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

Aristotle’s Poetics contains his treatment of
Greek tragedy: its history, nature, and con-
ventions, with details on poetic diction.
Stephen Halliwell makes this seminal work
newly accessible with a reliable text and a
translation that is both accurate and read-
able. His authoritative introduction traces
the work’s debt to earlier theorists (espe-
cially Plato), its distinctive argument, and
the reasons behind its enduring relevance.
The essay On the Sublime, usually attributed
to “Longinus” (identity uncertain), was
probably composed in the first century AD;
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 re-
vised and newly annotated the text and
translation by W. Hamilton Fyfe and pro-
vides a new introduction.

The treatise On Style, ascribed to an (again
unidentifiable) Demetrius, was perhaps
composed during the second century BC. It
scems 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, ele-
gant, plain, and forceful). Doreen Innes’
fresh rendering of the work is based on the
carlier Loeb translation by W. Rhys Roberts.
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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 m@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” significance
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 far 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 i 1rredeemably consequence of
historical accident and arbifrariness. 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-
": provide a valuable point of reference
within thedebates of literary criticism and theory—even,
often enough, for those who have found its contents
@r@ 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



INTRODUCTION

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.
appears to provide a summary). Allin all, it is highly
that the Poetics, whatever its history of compos
4t 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.



INTRODUCTION

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—by
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,3 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 hisdivergencegfrom 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 T 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,” 47a12-13); 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 e text), to make the connections
between its basic{tenets pnd its individual judgements as
tight as possible.~Fhis 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 efhis predecessors,
and which has made the Poetics anf g'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. I1I,
for example, is closely related to Plato Republic 3.392d ff.
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. hout ever offering
a definition of the term (a perhaps S Xet )
Aristotle_employs mimesis as &

experience. His views are sketched, not fu aborated,
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 h%
simultaneousl}(delineateSE énd conceptually@/
This aspect of Aristotle’s approach is particularfyobvious
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@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.i
I-111I is precisely to suggest how genres can bg delimite
in terms of their particular combinations of
tures. Itis 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, neoclassi of
J,nglgt\By organising discussion arounmnd
interlinked/ consideration of his chose\\&p@eﬁg of
Mtotle 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.
49al15).

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 he 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 (50b34-51a6).

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.4 But the Poetics combines these and othegs?ﬁ’%é?y
concerns with a new argumentative firmness and détail
and the result is a work which demarcates poetry as an
endent 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. XXITI-XXV) subordi-
nate to that of tragedy, on the grounds that tragedy could
be judged to have carried to superigr-fatilo ent certain
goals which had been powerfully adumbrate but not
wholly crystallised, in the poetry of~Hemnre T\he com-
bined result of these two factors, onet ontingent and one
conceptual, is that the Poetics now sta diﬁsabgve 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.

5> The most recent attempt to reconstruct parts of the second
book is that of Janko (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.

6 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 Xi 1 hst inclinations to identify a dark

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
happiness.” Aristotle’s distance from this Platonic view,
as well as from many later theories of tragedy, ca

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.
VI), the requirements of structural unity (chs. VII-VIII),
and the criteria of necessity and probability (e.g. ch.
IX)—whose apphcablhty is much wider than tragedy as

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-1III); 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. 8

But “elevatiopZwith its implications for tone and ethi-
cal interest, { d the range of tragic action in only the
broadest fashion. Aristotle narrows this range further

by employing a model—deeply embedded in Greek

8 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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ment or “transformation” (metabasis)® between extreme
poles of fortune: “prosperityy~fes{uchia) and “adversity”
(atuchia, dustuchia). Thig J first mentioned at the
end of ch. VII (51al3-1%y—pfovides a formula which
attempts to capture the crucial life-affecting 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
Ver51ty prosperity must give prominence to the first
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 (52216-18), with its cognate verb, to
the movement of fortune which he regards as essential to all
tragedy; metabolé (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), 55b27-8, as well as ch.
XIV’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 twistgd action. They are, in other words,
hinge-likefjunctures ht which the general tragic pattern of
transforma tsencapsulated 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,
ME fear;11 on the other, the exhibition of humdg
libility, for which hamartia is Aristotle’s chosen expresston

' II.

