nouns, e.g. the definition of “man,”
but one can have a statement without verbs; yet it will
always have a part with separate significance, e.g. “Cleon”
in “Cleon is walking.” A statement can be unitary in two
ways, by signifying one thing or by being combined from
a plurality: e.g. the Iliad is unitary by combination, but
the definition of “man” by signifying one thing.

Nouns can be classed as “single” (by which I mean
those not comprising significant parts, e.g. gé [“earth”])
and “double.” The latter can be subdivided into those
formed from both significant and nonsignificant parts
(though this is not their function within the noun),® and
those comprising only significant parts. One could far-
ther distinguish “triple,” “quadruple,” and “polysyllabic”

(e.g. most Massaliote! terms: Hermocaicoxanthus ***).

2 See on 56b10. b All exx. in this para. again involve sin-
gle-word inflected forms in Greek.

¢ Le. a verbless phrase such as “rational, bipedal animal.”

d “Combination,” sundesmos, is the same term as “connec-
tive” at 56b38 ff: the word cannot have quite the same sense in
both places, though the second use may imply the first.

¢ Cf. 57all-14.

fBelongri.ng to the dialect of Massilia (Marseilles): “Hermo-
caicoxanthus” fuses the names of three rivers in the region of
Phocaea, motherland of Massilia,

103



10

15

20

ARISTOTLE

7) peradopd 7 KOO ROS T) TETONUEVOV 1) ETEKTETALE
vov 1) vdnpnuévor 1 éEnAhayuéror. Aéyw O€ kipiov

-]

i -~ o ~ o 4
pev @ xpdvrar €kacTot, YAOTTOY O€ @ €Tepor GOTE
avepov Sri kal YAGTTOY KOl KUpLOY €ivar Svvarov
AS > Id ~ -~ L] ~ I . A I I
70 A0S, pn TOlS avrols Oé' 10 yap oiyvvov Kvmpios
~ n -~
UEY KUpLov, nuty O0€ yAGrTa.
A I L] L] ’ 3 Id 3 A
peTadopo 0€ €oTw GvépoTos alhorpiov €mibopa
kAl ] b ~ I LI 5 e ¥ * ~ Y 3 a A
7 amo Tov yévous émi €100s 1) AT ToU €ldovs €wl TO
I - = ALY - at N ey -4 .\ Ay L] I
vévos 7 dmd ToU €LOOVS €l €100S T} KATA TO AVAAO-
V4 N8 . I by 3N 5 T e -~
vov. Néyw 8€ amd yévovs pev émi €idos olov " vmvs
Oé pow 0 €oTmrer T TO Yap Opuelr €oTv éoTAraL TL.
5 s Y Y RS ’ e .\ sy n \
dm’ €idovs O€ émi yéros "M o) pvpt’ ‘Odvooevs
> A L A * . 4 rd » - el
éaha €opyer ™t TO yap puplov TONU éoTw, @ VUV
3 . ~ -~ ’ 3 s s )
avri Tob moANoD kéxpmrar. dm’ €ldovs O¢ emi €idos
T cr -~ L} Y N 3 A 3:1 \ (24 N\
olov ~ XOAK@ ame YuxNr opvoas - KaL  TELWY
. -~ -~ o I
ravanker XaAk@ - evtavfla yap TO per apvoa
Tauely, TO 06 Tauely apvoar elpnker: dudw yap
2 o~ I LY D 4 I 1 € rd
ddelely Tt éoTw. TO O€ dvdloyov Aéyw, drav opolws
éx7 TO O€VTEPOV TPOS TO TPBTOV Kol TO TETAPTOV
wpos 0 Tpirov: épel yap avti Tov devrépov TO Térap-
rov 1 GrTl TOD TeTdpTOou TO O€vTEpOV. KGl €vioTe
s ] 2 = Id A L4 2 ' M
mpoaribéacy avl od Néyer mpos & éoTi. Néyw O€
2 ¢ ’, at ’ . Ve SO .
olov ouolws €xeL daln wpos Aworvvoor kol AoTLS
AS LY > ~ ! A I L] 4 /
wpos “Apn €pel Tolvvry THY GrdAny domida Awovi-

Lapdoas kal repov Tyrwhitt (rec.): deploaokereusv A:
épvoaoke Tepor B

% Onoma, used above for “noun,” but here carrying the wider

sense; cf. e.g. 57b7, 25.
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Every word?® is either a standard term, loan word,
metaphor, ornament, neologism, lengthening, contrac-
tion, or modification. By “standard term” I mean one
used by a community, by “loan word” one used by out-
siders; obviously, then, the same word can be both a loan
word and a standard term, though not for the same
groups: sigunon [“spear”] is standard for Cypriots, a loan
word for us.P

A metaphor® is the application of a word that belongs
to another thing: either from genus to species, species to
genus, species to species, or by analogy. By “from genus
to species” I mean, e.g., “my ship stands here”:d mooring
is a kind of standing. Species to genus: “ten thousand
noble deeds has Odysseus accomplished”;® ten thousand
is many, and the poet has used it here instead of “many.”
Species to species: e.g. “drawing off the life with bronze,”
and “cutting with slender-edged bronze”;% here he has
used “drawing off” for “cutting” and vice versa, as both
are kinds of removing. I call “by analogy” cases were b is
to a as d is to ¢: one will then speak of d instead ot b, or b
instead of d. Sometimes people add that to which the
replaced term is related. 1 mean, e.g., the wine bowl is to
Dionysus as the shield to Ares: so one will call the wine

b For Ar. a “loan word” cannot be a naturalised borrowing,
but must be perceived as exotic (cf. Rh. 1410b12-13).

¢ As definition and exx. reveal, “metaphor” includes things
which might now be classed as synecdoche or metonymy. Cf. Rh.
1405a3 ff.

dHom.Od. 1.185. ¢ Hom, II. 2.272.

f Empedocles fr. 138 DK image is the killing of an animal.

¢ Empedocles fr. 143 DX; the ref. is to filling a bronze vessel
with water.
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4Fr. 152 DK, but it is disputed which phrase Ar. ascribes to
E.; for “evening of life” cf. Alexis fr. 230 PCG, “Tife’s sunset” PL.
Laws 770a6.

106



=2 .

POETICS 21

bowl “Dionysus’ shield,” and the shield “Ares’ wine bowl.”
Or old age is to life as evening to day: so one will call
evening “the day’s old age,” or, like Empedocles,? call old
age “the evening of life” or “life’s sunset.” In some cases
of analogy no current term exists, but the same form of
expression will still be used.? For instance, to release seed
is to “sow,” while the sun’s release of fire lacks a name; but
the latter stands to the sun as does sowing to the seed,®
hence the phrase “sowing his divine fire.”d This type of
metaphor can further be used by predicating the bor-
rowed term while denying one of its attributes: suppose
one were to call the shield not “Ares” wine bowl” but “a
wineless wine bowl.”

* % *e A neologism is a term without existing usage but
coined by the poet himself; some words seem to be of this
kind, e.g. ernuges for kerata [“horns”] and arétér for
hiereus [“priest”] fA lengthening uses a longer vowel than
the standard form, or an extra syllable; a contraction has
had some part removed: lengthenings are e.g. poléos for
poleds, and Péléiaded tor Péleidou;® contractions, e.g. kri,
do,2 and “a single vision [ops] comes from both.” A

b A usage sometimes known as “catachresis™ e.g. Quint. Inst.
8.6.34-5, ¢ Strictly, to the sower.

4 Unidentified quotation, from tragedy or lyric poetry.

¢TIt is assumed that an explanation of “ornament,” kosmos,
has dropped out here; see 57b2, and cf. Rh. 1408al4.

fThe second occurs 3x in the Iliad; the first is not found in
extant literature.

g Genitive forms of, respectively, polis (city/citadel) and
Péleides (son of Peleus, i.e. Achilles); the first form in each case is
epic.

P h Shortened epic forms of krith (barley) and doma (house).

| Empedocles fr. 88 DX.
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2 gvvbera Arab.: TavTa AB: radTd rec., Lat.
3 post wévre add. nomina quinque Arab.

2 Hom. Il 5.393.
b Alpha, iota, upsilon.
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modification is one where part of the form is kept, part
added: e.g. “in his right [dexiteron] breast,” instead of
dexion.

Of nouns, some are masculine, some feminine, some
neuter: masculine, those which terminate in nu, rho,
sigma, or letters containing sigma (there are two: psi and
xi); feminine, those which end in vowels that are always
long (i.e. eta and omega), or in alpha (of the vowels that
can be leagthened).b So the number of masculine and
feminine terminations is the same¢ (as psi and xi are com-
pound sounds). No noun terminates in a stop, nor in a
short vowel. Three alone end in iota: meli, kommi,
peperi,d Five end in upsilon ***¢ Neuter nouns have
these endings,f as well as nu and sigma.

Excellence of diction means clarity and avoidance of
banality. Now, clearest is the diction that uses standard
terms, but this is banal: the poetry of Cleophong and
Sthenelush exemplifies this. Impressive and above the
ordinary is the diction that uses exotic language (by
“exotic” I mean loan words, metaphors, lengthenings, and
all divergence from the standard). But if one composes
entirely in this vein, the result will be either a riddle or
barbarism—a riddle, if metaphors predominate; bar-

¢ This ignores a number of feminine nouns which end in the
same consonants as masculines.

4 “Honey,” “gum,” “pepper”; there were in fact others, all of
them rare.

© astu, gonu, doru, napu, pou.

f Ar. may mean alpha as well as iota and upsilon; but he omits
neuters ending in rho (e.g. nektar).

& See on 48al2.

B Tragedian of later 5th cent.; TrGF I no. 32.
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barism, if loan words. For this is the nature of a riddle, to
attach impossibilities to a description of real things. One
cannot do this by composing with other terms, but one
can with metaphors (e.g. “I saw a man welding bronze on
a man with fire,”® and such things). Passages of loan
words constitute barbarism. One needs, then, a certain
blend of these components: one kind (loan words,
metaphor, ornaments, and the other classes listed) will
create an impression that is neither ordinary nor banal,
while standard terms will ensure clarity. A major contri-
bution to clarity and unusualness of diction is made by
lengthenings, shortenings, and modifications of words:
contrast with the standard, and divergence from the
usual, will create an out-of-the-ordinary impression; but
the presence of some usual forms will preserve clarity. So
those who criticise such usage, and mock the poet for it,
are wrong to carp—Ilike Eucleides the elder,” who, sup-
posing it easy to write poetry if one is allowed to lengthen
words at whim, lampooned Homer in his very diction (“I
saw Epichares walking to Marathon,” and “not mixing his
hellebore”).¢ Now, the blatant use of such a manner is

2 Cleobulina {r. 1 West, a hexameter. The ref. is to medical
use of a cupping glass; cf. Rh. 1405b1-4.
Otherwise unknown.
¢ Both quotations (the second very uncertain), using absurd
vowel-lengthenings to satisfy hexameter rhythm, parody metrical
licences in Homer. Epichares was a very common Athenian
name; its choice here is probably arbitrary.

4 1 4 ) n k) s o k) #
eykepauevos coni. Kassel: av yepapevos A: av ye apdue-
vos B
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POETICS 22

ridiculous; moderation applies equally to all components.
By using metaphors, loan words, and the other classes
inaptly one could achieve the same result as by deliberate
comic distortion. But the difference it makes to use them
fittingly in epic should be studied by introducing the stan-
dard words into the verse. Likewise with loan words,
metaphors, and the other classes, one could observe the
truth of my argument by substituting the standard terms.
For instance, Aeschylus and Euripides composed the
same iambic line, but the latter replaced just one word,
using a loan word instead of the familiar standard term:
one of the lines strikes us as beautiful, the other as
tawdry. Aeschylus, in his Philoctetes,? wrote: “. . . the can-
cer which eats the flesh of my foot.” Euripides changed
“eats” to “feasts on.”® Likewise with “but now one lowly,
paltry, and unseemly . ..,”¢ if one were to substitute the
standard terms, “but now one small, weak, and ugly . . .”
And compare “setting out an unsightly chair, and a lowly
table .. .”d with “setting out a bad chair, and a small table
...7 Or “the headlands clamour™® with “the headlands
bawl.” Again, zf&zfiphradesJE ridiculed the tragedians for
using expressions which no one would ever say in conver-
sation, such as “the palace from” instead of “from

2 Fr. 253 TrGF (111 357).

b Fr. 792 Nauck; here and below, translation cannot capture
the pertinent nuances of tone.

¢ Hom. Od. 9.515 (Cyclops” description of Odysseus); in mss.
of Homer the third adj. is different again (akikus, “feeble”).

4 Hom. Od. 20.259.

© Hom. II. 17.265,

Very likely, given the name’s rarity, the comic poet men-
tioned several times by Aristophanes (e.g. Knights 1280 ff).
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8 Two of Ar’s exx. are of anastrophe (placing of a preposition
after its noun), and two of predominantly poetic pronominal
forms.
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the palace,” and “of thee,” and “T him .. .,” and “Achilles
round” instead of “round Achilles,” etc.2 Because absent
from standard speech, all such expressions make an out-
of-the-ordinary impression; but Ariphrades failed to
realise that. It is important to use aptly each of the fea-
tures mentioned, including double nouns and loan words;
but much the greatest asset is a capacity for metaphor.
This alone cannot be acquired from another, and is a sign
of natural gifts: because to use metaphor well is to discern
similarities.? Of word types, double forms particularly
suit dithyramb,© loan words suit epic, and metaphors suit
iambic verse.d In epic, everything mentioned has some
use, but in iambic verse, because of the very close relation
to ordinary speech,® suitable words are those one would
also use in prose—namely, standard terms, metaphors,
ornaments.

Let that, then, count as sufficient discussion of tragedy
and enactive! mimesis.

As regards narrative mimesis in verse,8 it is clear that
plots, as in tragedy, should be constructed dramatically,
that is, around a single, whole, and complete action, with
beginning, middle, and end, so that epic, like a single and
whole animal, may produce the pleasure proper to it. Its

b Cf. Rh. 1405a8-10, Top. 140a8-11.

¢ Because dithyramb tends towards linguistic virtuosity: cf.
Rh. 1406b1-2.

4 See on 47b11.

¢ Cf. 49a23-8.

£ Cf. ch. IIT’s third mode of mimesis, 48a24--5.

& The periphrasis places epic (loosely) in Ar’s scheme of
media and modes (chs. I, I1T).

115



25

30

35

1459b

ARISTOTLE

1 » 4 5 3 [
ras cuvbéceis elvat, év als

Kal w1y opotas LoTopials
> Id ) AY -~ I ~ Id 3 ]
avaykn ovxt pias mwpafews moietofar dONhwow dAN
e N 4 o 3 k4 4 oo ) 4
€vos xpovov, oca. év Tolrew ovvéfn mepl éva T wAeL-
oVS, GV EKAOTOV ®S €TUXEr €xeL mwpos AAAMAa.
e \ \ 5 > . ’ ¥ 3
DOTEP YAP KATA TOVS avTOVS Xporovs 7 7 év Sala-
~ > I I hY L4 A 4 8
pive €yévero vavupaxio kol 7 €v Zikehia Kapyndo-
viwy pdxm ovOer TPOS TO AUTO TuVTEvovoat TENOS,
ot L ) ~ > ~ 4 X F » A
oUT®w Kol €v Tots édefns xpdvos eviore yiverar Bdre-
A z 3 a A} 30N ’ /
pov upera Bdrepov, é€ Gv & oDdev ylverar Téhos.
\ \ ¢ A ~ ~ ~ ~ Y
oxe00v 0 oi mOANOL TGV ToTOY TODTO OPATL. O
€ L4 Ll el
GomeEp elmopuer Non kal TavTy Peoméoos av pavein
t‘f() “ * SIAA [at 8\ A /A
dunpos mapd Tovs AAAovs, T@ unoeE Tor WONEpov
kolwep €xorTa apXMY Kol TENOS émiyeELpnoaL ToLELy
£ ” h - 4 s,
OAov* Aoy yop v pe€yas Kol OUK €D0UVOTTOS €MeN-
» c2 -~ - -~ V I
hev €oeoblar 0= pvbfos, n 0 peyéfe perpialovra
-~ - i)
kaTamemAeypévor T mowkihiq. viv & év uépos dmo-
hofBwy érewgodios kéxpmrar adTdY TOANOLS, olov
vedv kaTaldye kai dANots émewrodiots ois® Suahoyu-
’ ~ ’ ey N e - \
Bdver vy moinow. ot 8 dAlov wept €va motolot Kal
wepPL €va Xpovov kal ptay wpalw molvuepn, otov 6

4 # A Ay N L] ;8
TOMOoas Kol TN pikpor Ihidoda. Tovya-

Y i
Ta. Kvmpua
povv ék uév Thddos kal "Odvooeias mio Tpaywdia
~ € s - Id 4 3 N ”
moieLTal éxaTépas 1) 0vo pdvat, éx ¢ Kumplwv mol-
Yoroplous tas ovvféoes Sophianus, Dacier (i, r. cuvfi)-
ces B): ioroplas ras ovmifes A
25 udbos B:om. A
3 ols rec.: 8o (sed erasum) A: om. B
4 Kvmpia Castelvetro: kvrpika AB

116



POETICS 23

structures should not be like histories, which require an
exposition not of a single action but of a single period,
with all the events (in their contingent relationships) that
happened to one person or more during it.2 For just as
there was chronological coincidence between the sea bat-
tle at Salamis and the battle against the Carthaginians in
Sicily, though they in no way converged on the same
goal, so in a continuous stretch of time event sometimes
follows event without yielding any single goal. Yet proba-
bly most poets do this. That is why, as I said earlier®
Homer’s inspiredd superiority over the rest can be seen
here too: though the war had beginning and end, he did
not try to treat its entirety, for the plot was bound to be
too large and incoherent, or else, if kept within moderate
scope, too complex in its variety. Instead, he has selected
one section, but has used many others as episodes, such as
the catalogue of ships and other episodes by which he
diversifies the composition. But the others build their
works round a single figure or single period, hence an
action of many parts, as with.the author of the Cypria and
the Little Iliad.® Accordingly, with the Iliad and the
~ Odyssey a single tragedy, or at most two, can be made
from each; but many can be made from the Cypria, and

* Cf. 51a38-b11; Ar. reductively equates history with a chron-
icle narrative.

b The battles of Salamis and Himera took place on the same
day in 480 (Hdt. 7.166).

¢ 51a22-30.

dThe term thespesios is itself Homeric—a deliberate
allusion. ¢ Two poems from the so-called Epic Cycle (OCD
s.v.), dealing respectively with antecedents to the Trojan War and
 its earlier years, and with its later parts and aftermath.
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2 Aesch. wrote a play with this title, on the contested award of
Achilles” arms, after his death, to Odysseus rather than Ajax
(TrGF 1II 288). b P. was fetched from Lemnos to Troy, for
the sake of his bow (once Heracles’); cf. Soph. Phil.

©N., son of Achilles, was brought to fight at Troy after his
father’s death.
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more than eight from the Little Iliad—mnamely, Judge-
ment of Arms,? Philoctetes,> Neoptolemus,© Eurypylus 4
Begging Episode,® Spartan Women.! Sack of Troy, and
The Fleet's Departure, as well as Sinon& and Trojan
Women h

Moreover, epic should encompass the same types as
tragedy,' namely simple, complex, character-based, rich in
suffering; it has the same components, except for lyric
poetry and spectacle, for it requires reversals, recogni-
tions, and scenes of suffering, as well as effective thought
and diction. All of which Homer was the first to employ,
and employed proficiently. Of his poems, the Iliad’s
structure is simple and rich in suffering, while the
Odyssey is complex (it is pervaded by recognition) and
character-based. In addition, each excels all epics in dic-
tion and thought.