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 X111, and much more fully in Rhetoric
I1.5 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



INTRODUCTION

is dramatically projected by events in which transforma-
tions of fortune, and thus great swings in the potential
happiness!3 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”14 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 Aristot ribes
that the tragic agent should fall into kdversity) not
“because of evil and wickedness, but throug kind

of error (hamartia)” (53a8-10), it is not easy to see how
hamartia, repeated a few lines later, can serve a ch
more than a token for the various sources of@ihf'
which could activate a tragic calamity, while st g
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. 50al16-20.

14 See on 52a4.

16
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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. 19
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 emphasises 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,” “pugifi-
cation,” and “purgation,” has long been the most @n
the entire work. Opinion has been divided o e
extent to which interpretative help can be found in Poli-

15 See 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
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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.” It is
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 Tt 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

16 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 10.603¢c-6d.

17 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 Aristotle’s 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.19 Tt is

19T 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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INTRODUCTION

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 afford 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 Kassels, I
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
s printed, or where the manuscript evidence
contatms—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 ar m “lor the meaning, even where
they may be Tmportant 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 1447a8-482a29, and 1461b3-62a18).

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 conjectural ied by editors.

() = parts of the text conveniently@ as paren-
theses; round brackets are used more o 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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4 A major genre of choral lyric, performed in honour of
Dionysus; cf. 49a10-11 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—beginning, as
is natural, from first principles.

Now, epic and tragic poetry, as well as comedy,
dithyramb,? and most music for aulosP 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
so 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; cf. 48a9, 61a18, 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.

d For 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, emotions,2 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.”? 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 Empedoclesf have nothing in common except

2 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.
3.18, P. Oxy. XLV 3219 fr. 1.

d The 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.

P'E. (c. 495-35) composed two philosophical/scientific works,
On Nature and Purifications, in hexameters.
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2 4th cent. tragedian (Rh. 1413b13, TrGF I no. 71); Centaur

was probably a polymetric drama, perhaps meant only for recital
(hence “rhapsody,” elsewhere used of epic recitals). Cf. 60a1-2.
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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( Jwith just these types, as it is
through vice and vitta€ 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. 48al5.

¢ 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. 58a20 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 peo-
ple, Cleophon? those like ourselves, Hegemon of ThasosP
(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 outset: 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.
Iliad), “tale of a coward.”

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

e The noun drama derives from the verb dran, “do” or “act”

(cf. 48b1).
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Lavrol Spengel: odror AB
2’ Afnvaiovs anon. Oxon., Spengel: -atoc AB

3 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 Epicharmus, a much earlier figure than
Chionides and Magnes;b 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 demoi; their contention is
that comic performers [komodoi] 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 al sight is painful
to us, such as the forms of the Vialfe?éi animals and of

v

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.

d See on 48a28.

® Here a genus of activities including imitative behaviour and
artistic “image-making” as two of its species.
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TovTov Lat.: TovTo A 2 0vx 1) Ellebodius: ovyi AB
30i B:om. A 4 7pos B: kot A

“I.e. in a portrait—a deliberately rudimentary instance of an
interpretative process which could take more complex forms.
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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 colour, 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 h _and en-
comia).4 Now, we cannot name such a invectivejby any
poet earlier than Homer, though prob
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.

d 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.on47bll.
b See on 49b24.