Epic is distinct in its size of structure and its metre. As
for length; the definition already given] is adequate, since
it should be possible for begirining and end to be held in a
coherent view. This will be feasible with plot structures
shorter than the early epics, but equivalent to the length

da Trojan ally killed by Neoptolemus; possibly a Sophoclean
subject (TrGF IV 195).

¢ Odysseus entered Troy disguised as a beggar; cf. Hom. Od.
4.244 #f,

fHelen and her maids, who helped Odysseus and Diomedes
steal the Palladium from Troy; a Sophoclean title (TrGF 1V 328).

£8. was the Greek who tricked the Trojans into taking the
Wooden Horse into the city; Soph. wrote a Sinon (TrGF 1V 413).

h Cf. Eur. Tro.

L Cf. 55b32-56a3, with nn.

1 See ch. VII, esp. 51a9-15.
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of a group of tragedies offered at one hearing.2 But epic
has special scope for substantial extension of size,
because tragedy does not allow multiple sections of action
to be represented as they occur, but only the one on stage
involving the actors; whereas in epic, given the narrative
mode, it is possible for the poem to include many simulta-
neous sections, which, if integral, enhance the poem’s
dignity. So this gives epic an asset for the development of
grandeur, variety for the hearer, and diversity of episodes,
whereas sameness soon cloys and causes tragedies to
founder. As for metre, the hexameter has proved apt by
experience. If one were to compose a narrative mimesis
in some other metre, or in several, the incongruity would
be plain, since the hexameter is the most stately and dig-
nified of metres (hence its great receptivity to loan words
and metaphors:© in this respect too narrative mimesis is
exceptional), while the jambic trimeter and trochaic
tetrameter are rhythms for mavement, the latter suiting
dancing, the former action.d Still more absurd would be a
mixture of these metres, as in Chairemon.€ This is why no
one has composed a long epic structure other than in the
hexameter; but as 1 said,f the genre’s own nature teaches
poets to choose what is apt for it.

Homer deserves praise for many other qualities, but
especially for realising, alone among epic poets, the place

* This suggests an epic of about 4,500 lines, much shorter
than the Homeric poems, which must be meant by “early epics.”

bSeeon55a28. ¢ Cf 59a9-11.

4 Cf. 49a21-7. ¢ See 47b21-2.

'The point was made for tragedy’s metre at 49a24; “experi-
ence” at 59b32 above may imply the same point.
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of the poet’s own voice. For the poet should say as little as
possible in his own voice, as it is not this that makes him a
mimetic artist.? The others participate in their own voice
throughout, and engage in mimesis only briefly and occa-
sionally, whereas Homer, after a brief introduction, at
once “brings onto stage™ a man, woman, or other figure
(all of them rich in character). In tragedy one needs to
create a sense of awe, but epic has more scope for the
irrational (the chief cause of awe), because we do not
actually see the agent. The entire pursuit of Hector,® if
put on stage, would strike us as ludicrous—with the men
standing and refraining from pursuit, and Achilles forbid-
ding them—Dbut in epic this goes unnoticed. Awe is plea-
surable: witness the fact that all men exaggerate when
relating stories, to give delight. It is above all Homer who
has taught other poets the right way to purvey falsehoods:
that is, by false inference. When the existence or occur-
rence of b tollows from that of a, people suppose that, if b
is the case, @ too must exist or be occurrent; but this is
false. So, if the antecedent is false, but were it true some
further fact would necessarily exist or occur, the poet
should supply the latter: because it knows the truth of the
consequent, our mind falsely infers the truth of the
antecedent too. One example of this comes from the
Bath Scene.d Things probable though impossible should

* This passage appears, through overstatement, to deny (con-
tra 48a22--3) that narrative is a mode of mimesis.

b Ar. uses a theatrical term to highlight Homer’s “dramatic”
quality; cf. 48b35-6. ©Il. 22.131 ff (esp. 205-6).

4 Cf. on 54b30; Ar. may mean Penelope’s false inference, at
Od. 19.249-50 (cf. 215-19), that the stranger had really seen
Odysseus.
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be preferred to the possible but implausible. Stories
should not comprise irrational components; ideally there
should be no irrationality, or, failing that, it should lie out-
side the plot (as with Oedipus’ ignorance of how Laius
died),? not inside the drama (as with those who report
events at Delphi in Electra,b or the silent figure who
comes from Tegea to Mysia in the Mysians).© The excuse
that the plot would have been ruinedd is ridiculous; one
should not construct plots like this in the first place. If a
poet posits an irrationality, and a more rational alternative
is apparent, this is an absurdity. Even the irrational
details in the Odyssey about the putting ashore® would
patently be intolerable if an inferior poet were to handle
them; as it is, Homer uses his other qualities to soften and
disguise the absurdity. The poet should elaborate his dic-
tion especially in quieter passages which involve no char-
acterisation or thought; a highly brilliant diction, on the
other hand, obscures character and thought.

With problemsf and their solutions, the following con-
siderations will clarify their number and their types.
Since the poet, like a painter or any other image-maker, is
a mimetic artist, he must represent, in any instance, one
of three objects: the kind of things which were or are the
case; the kind of things that people say and think; the kind

¢ A ref. to the long period of silence endured by Telephus in
the Mysians of either Aesch. or Soph.

d Sc. without one of these elements.

¢ Of Odysseus by the Phaeacians: 13.116 {f.

fCh, XXV may summarise points from Ar’s (lost) Homeric
Problems in six books.
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of things that ought? to be the case. These are conveyed
in a diction which includes loan words, metaphors, and
many stylistic abnormalities: we allow poets these. More-
over, poetry does not have the same standard of correct-
ness as politics,? or as any other art. In poetry as such,
there are two kinds of fault: one intrinsic, the other inci-
dental. If the poet chose to represent <correctly, but
failed through>¢ incapacity, the fault lies in his art. But if
the choice is not correct, but (say) to show the horse with
both right legs thrown forward.d or a technical mistake
(e.g. in medicine or any other art), the fault is not
intrinsic. So it is on these principles that one should
examine and resolve the criticisms contained in problems,

First, cases involving the art itself. Say a poem con-
tains impossibilities: this is a fault. But it is acceptable if
the poetry achieves its goal (which has been stated),! that
is, if it makes this or some other part of the work more
thrilling. An example is the pursuit of Hector.g But if the
goal could be achieved better, or no less well, without

a In moral or ideal terms; ef. 60b33 {f.

b Politiké, Ar.’s general term for the ethics of both public and
private life; cf. 50b6-7.

¢ Without some such supplement, the passage’s sense is lost.

4 Not, in fact, a physical impossibility, ctr. Ar. De incessu
anim. 712a24-30.

¢ Contrast Pl. Ion 537a ff.

f Ar. probably means various remarks about plot-construction
(e.g. 50a22~3) and emotional qualities of both tragedy and epic.

8l.e. the scene (cf. 60al4-16) is dramatically thrilling,
despite allegedly “irrational” elements.
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POETICS 25

infringing the relevant art, it does matter: since, if possi-
ble, there should be no faults. Next, ask what the fault
pertains to—the realm of poetic art, or something inci-
dental? For it is less serious not to know that a female
deer has no horns, than to depict one unconvincingly.2 In
addition, if the criticism is that something is false, well
perhaps it is as it ought® to be, just as Sophocles saidc he
created characters as they ought to be, Euripides as they
really are. If neither solution fits, there remains the prin-
ciple that people say such things,4 for example in religion:
perhaps it is neither ideal nor true to say such things, but
maybe it is as Xenophanes® thought; no matter, people do
say them. Other details may not be ideal, but were once
like this; for instance, in the case of the weapons, “their
spears stood erect on the butt-spike”:f this was then their
custom, as it still is among Illyrians. When the question is
whether or not someone has spoken or acted well, one
should examine not only whether the actual deed or utter-
ance is good or bad, but also the identity of the agent or
speaker, to whom he acted or spoke, when, with what
means, and for what end—namely, whether to occasion
greater good, or avert greater evil.

 Lit. “unmimetically,” which implies (again) that mimetic
standards are irreducible to factual fidelity.

b See 60b11.

¢ Where or when is unknown.

4 Cf. 60b10.

¢ Polemical philosopher-poet, ¢. 570-475: see frs. 11-16 DK
for satire of anthropomorphic beliefs, fr. 30 for denial of religious

knowledge.
fHom. I1. 10.152; cf. Ar. fr. 383 Gigon/160 Rose.
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mavres Graefenhan: dAhot AB
avépes AB: av. irmokopvorat Arab., Lat.

2 Hom. Il. 1.50; the issue was why Apollo would have sent the
plague first upon animals. But oureis, unlike ouroi, does mean
“mules,” as also at 10.84.

b Hom. Il. 10.316; the “problem” stemmed from the continu-
ation, “but was swift of foot.”

¢ Hom. Il. 9.203; Greeks rarely drank undiluted wine.

4 Hom. II. 10.1-2, garbled (but cf. 2.1-2), and 10.11, 13: “he
marvelled at” is in Homer but not Ar.’s quotation.
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Some problems should be resolved by reference to
diction, such as the use of a loan word in “first against the
oureis . ..”:? perhaps he does not mean the mules, but the
guards. And with Dolon, “who in form [eidos] was poor,”b
perhaps he does not mean his body was misshapen, but
his face was ugly, since the Cretans call facial beauty euei-
des. And “mix it stronger” may not imply neat wine for
topers, but mixing faster. Other points involve metaphor;
for instance, “all gods and men slept through the night,”
yet at the same time he says “whenever he gazed at the
Trojan plane, he marvelled at the din of reed pipes and
panpipes™:9 “all” has been said metaphorically for “many,”
as all is a kind of multiplicity.¢ Likewise “alone without a
sharef is metaphorical, since “alone” means “best
known.”8 Accentuation, as in Hippias of Thasus’ solu-
tions, affects “we grant him to achieve his prayer,”® and
“the part rotted by rain.” Others are solved by punctua-
tion, such as Empedocles’ “at once things became mortal

¢ Cf. 57b11-13, metaphor “from species to genus.”

fHom. Il. 18.489, Od. 5.275 (the Bear constellation, which
“alone” never sets).

8 Metaphor from species (“unique”) to genus ("notable”); cf.
57b11-~13.

h Cf. Hom. Il 21.297, but the ref. is to 2.15 (see Soph. EL
166b6--8); a change of accent makes “we grant” into (imperative)
“grant”: the (tortuous) aim is to exculpate Zeus of deception at I,
2.15. Hippias cannot be identified with confidence.

I Hom. I. 23.328: change of accent (and breathing) produces
a preferable negative, “which is not rotted by rain”; cf. Soph. El
166b3-6.
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kol add. Heinsius (Arab.) 474 Bywater: 7o AB
évior Vettori (Arab.): évia AB

3
5

2 Fr. 35.14-15 DX (text disputed): the ambiguity is between
taking “previously” with “unmixed” or the verb.

b Hom. Il 10.252; the context is “more . .. than two thirds,
but a third is still left”™: it is uncertain whether Ar. wished “more
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that previously had known immortality, and unmixed pre-
viously were mixed.”* Others by ambiguity: in “more of
the night has passed,”™ “more” is ambiguous. Others
involve usage of diction. People still speak of “wine”
when it is mixed; so too with the phrase “a greave of new-
forged tin.” And as we call iron workers “bronzesmiths,”
so too Ganymede is described as “pouring wine for
Zeus,”d even though gods do not drink wine. The last
could also be a case of metaphor.©

When the sense of a word seems to entail a contradic-
tion, one should consider how many senses it could have
in the context: as in “by which the bronze spear was
stopped,”f how many senses are possible for its being
blocked at this point, choosing the best assumption
between alternatives. This is the reverse of what
Glaucong describes, that some people adopt an unreason-
able premise, base inferences on their prejudgement,
and, if something contradicts their opinion, blame the
poet as though he had said what they merely suppose.
The issue of Icarius is a case in point: people think he was
a Laconian, so it is absurd Telemachus did not encounter
him when he went to Sparta.h But perhaps it is as the

than” to mean “the greater part of” or “full”; cf. fr. 385 Gigon/161
Rose.

°Hom. Il. 21.592: i.e. “tin” means “tin alloyed with copper.”

dCf. Hom. Il. 20.234; gods drink nectar.

¢ “By analogy™: 57b16 ff.

fHom. 1. 20.272; the problem is how a spear, having pene-
trated two layers of bronze, could be stopped by a presumably
outer layer of gold. Ar. gives no solution,

& Unidentifiable, but of. Pl. Ion 5304d. b In Hom. Od. bk.
4, where Icarius (Penelope’s father) does not appear.
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Cephallenians® maintain: they say it was one of their peo-
ple Odysseus married, and the father’s name was Icadius
not Icarius. That the problem is due to a mistake seems
likely. In general, impossibility should be referred to
poetic needs, to the ideal, or to popular belief. Poetic
needs make something plausible though impossible
preferable to what is possible but implausible. <It may be
impossible> that people should be as Zeuxis® painted
them, but it is ideal, since a paragon should be of higher
stature. Refer irrationalities to what people say;¢ and
there is also the defence that they are sometimes not irra-
tional, since it is probable that improbable things occur.d
Contradictions should be scrutinised as with refutations
in argument,® to see whether the same is meant, in the
same relation, and in the same respect, so that the poet
himself contradicts either his own words or what an intel-
ligent person. would assume. But criticism of both irra-
tionality and depravity is right when they are unnecessary
and no purpose is served by the irrationality (as with
Aegeus in }Ehurilgﬁdf-:as)f or the wickedness (as with
Menelaus’ in Orestes).8 So then, people make criticisms
of five types: that things are impossible, irrational,
harmful,h contradictory, or contrary to artistic stan-

2 Cephallenia: island s.w. of (Odysseus’) Ithaca.

b See on 50a27.

¢ Cf, 60b10.

4 Cf. 56a24--5.

¢ The subject of Ar.’s Sophistici Elenchi.

f Eur. Med. 663 ff.

8 Eur. Or. 356 {1, 1554 ff: cf. 54a29.

b This was implicit at 61a4-9; cf. e.g. PL. Rep. 3.391b4.
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dards. Solutions should be sought from the categories set
out, of which there are twelve.?

One might reasonably ask whether epic or tragic
mimesis is superior. If the less vulgar art is superior, and
if this is always the one addressed to a superior audience,
evidently the art which represents® everything is utterly
vulgar: here, in the belief that the spectators do not notice
anything unless the performer stresses it, they engage in
profuse movement (e.g. crude aulos players® rolling
round to represent a discus, and mauling the chorus
leader if their music concerns Scylla).d Well, tragedy is
like this, just as with the earlier actors’ views of their suc-
cessors: it was for an excessive style that Mynniscus
dubbed Callippides an “ape,” and the same opinion was
also held about Pindarus.® As the later actors stand to the
earlier, so does tragic art as a whole to epic. People say
that the latter is addressed to decent spectators who have
no need of gestures, but tragedy to crude spectators; if,
then, tragedy is vulgar, it will evidently be inferior. Now,
in the first place, this charge applies not to poetry but to
acting, since one can overdo visual signals both in an epic
recital, like Sosistratus,f and in a singing display, as
Mnasitheus8 the Opountian used to do. Secondly, not all

b Mimeisthai here implies full enactment; cf. PL. Rep. 3.397a.

¢ See on 47al5.

d The musicians elaborate poetic themes with grotesque
movements; Scylla: see on 54a31.

¢ Mynniscus acted for Aesch., but also as late as 422 (DFA2
pp- 93, 105, 112); Callippides belongs to the later 5th cent. (Xen.
Symp. 3.11, DFA2 p. 94), as probably does Pindarus.

f An unknown rhapsode.

g Unknown.
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movement (any more than all dancing) should be
eschewed, but only that of crude performers, as with the
complaint levelled against Callippides and now other
actors, regarding portrayals of low women.? Besides,
tragedy achieves its effect even without actors’ move-
ments, just like epic; reading makes its qualities clear.P So
if tragedy is otherwise superior, this defect® need not
adhere to it. Add the fact that tragedy possesses all epic’s
resources (it can even use its metre),d as well as having a
substantial role for music® and spectacle, which engender
the most vivid pleasures.f Again, tragedy has vividness in
both reading and performance. Also, tragedy excels by
achieving the goal of its mimesis in a shorter scope;
greater concentration is more pleasurable than dilution
over a long period: suppose someone were to arrange
Sophocles” Oedipus in as many hexameters as the Iliad.
Also, the mimesis of epic poets is less unified (a sign of
this is that any epic yields several tragedies),$ so that if
they compose a single plot, it will seem either truncated
(if its exposition is brief) or diluted (if it comports with
the length that suits epic metre).2 By the latter I mean a
structure of multiple actions,! in the way that the Iliad

¢ Le. vulgar performance practices.

d Hexameters are in fact infrequent in tragedy.

® Mousiké must here be equivalent to melos, “melody,” at
47b25, and to melopoiia, “lyric poetry,” at 49b33 etc.; epic
recitals were accompanied by music of a plainer kind,

£Cf. and contrast 50b15-20.

§ But cf. 59b2-7.

b Epics hexameter suits its nature, incl. its length: cf.
59b30-60a5.

*Cf. 59b1,
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and Odyssey have many such parts of individual magni-
tude. Yet these poems are structured as well as could be,
and are as close as possible to mimesis of a single action.
If, then, tragedy excels in all these respects, as well as in
the function of the art (for these genres should produce
no ordinary pleasure, but the one stated).? it will evi-
dently be superior to epic through greater success in
achieving its goal.

As regards tragedy and epic, the number and distin-
guishing features of their varieties and components, the
reasons for success and failure in them, and criticisms and

their solutions, let this count as sufficient discussion.
%% %h

® At 53b10-13 (for tragedy).
bThere originally followed a discussion of comedy in the
work’s “second book”; cf. 49b21-2.
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INTRODUCTION

Date and authorship

Both date and authorship of this famous and impor-
tant book remain a matter of controversy. The only evi-
dence for the author’s name is given by the conflicting
statements of the tenth-century manuscript (Parisinus
2036, hereafter P) on which alone our text depends. P
has, in the title, Awovvoiov Aoyyivov; in the table of
contents, Awwvvotov 7 Aoyyivov. Which represents
ancient tradition? If the % (“or”) is original, and its omis-
sion in the title an accident, we clearly have two guesses
at the author, presumably by Byzantine scholars: he was
either the Augustan Dionysius of Halicarnassus or the
third-century Cassius Longinus, a pupil of Plotinus, but a
scholar and statesman rather than a philosopher. Neither
guess is at all probable. Dionysius’ numerous works are
quite different from our book in style and in general
approach. It is true that both he and our author (39.1)
wrote on word arrangement (ovrfleats), but Dionysius’
treatise is in one book, and our author says he has written
two.,

Cassius Longinus has been a much more popular
choice; indeed, this identification was undisputed until
the early nineteenth century, and the lofty tone of On the
Sublime was seen as the natural reflection of the heroic
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temper of the minister of Queen Zenobia, who was put to
death after the fall of Palmyra in A.D. 273 (Gibbon, ch. xi).
Moreover, there are actually some overlaps between On
the Sublime and the fragments of Cassius Longinus’
rhetorical treatise (conveniently printed in A.O.
Prickard’s edition of On the Sublime, Oxford 1906, as in
many early editions); and the eleventh-century rhetori-
cian John of Sicily (Rhetores graeci 6211, 6.225 Walz)
actually refers to Longinus’ ®tAdroyot ouiion for opin-
ions which coincide with points made in On the Sublime
3.1 and 9.9 (see now G.Mazzucchi, Aevum 64 (1990)
153-63). But there is no reason why any of this should be
taken as proving Longinian authorship. Indeed there are
even differences in the details of style and language,
which surely make identification impossible: to take a
small but notable matter, On the Sublime regularly has
wdvres €€ns for “absolutely all,” whereas Longinus has
édet)s in the same idiom (Russell, 1964, xxv n.1). There
are powerful arguments also in matters of content. In On
the Sublime, no writer later than Cicero, Caecilius, and
Theodorus is named; the real Longinus—if these frag-
mentary texts are to be trusted—spoke favourably of
Aelius Aristides. Again, our author is an admirer of Plato,
and much of his argument is directed to defending Plato
against unappreciative critics like Caecilius; Longinus
himself seems to have criticized Plato’s “poetic” style in
terms very like those of our author’s opponents (R 7-10, S
2325 Prickard).

The principal argument against Cassius Longinus is
also a general argument against any date later than about
A.D. 100, namely that derived from the closing chapter
(44). Here, a “philosopher” presents the view that the
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“decline” of oratory is due to the loss of free speech and
political liberty, while the author represents himself as
countering this by attributing the decline to a moral col-
lapse rather than external circumstances. There are
indeed a lot of ambiguities and difficulties in this little
dialogue; it is not easy to be sure whether the author is
thinking of the contrast between the free cities of Greece
in the age of Demosthenes and their subsequent subjec-
tion to Macedon and later to Rome, or of the contrast
between Cicero’s republican liberty and the principate of
Augustus and his successors. The setting and tone of the
book, however, suggest that it is primarily this second set
of circumstances that is meant. After all, the addressee,
Postumius Terentianus, is a young Roman of some stand-
ing; and our author is prepared to venture an opinion
ahout Cicero. It is all relevant to Rome. But if this is so,
parallels in other authors—the two Senecas, Tacitus,
Pliny—strongly suggest a date in the first century AD. It
is harder to be more precise. Good arguments have been
advanced for an Augustan date (G.P. Goold, American
Journal of Philology 92 (1961) 168-192), the age of
- Tiberius (H. Selb, “Probleme der Schrift mept vovs”
diss. Heidelberg 1957), and the end of the century (e.g.
K. Heldmann, Antike Theorien iiber Entwicklung und
Verfall der Redekunst, Munich 1982, 286-293, making
the book a response to Tacitus’ Dialogus). The third-
century date still has advocates (G. W. Williams, Change
and Decline, Berkeley 1978, 17-25; G.Luck, Arctos 5
(1967) 97-113; and, tentatively, G. M. A. Grube, Greek
and Roman Critics, Toronto 1965, 340-352), but the case
. isnot strong,.

So what are we to call the author? He is either anony-
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mous, the Great Unknown, or, if we assume that the title
of P has authority, he is Dionysius Longinus; the name
is not impossible after all. It is tantalizing that his
addressee, Postumius Terentianus, cannot be identified;
he may, of course, be the Terentianus who served in
Egypt A.D. 85/6 (Martial 1.86), or the man whose name is
on a lead water pipe of the second century (C.LL.
XV.2.7373). But who these people were, and what circle
they moved in, are less important questions than what the
book says, and what place it holds in the history of criti-
cism.

Analysis

Analysis of the treatise is rendered difficult by the dam-
age which P has suffered; there are six long lacunae, and
something missing at the end. We have lost about a third
of the book. Nevertheless, we can see the author’s plan
clearly enough, except in one important respect, the
treatment given to wdfos. We can also see that some of
his central theses are presented not in the course of the
argument as he advertises it in chapter 8, but in the elo-
quent and powerful digressions. He is a sophisticated
artist, both in his style and in his economy. This has
always been recognized. Pope’s famous remark (Essay on
Criticism 675-680) that he is “himself the great sublime
he draws” has antecedents in the earliest period of
Longinian criticism: Francesco Porto (1569) says of him:
“non solum docet sed etiam rapit, et quodammodo vim
affert lectoribus”—exactly what “Longinus” says himself
of the writers he admires.
Let us set out the analysis as far as we can.
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1-2: A formal preface, in which Caecilius of Caleacte (a
friend of Dionysius, it seems: ad Pompeium 3) is criti-
cized, Terentianus flattered, the subject defined, and
the objection that thlos is a matter of nature, not art,
raised and answered.

3-5: Following the first lacuna, we find ourselves in the
midst of a discussion of faults consequent on inade-
quate or misconceived attempts to achieve sublimity:
turgidity, frigid conceits, inappropriate emotiveness.
This helps to define the subject by contrast.

6-7: A positive account of the true sublime follows, but in
very general terms. It is something which stands
repeated reading, and makes a powerful and lasting
impression on readers of different backgrounds. It will
endure.

8: There are five sources of sublimity: (i) great thoughts
(9-15); (ii) strong emotion—something Caecilius left
out; (iii) certain figures of thought and speech (16-29);
(iv) noble diction (30--38, 43); (v) dignified word ar-
rangement (39-42). |

But where is emotion (ii) discussed? This is the problem
that has most exercised critics; see, for a good discus-
sion, J. Bompaire, REG 86 (1973) 323-343. We are
told at the very end (44.12) that wdfln are to be the
subject of a special treatment to follow next; on the
other hand, there are many references throughout
the book to emotion, seen as an integral element in
sublimity, and associated with all the other four
sources. The safest conclusion is that some explanation
of this procedure was given in the long passage lost fol-
lowing 9.4.
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1)

9.1-4: Beginning of the discussion of great thoughts.

9.5-15: Homer’s greatness of thought, with a remark
(9.9) on the beginning of Genesis, seen as a worthy rep-
resentation of the divine, and a comparison (9.11-15)
of Iliad and Odyssey.

10: Selection and accumulation of detail as a means to
sublimity; including an analysis of a poem by Sappho
(baiverat pou kMros. . . )

12.4-13.1: Following the lacuna, we find the author still
discussing amplification, with a comparison between
Cicero and Demosthenes, and an example of Plato’s art
of combining abundance with sublimity.

13.2-14: The mention of Plato raises the question of imi-
tation as a means of attaining sublimity, since Plato
drew on Homer, and we should draw on, and try to
think like, the great men of the past.

15: Phantasia—visualization or imagination—as a means
to sublimity; the difference between rhetorical and
poetical visualization.

(ii)

16-17: General introduction to the discussion of figures
(16-29), including a detailed examination of the
Marathon oath in Demosthenes {de corona 208), and
advice on concealing one’s ingenuity, so as not to be
suspected of trickery: the best concealment is sublimity
and emotion,

18: Rhetorical questions. A lacuna follows.

19: Asyndeton.

20-21: Anaphora and asyndeton.,

22: Hyperbaton, including a detailed analysis of a passage
in Herodotus.
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23-24: Polyptoton, singular for plural, plural for singular.

25: Historic present.

26-27: Vivid second person; abrupt introduction of
direct speech.

28-29: Periphrasis.

29.2: Summary, emphasizing again the close links
between emotion and sublimity.

(iv)

30: Introduction to the section on language. A lacuna
follows.

31: The discussion is now about metaphor, and especially
vivid and idiomatic examples.

32: Criticism of Caecilius’ rule that one should not use
more than two or three metaphors on any one theme:
examples from Demosthenes, Xenophon, and Plato’s
Timaeus. Caecilius’ criticism of Plato and excessive
enthusiasm for Lysias are seen to be motivated by con-
tentiousness. _

33-35: A “digression,” to which Wilamowitz gave the title
Regel und Genie. (It is the most eloquent part of the
book, and central to its message.) Genius, even when it
makes mistakes, is preferable to impeccable medi-
ocrity. Mechanical criticism would prefer Hyperides to
Demosthenes, and we see this to be absurd; the gap
between Plato and Lysias is infinitely wider. Our admi-
ration goes to the greatest works of nature, not to mere
prettiness, and hence also to the products of natural
genius, which all ages admire.

37: Beginning of a discussion of similes. A lacuna fol-
lows.

38: Hyperbole.
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(v)

39-42: Word arrangement: examples of the ways in
which rhythm is decisive in producing sublime effects,
and common words can be given grandeur by skilful
placing. Dangers of excessive rhythmization and brevity.

43.1-5: seems to belong under “choice of words” not
under “arrangement.” We have a lengthy discussion of
a passage of Theopompus, in which the effect of a
grand situation is marred by the intrusion of common-
place words and details.

43.6: In general, the opposites of the devices that pro-
duce sublimity will produce its opposite, lowness of
style.

44.1-11: The deeper causes of failure are examined in a
dialogue, in which an unnamed philosopher makes the
case that it is loss of liberty that produces the current
dearth of lofty writing, and the author attributes it
rather to moral decline.

44.12: Transition to the promised discussion of wab,
broken off short in our text.

A little about the background

“The appearance of this unknown Greek ... has some-
thing miraculous about it.” Ernst Curtius (Latin Litera-
ture and the European Middle Ages, 399 [E.T.]), in
company with many, exaggerates. It is Longinus’ elo-
quence, and the fact that no similar work survives, that
have led people to think him more mysterious than he
really is. In fact he represents a tradition.

The basic division between grand and ordinary styles
goes back a long way in Greek thinking: the dyav
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between Aeschylus and Euripides in Aristophanes’ Frogs
is a classical expression of the contrast. Indeed, later
rhetoricians even found it in Homer, who contrasts
Menelaus’ rapid, clear speech with Odysseus’ “winter
snows” (Iliad 3.214). A third manner—the smoothness of
Isocrates, or the honeyed words of Nestor (Iliad
1.243)—was, it seems, added later; and the resulting
three-style theory is canonical in Cicero, Quintilian, and
much later criticism. This development is not really rele-
vant to Longinus, who is concerned only to identify the
characteristics that mark out the emotionally intense and
elevated from the merely pleasing and soothing. Nor is it
precisely a style—a xapaxrip or genus dicendi—that is
his subject: this is better described as a tone of writing,
attainable only as a consequence of a developed intellec-
tual and emotional response to life. This is not to say that
his tjros is conceptually unique in ancient criticism; but it
resembles not so much the genera dicendi as what Diony-
sius calls “additional virtues” (epithetoi aretai), the pos-
session of which lends a particular character to writers
who already possess the “necessary virtues” of purity,
clarity, and brevity. Even closer, perhaps, are certain of
the ideai—torms or tones of speech—identified by the
second-century rhetor Hermogenes and others of the
same period. According to Hermogenes, all these ideai
could be found in Demosthenes; but once detected and
isolated, they could become patterns for imitation.
Among these ideai were oeuvdrys and ododpdrys,
solemnity and vehemence; and these, and others like
them, were sharply opposed to the ideai of charm and
delicacy, in a general contrast very like that which Longi-
nus draws between Hyperides and Demosthenes. (The
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translation of Hermogenes by Cecil Wooten, Chapel Hill,
1988, may be consulted to form a notion of this theory
and its implications.) But not even in Hermogenes is
there so detailed, comprehensive, and enthusiastic a dis-
cussion of the high tone as in our treatise. Moreover, it is
sharply distinguished from anything Hermogenes wrote
by its firm moral basis. For Hermogenes, anyone could
choose to write grandly if he selected his subject appro-
priately and followed the suggestions laid down about
vocabulary, figures, sentence structure, and rhythm; for
our author, it is only possible if you really develop your
intellect and your emotions, by the study of the classics, to
the point when high thoughts and their due expression
come more or less instinctively to mind. This kind of atti-
tude is quite common in the imperial period, and seems
to have appealed especially to Romans. It is primarily a
response on the part of teachers of rhetoric to accusations
made by philosophers that their art was amoral, and could
be used indifferently for good or bad ends. Longinus’
warm defence of Plato against Caecilius (and indeed
Dionysius) and his assignment of the moral argument in
chapter 44 to himself rather than to any philosopher point
in the same direction; he wishes to commend himself to
Terentianus not only as a technical teacher but as a guide
to right attitudes in life. Only thus can his concern with
Homer and classical poetry and his insistence on the need
to look to posterity be seen to be “useful to public men,”
avdpdot mohurikols xpioiuor, as he puts it in the pref-
ace (1.2).
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Influence

Parisinus 2036 was copied for Bessarion in 1468, and at
least once again later in the century. Other copies of
these copies were also made, and Latin translations circu-
lated in manuscript before the first printed editions
(1554-5) and printed Latin translations (1566, 1572). But
the work made little impact on the literary world at large
until much later. The Italian translation of Niccolo da
Falgano (1560) remained in manuscript; the first pub-
lished English version is by John Hall (1652). All was
changed in 1674 by Boileaus Traité du sublime ou du
merveilleux dans le discours, traduit du grec de Longin.
This made “Longinus” a central text in European criti-
cism throughout the eighteenth century. In England, its
influence was first advanced by John Dennis” Advance-
ment and Reformation of Poetry (1701), and Grounds of
Criticism in Poetry (1704). No doubt the book’s moral
stance was congenial to a thinker who regarded religion
and “enthusiastic passion” as the natural subjects of
poetry. But Dryden and Addison were also familiar with
it, Sir Joshua Reynolds™ Discourses on Painting adapt
many of its ideas, Gibbon and Dr. Johnson both admired
it, and Burke at least used it as a starting point of specula-
tion, though the main contentions of The Sublime and the
Beautiful go far beyond Longinus’ scope. This eigh-
teenth-century admiration faded with the coming of
Romanticism, when that liberty of thought and compara-
tive freedom from rule which Longinus authorized came
to be taken for granted and no longer needed special
defence. The eloquence of the book, however, has always
continued to earn it enthusiastic readers and a wide
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response; the wealth of learned work on its text and inter-
pretation, and the special place it always holds in histories
of criticism, are testimony to its enduring significance.

Text

The text rests on Parisinus 2036 (P), supplemented by the
apographa in two places where P was damaged after the
primary copies were taken (viz. @s kav . .. npkéotn
[8.1-9.4] and 70 én’ ovpavéy ... idéofar [9.4-9.10])
and also by two miscellanies (Parisinus 985 and its copy
Vaticanus 285) which alone preserve the “fragmentum
Tollianum,” viz. ¢pvots . . . fewpiarv (2.3). Our brief and
very selective apparatus mentions also (as “K marg.”)
some variants (conjectures, no doubt) in the margin of
Cantabrigiensis KK.V1.34, a copy of Bessarions copy,
made by Francesco Porto, apparently in connection with
the preparation of the Aldine edition of 1555.

Translation

This is a revision of W. Hamilton Fyfe’s version, and I
have tried not to tamper with it where it did not seem
positively misleading. Thus I have left the poetical quota-
tions for the most part as they were, though their style is
now very dated, and made even more artificial by Fyfe’s
attempt to render Greek hexameters into English hexam-
eters. I have also left some of Fyle’s notes, but have
replaced or supplied others. The text and punctuation
have also been revised.
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ON THE SUBLIME

1. You know, my dear Postumius Terentianus, that
when we were studying together Caecilius™ little treatise
on the Sublime it appeared to us to fall below the level of
the subject and to fail to address the main points, or ren-
der its readers very much of that assistance which should
be an author’s chief aim, seeing that there are two requi-
sites in every systematic treatise: the author must first
define his subject, and secondly, though this is really
more important, he must show us how and by what means
we may reach the goal ourselves. Caecilius, however,
endeavouring by a thousand instances to demonstrate the
nature of the sublime, as though we know nothing about
it, apparently thought it unnecessary to deal with the
means by which we may be enabled to develop our
natures to some degree of grandeur. Still, we ought per-
haps rather to praise our author for the mere conception
of such a treatise and the trouble spent upon it than to
blame him for his omissions. But since you have now
asked me in my turn to prepare some notes on the sub-
lime for your own sake, let us then see whether my

& Caecilius of Caleacte in Sicily was a noted rhetorician and
historian, contemporary with Dionysius of Halicarnassus, and
- said to have been a Jew. See E. Ofenloch, Caecilii Fragmenta
(1907) for a full (but uncritical) collection of material.
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ON THE SUBLIME 1

observations have any value for public speakers; and you
yourself, my friend, will, I am sure, do what duty and your
heart alike dictate and give me the benefit of your unbi-
ased judgement in detail. For he spoke well who, in
answer to the question, “What have we in common with
the gods?” said “Beneficence and Truth.”? Further, writ-
ing for a man of such education as yourself, dear friend, 1
almost feel freed from the need of a lengthy preface
showing how the Sublime consists in a consummate
excellence and distinction of language, and that this alone
gave to the greatest poets and prose writers their preemi-
nence and clothed them with immortal fame. For the
effect of genius is not to persuade the audience but rather
to transport them out of themselves. Invariably what
inspires wonder, with its power of amazing us, always pre-
vails over what is merely convincing and pleasing. For
our persuasions are usually under our own control, while
these things exercise an irresistible power and mastery,
and get the better of every listener. Again, experience in
invention and the due disposal and marshalling of facts do
not show themselves in one or two touches but emerge
gradually from the whole tissue of the composition, while,
on the other hand, a well-timed flash of sublimity shatters
everything like a bolt of lightning and reveals the full

& This saying is attributed to Pythagoras (Aelian, VH 12.59)
but also to Aristotle and Demosthenes and others (see
Gnomologium Vaticanum, p. 25 Sternbach).

b A listener is also a reader; ancient literary criticism often
favours the vocabulary of listening and speaking over that of
reading and writing, because the literature was thought of as pri-
" marily oral, and the sense of speeches and poems as auditory
experiences was never lost.
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of G. da Falgano (1575) and found in many later editions: P has
Bdbovs.

% mopioar P marg., for mapopioar.
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power of the speaker at a single stroke. But, as I say, my
dear Terentianus, these and other such hints you with
your experience could supply yourself.

2. We must begin now by raising the question
whether there is an art of sublimity or emotion,? for some
think those are wholly at fault who try to bring such mat-
ters under systematic rules. Genius, it is said, is born and
does not come of teaching, and the only art for producing
it is nature. Works of natural genius, so people think, are
spoiled and utterly demeaned by being reduced to the dry
bones of rule and precept. For my part I hold that the
opposite may be proved, if we consider that while in mat-
ters of elevation and emotion Nature for the most part
knows no law, yet it is not the way of Nature to work at
random and wholly without system. In all production
Nature is the first and primary element; but all matters of
degree, of the happy moment in each case, and again of
the safest rules of practice and use, are adequately pro-
vided and contributed by system. We must remember
also that mere grandeur runs the greatest risk if left to
itself without the stay and ballast of scientific method and
abandoned to the impetus of uninstructed temerity. For
genius needs the curb as often as the spur. Speaking of
the common life of men Demosthenes? declares that the
greatest of all blessings is good fortune, and that next

4 This translates the emendation pathous for the manuscript
reading bathous, which has been interpreted as “profundity” or
“bathos.”

b Oration 23.113.
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I At this point, two pages of P have been lost; two of the later
manuscripts (A and B) preserve the passage ¢pvois . . . Hewpiav.
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ON THE SUBLIME 3

comes good judgement, which is indeed quite as impor-
tant, since the lack of it often completely cancels the
advantage of the former. We may apply this to literature
and say that Nature fills the place of good fortune, Art
that of good judgement. And above all we must remem-
ber this: the very fact that in literature some effects come
of natural genius alone can only be learned from art. If
then, as I said, whose who censure students of this subject
would lay these considerations to heart, they would not, I
fancy, be any longer inclined to consider the investigation
of our present topic superfluous and useless.
| Two pages of the manuscript are missing here. |
3. ... and they check the chimney’s towering blaze.

For if I see one hearthholder alone,

I'll weave one torrent coronal of flame

And fire his homestead to a heap of ash.

But not yet have I blown the noble strain.2

All this has lost the tone of tragedy: it is pseudo-tragic—
the “coronals” and “spewing to heaven” and making
Boreas a piper and all the rest of it. The phrasing is tur-
bid, while the images make for confusion rather than
forcefulness. Examine each in the light of day and it
gradually sinks from the terrible to the ridiculous. Now
seeing that in tragedy, which is essentially a majestic mat-
ter and admits of bombast, misplaced tumidity is none
the less unpardonable, it is even less likely to suit real

& Probably from Aeschylus’ Orithyia (fr. 281 Radt). The
speaker is Boreas.
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8 Gorgias fr. B 5a Diels-Kranz (Fragmente der Vorsokra-
tiker®). b Nephew of Aristotle and historian of Alexander.

¢ Historian of Alexander, writing in the reign of Ptolemy II
(285246 B.C.).
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ON THE SUBLIME 3

speeches. Thus it is that people laugh at Gorgias of Leon-
tini for calling Xerxes “the Persian Zeus,” and vultures
“living sepulchres™;® also at certain phrases of Callis-
thenes? which are not sublime but highfalutin, and still
more at some of Clitarchuss® efforts, an affected crea-
ture, blowing, as Sophocles says, “on scrannel pipes, yet
wasting all his wind.”d You find the same sort of thing in
Amphicrates too, and in Hegesias and Matris.® For often
when they think themselves inspired, their supposed
ecstasy is merely childish folly. Speaking generally,
tumidity seems one of the hardest faults to guard against.
For all who aim at grandeur, in trying to avoid the charge
of being feeble and arid, fall somehow into this fault, pin-
ning their faith to the maxim that “to miss a high aim is to
fail without shame.” Tumours are bad things whether in
books or bodies, those empty inflations, void of sincerity,
as likely as not producing the opposite to the effect
intended. For, as they say, “there’s naught so dry as
dropsy.”

But, while tumidity seeks to outdo the sublime, pueril-
ity is the exact opposite of grandeur; utterly abject, mean
spirited, and in fact the most ignoble of faults. What then
is puerility? Is it not obviously an idea born in the class-
room, whose overelaboration ends in frigid failure? Writ-

d Cicero (Ad Atticum 2.16.2) quotes a different version of this
passage (={r. 768 Radt), and Longinus perhaps adapts it to his
own purpose.

¢ These Hellenistic writers were all despised by classicizing
critics of the Augustan and later periods. Amphicrates fled from
Athens to Seleucia in 86 B.C. Hegesias of Magnesia dates from
the third century B.c. Matris of Thebes wrote hymns and enco-
mia. For Hegesias’ style, see E.Norden, Antike Kunstprosa

13441,
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L é€orélovres Wilamowitz, for émoxé\ovres.

2 «8’> add. Faber.

% Probably a rhetorician from Gadara, one of whose pupils
was the emperor Tiberius, and who taught that, so long as the
argumentation of a case was sound, the orator need not hold

170



ON THE SUBLIME 34

ers fall into this fault through trying to be uncommon and
exquisite, and above all to please, and founder instead
upon the rock of cheap affectation. Closely allied to this
is a third kind of fault peculiar to emotional passages,
what Theodorus? used to call the pseudo-bacchanalian.
This is emotion misplaced and pointless where none is
needed, or unrestrained where restraint is required. For
writers often behave as if they were drunk and give way to
outbursts of emotion which the subject no longer war-
rants, but which are private to themselves and conse-
quently tedious, so that to an audience which feels none
of it their behaviour looks unseemly. And naturally so, for
while they are in ecstasy, the audience is not. However
we have reserved another place in which to treat of emo-
tional subjects.b

4. The second fault of which we spoke above is Frigid-
ity, of which there are many examples in Timaeus, in
other respects a capable writer and sometimes not at all
badly endowed for greatness of style, learned, and full of
ideas. Yet while keenly critical of others’ faults, he is
blind and deaf to his own, and his insatiable passion for
starting strange conceits often lands him in the most
puerile effects. I will quote only one or two examples
from Timaeus,© as Caecilius has forestalled me with most
of them. In his eulogy of Alexander the Great he speaks

religiously to the traditional arrangement of prooemium, narra-
tive, argument, counterargument, and peroration.

b If this refers to the present treatise, and not to a separate
work {see Introd.), it must be to a passage now lost.

¢ A Sicilian historian (from Tauromenium), who died ¢. 260
B.C; he is adversely criticized by Polybius for inaccuracy and bad
taste.
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of “one who subdued the whole of Asia in fewer years
than Isocrates took to write his Panegyric urging war on
Persia.”® Surely this is an odd comparison of the Macedo-
nian to the sophist, for it is obvious, friend Timaeus, that
on this showing Isocrates was a far better man than the
Spartans, since they spent thirty years in subduing
Messene,? while he composed his Panegyric in no more
than ten! Again, take his final comment on the Athenian
prisoners in Sicily: “Having committed sacrilege against
Hermes and mutilated his statues they were therefore
punished, mainly owing to the action of a single man, who
was kin on his fathers side to the injured deity,
Hermocrates the son of Hermon.”® This makes me won-
der, my dear Terentianus, why he does not write of the
tyrant Dionysius that “Having shown impiety towards
Zeus and Heracles, he was therefore deprived of his
tyranny by Dion and Heracleides.”d But why speak of
Timaeus when those very demi-gods, Xenophon and
Plato, for all their training in the school of Socrates, yet
sometimes forgot themselves in their fondness for such
cheap effects? In his Constitution of Sparta Xenophon
says, “Certainly you would hear as little speech from these

® Isocrates is said to have spent the decade c. 390-380 B.c.
working over this famous speech.

b The Spartan war of conquest in the eighth century B.C. is
usually said to have taken 20 years, but there were later conflicts
also. It is unsafe to emend Longinus’ figure.

¢ See Plutarch, Nicias 1.

¢ The conceit depends on the fact that the oblique cases of
Zeus are Dia, Dios, Dii, so that a pun similar to that on Her-
mes/Hermocrates is produced.
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Spartans as from marble statues, and could as easily catch
the eye of a bronze figure; indeed you might well think
them as modest as the maidens in their eyes.” It would
have better suited Amphicrates than Xenophon to speak
of the pupils in our eyes as modest maidens. And fancy
believing that every single man of them had modest
pupils, when they say that people show their immodesty
in nothing so much as their eyes! Why, a violent man is
called “Heavy with wine, with the eyes of a dog.” How-
ever, Timaeus, laying hands as it were on stolen goods,
could not leave even this frigid conceit to Xenophon. For
example, speaking of Agathocles when he carried off his
cousin from the unveiling ceremony® although she had
been given in marriage to another, he says, “Who could
have done such a thing, had he not harlots instead of
maidens in his eyes?” And what of the otherwise divine
Plato? “They will inscribe and store in the temples,” he
says, “cypress memorials,” meaning wooden tablets: and
again, “As for walls, Megillus, I would consent with
Sparta to let the walls lie stumbering on the ground and
never rise again.”d Herodotus’ phrase for fair women

8 The manuscript tradition of Xenophon, Resp. Lac. 3.5 has
“maidens in their chambers” (rov év Tots faldpois mapbévor),
but Stobaeus (Flor: CXLIV.2.23 Hense) has the same reading as
Longinus, which involves a pun on the two meanings of xép,
“girl,” and “pupil of the eye” (pupula)—a sense presumably
derived from the fact that, if you look into someone’s pupil
closely, you see a doll-like image of yourself. b Achilles to
Agamemnon, Iliad 1.225. ¢Ie. on the third day after the
marriage, when the bride first appeared unveiled. Agathocles
ruled Syracuse, 317-287 B.C; this story is not mentioned
elsewhere. 4 Laws 5.741C, 6.778D, freely quoted.
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is not much better: “torments for eyes” he calls them.? Yet
he has some excuse, for in Herodotus this is said by the
barbarians, who are, moreover, in their cups. Yet even in
the mouths of such characters as these it is not right to
display the triviality of one’s mind before an audience of
all the ages.

5. However, all these lapses from dignity in literature
spring from the same cause, namely that passion for nov-
elty of thought which is the particular craze of the present
day. For our virtues and vices spring from much the same
sources. And so while beauty of style, sublimity, yes, and
charm too, all contribute to successful composition, yet
these same things are the source and groundwork no less
of failure than of success. And we must say the same, I
suppose, about variety of construction, hyperbole, and
the use of plurals for singulars. We will show later? the
danger which they seem to us to involve. We are thus
bound at this stage to raise and propose the answer to the
question how we can avoid the faults that go so closely
with the elevated style.

6. And this, my friend, is the way: first of all to obtain a
clear knowledge and appreciation of what is really sub-
lime. But this is not an easy thing to grasp: judgement in
literature is the ultimate fruit of ripe experience. How-
ever, if I must speak of precept, it is perhaps not impossi-
ble that a true discernment in such matters may be
derived from some such considerations as the following.

* Herodotus 5.18, in an amusing account of the way the

Macedonians entertained the Persian invaders of Greece.
b In chapters 23 and 38.
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7. We must realize, dear friend, that as in our every-
day life nothing is really great which it is a mark of great-
ness to despise, I mean, for instance, wealth, position,
reputation, sovereignty, and all the other things which
possess a very grand exterior, nor would a wise man think
things supremely good, contempt for which is itself emi-
nently good—certainly men feel less admiration for those
who have these things than for those who could have
them but are big enough to slight them—well, so it is with
the lofty style in poetry and prose. We must consider
whether some of these passages have merely some such
outward show of grandeur with a rich layer of casual
accretions, and whether, if all this is peeled off, they may
not turn out to be empty bombast which it is more noble
to despise than to admire. For the true sublime naturally
elevates us: uplifted with a sense of proud exaltation, we
are filled iwth joy and pride, as if we had ourselves pro-
duced the very thing we heard. If, then, a man of sense,
well-versed in literature, after hearing a passage several
times finds that it does not affect him with a sense of sub-
limity, and does not leave behind in his mind more food
for thought than the words at first suggest, but rather that
on consideration it sinks into the bathetic, then it cannot
really be the true sublime, if its effect does not outlast the
moment of utterance. For what is truly great bears
repeated consideration; it is difficult, nay, impossible, to
resist its effect; and the memory of it is stubborn and

2
3

rapdoryue Manutius, for avaommua.
ar avro Pearce, for dvev 70.
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ON THE SUBLIME 7-8

indelible. To speak generally, you should consider that to
be beautifully and truly sublime which pleases all people
at all times. For when men who differ in their pursuits,
their lives, their tastes, their ages, their languages, all
agree together in holding one and the same view about
the same writings, then the unanimous verdict, as it were,
of such discordant judges makes our faith in the admired
passage strong and indisputable.

8. There are, one may say, some five most productive
sources of the sublime in literature, the common ground-
work, as it were, of all five being competence in speaking,
without which nothing can be done. The first and most
powerful is the power of grand conceptions—I have
defined this in my book on XenophonbP—and the second
is the inspiration of vehement emotion. These two con-
stituents of the sublime are for the most part congenital,
But the other three come partly from art, namely the
proper construction of figures—these being of course of
two kinds, figures of thought and figures of speech—and,
over and above these, nobility of language, which again
may be resolved into choice of words and the use of
metaphor and elaborated diction. The fifth cause of
grandeur, which gives form to all those already men-
tioned, is dignified and elevated word-arrangement. Let
us then consider all that is involved under each of these
heads, merely prefacing this, that Caecilius has omitted

* Text unsure: the suggested emendations mean “dates” or

“manners.”
b Phis book is lost.
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some of these five classes, one obvious omission being
that of emotion. Now if he thought that sublimity and
emotion were the same thing, and that one always essen-
tially involved the other, he is wrong. For one can find
emotions that are mean and devoid of sublimity, for
instance feelings of pity, grief, and fear. On the other
hand, many sublime passages are quite without emotion.
Examples are countless: take for instance the poet’s dar-
ing lies about the Aloadae:?

Ossa then up on Olympus they strove to set, then
upon Ossa

Pelion, ashiver with leaves, to build them a ladder
to Heaven;

and the still greater exaggeration that follows,
And they would have done it as well.

Then again in the orators their eulogies and ceremonial
speeches and show pieces always include touches of dig-
nity and sublimity, yet are usually void of emotion. The
result is that emotional orators excel least in eulogy, while
panegyrists equally lack emotional power. If, on the other
hand, it never entered Caecilius’ head that emotion
sometimes contributes towards sublimity, and he there-
fore omitted it as undeserving of mention, then great
indeed is his mistake. Iwould confidently lay it down that
nothing makes so much for grandeur as genuine emotion
in the right place. It inspires the words as it were with a
fine frenzy and fills them with divine spirit.

9. Now, since the first, I mean natural, greatness plays

2 Odyssey 11.315.

3 Morus, for éxmvéow.
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L P lost a whole quaternion (8 pages) after adpemnBélov
(above, 8.1); but the two outer pages are preserved in copies
made when the damage was less; these however fail us at this
point. P resumes at év 6¢ dder kai Ghegoov (9.10).

8 Odyssey 11.543-67. Ajax, summoned from Hades, refuses
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a greater part than all the others, here too, even if it is
rather a gift than an acquired quality, we should still do
our utmost to train our minds into sympathy with what is
noble and, as it were, impregnate them again and again
with lofty thoughts. “How?” you will ask. Well, else-
where I have written something like this, “Sublimity is the
echo of anoble mind.” And so even without being spoken
the bare idea often of itself wins admiration for its inher-
ent grandeur. How grand, for instance, is the silence of
Ajax in the Summoning of the Ghosts,* more sublime
than any speech! In the first place, then, it is absolutely
necessary to state whence greatness comes, and to show
that the thought of the genuine orator must be neither
small nor ignoble. For it is impossible that those whose
thoughts and habits all their lives long are petty and
servile should produce anything wonderful, worthy of
immortal life. No, a grand style is the natural product of
those whose ideas are weighty. This is why splendid
remarks come particularly to men of high spirit. Alexan-
der’s answer to Parmenio when he said “For my part I had
been content . . .”P
[Six pages are lost here. ]

. the distance between earth and heaven. One

might say too that this measured the stature not of Strife

to speak to Odysseus, because he is still angry at the award of
Achilles” armour to Odysseus rather than to himself,

b The story (told in most of the historians of Alexander: see
e.g. Plutarch, Alexander 29), and perhaps derived from Callis-
thenes, is that Darius offered Alexander territory and one of his
daughters in marriage; Parmenio said “If I were Alexander, I
should have accepted,” and Alexander replied “If I were Parme-
nio, so should 1.”
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3 Evidently Iliad 4.442:

Small is the crest that she rears at the first, but behold her
thereafter

Planting her head in the skies, while she treads with her
feet on the earth.
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so much as of Homer.2 Quite unlike this is Hesiod’s

description of Gloom, if indeed we are right in adding the
Shield to the list of Hesiod’s works:P

Mucus from her nostrils was running.

He has made the image not terrible, but repulsive. But
see how Homer magnifies the powers of heaven:

Far as a man can see with his eyes in the shadowy
distance,

Keeping his watch on a hilltop, agaze o’er the wine-
dark ocean,

So far leap at a bound the high-neighing horses of

heaven.¢

He uses a cosmic interval to measure their stride. So
supreme is the grandeur of this, one might well say that if
the horses of heaven take two consecutive strides there
will then be no place found for'them in the world. Mar-
vellous too is the imaginative picture of his Battle of the
Gods:

Blared round about like a trumpet the firmament
vast and Olympus;

Shuddering down in the depths, the king of the
dead, Aidoneus,

® Shield of Heracles 267. Aristophanes of Byzantium was
among the ancient scholars who regarded the Shield as perhaps

not Hesiod’s, but Apollonius and others took it to be genuine.
¢ Iliad 5.770-2.
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2 A conflation of Hiad 21.388 and 20.61--5.

ba proverbial image, cf. (e.g.) [Plutarch] Consolation to
Apollonius 10, Epictetus 4.10.27, Seneca, Agamemnon 592 (with
R. ]. Tarrant’s note).
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Sprang from his throne with a shuddering cry, for
fear the earthshaker, Poseidon,

Might soon splinter asunder the earth, and his
mansions lie open,

Clear to the eyes of immortals and mortals alike all
uncovered,

Grim and dreary and dank, which the very gods see
with abhorrence.2

You see, friend, how the earth is split to its foundations,
hell itself laid bare, the whole universe sundered and
turned upside down; and meanwhile everything, heaven
and hell, mortal and immortal alike, shares in the conflict
and danger of that battle. Terrible as these passages are,
they are utterly irreligious and breach the canons of pro-
priety unless one takes them allegorically. 1 feel indeed
that in recording as he does the wounding of the gods,
their quarrels, vengeance, tears, imprisonment, and all
their manifold passions Homer has done his best to make
the men in the Iiad gods and the gods men. Yet, if we
mortals are unhappy, death is the “harbour from our
troubles,”® whereas Homer has given the gods not only
immortal natures but immortal sorrows. The Battle of
the Gods, however, is far surpassed by those passages
which represent the divine nature as truly uncontami-
nated, majestic, and pure. Take, for instance, the lines
about Poseidon, though they have been treated fully
enough by others before us:

Trembled the woods, and trembled the long-lying
ranges

Yes, and the peaks and the city of Troy and the
ships of Achaia
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2 Another conflation: Iiad 13.18, 20.60, 13.19, 27-9. In view
of Longinus’ comment, the passage was perhaps put together
by earlier critics, and is not simply a confused quotation from
memory.

b This loose quotation of Genesis 1.3-9 has often been sus-
pected of being an interpolation, and indeed the argument runs
on without it perfectly well. But there is no reason why Longinus

190




ON THE SUBLIME 9

Under the feet immortal and the oncoming march
of Poseidon.

He set him to drive o’er the swell of the sea, and
the whales at his coming

Capering leapt from the deep and greeted the
voice of their master.

Then the sea parted her waves for joy, and they
flew on the journey.?

Soo, too, the lawgiver of the Jews, no ordinary man, hav-
ing formed a worthy conception of divine power and
given expression to it, writes at the very beginning of
his Laws: “God said”—what? ‘let there be light, and
there was light, ‘Let there be earth,” and there was
carth.”P

Perhaps you will not think me boring, my friend, if I
insert here another passage from the poet, one that treats
of human affairs, to show you his habit of entering into
the sublimity of his heroic theme. Darkness and helpless
night suddenly descend upon his Greek army. At his wits’
end Ajax cries:

Zeus Father, rescue from out of the mist the sons of
Achaia,

Brighten the heaven with sunshine, grant us the
sight of our eyes.

Just so it be in daylight, destroy us.¢

shoul