¢Ie. containing much direct/personative speech; cf. 48a21—
2,60a5-11.
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into use—precisely why it is called “iambic” now, because
it was in this metre that they lampooned [iambizein] one
another.2 Of the older poets some became composers of
epic hexameters, others of iambic lampoons. Just as
Homer was-the-supreme poet of elevatedb subJects (for

laughable thus Margites stands in the Same
comedies as do the Iliad and Odyssey to tragedies. And
when tragedy and comedy had been ghmpsedd those
whose own natures gave them an impetus towards either
type of poetry abandoned iambic 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 evenngw suffi-
ciently developed in its types—judging i
in relation to audiences—is a separate .
when it came into being from an improvisatory origin
(that is, both tragedy and comedy: the former from the
leaders of dithyramb,8 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.”

gSee on 47al4. Ar. probably assumes that the Athenian
Thespis took the crucial step, c. 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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% Sung to accompany processional carrying of phallic icons in
ritual contexts; normally obscene and scurrilous: cf. Aristoph.
Ach. 241-79.

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 (skéné), 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,]D 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 speakh many trimeters in conversation with
one another, but hexameters only rarely and when diverg-
ing from the colloquial register. Further changes con-

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

¢ 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 Cf. 49al5 above; see 60a4 for “natural” appropriateness of
metre to genre.

h ge. unintentionally.
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% Early tragedy’s plots were shorter, less complex (cf. “slight
plots,” 49a19).

b 48a17-18; 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.

Co as we said,P is mimesis of baser but not
Whol@haracters: rather, the laughable is one cat-
egory € 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;d
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 nRicily; of Athenian
poets Crates was the first to " bhe iambic manner
and to create stories and plots roverall 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.

fSkﬂyW%}mmeoprdmnmm(meon&h&”.Cmmsww
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.
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S rabfnudrwr B: pabnudrov A Lat.
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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.b 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,f 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

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

b Cf. the distinctions in chs. I-I1IT; Homer’s combination of
narrative with personation (48a21-2) is here left aside.

¢ Cf. 62al4-15.

de. epic; cf. 59al7.

© The discussion of comedy is lost; cf. on 62b19, and see the
Introduction atn. 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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POETICS 6

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
sy alone, others again through song. Since actors

he mimesis, some part of tragedy will, in the first
p aceecessarlly be the arrangement of spectacle; b 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 comgomtlon 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

2The term (the most controversial in the work) is never
defined; cf. the Introduction. b Te. 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
pelrsonsb 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

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

b1e. notof 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

a See ch. X1 for definitions.

b The same principle as 50a16-17.
¢ Sc. from the action; cf. 54a17-19.
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POETICS 7

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, be51des ostumier’s? art
has more scope than the poet’s {gr rendering offects 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-

cohe51on ut those who contemplate it lose a sense of

a Responsible, above all, for mask-making.

1 8% Bywater: 3¢ AB
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2 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
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,? from adversity to
prosperity or prosperity to adversity,© 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.
XITI-XIV.

die. unity of “hero” is not a sufficient (or even necessary)
condition for unity of plot.

e Sc. of H.s life.
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point too: for though composmg an Odyssey, he did not
include every featugeofthy hero’s life (e.g. his wounding
on Parnassus, or hid adness in the call to arms),?
where events lacked Tretéssary 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,

2 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 now? 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 14 names. The reason is that the
possible seemsglausiblé\ ‘about the possibility of things
which have not 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.

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

© The sentence characterises an ordinary mentality.

£ Nothing else is known about this work (TrGF I 161-2);
Agathon was active c. 420-400. g Poietes means both
“maker” and “poet.” h 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,b 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:d 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,

aThe 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: cf. 60al1-18.

d 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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in the sense defined® and unitary, but whose transfor-
mation? lacks Yand recognition; “complex,” one
whose transforfftation contains recognition or reversal or

both. And these elements shoulge from the very

structure of the plot, so that theyfe 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.dl 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,f
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 stated! occurs, after a fashion, in

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

b Between prosperity and adversity; see on 5lal3-14.

¢ 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. fSee on 53b15. g Unclear: the rever-
sal begins at Soph. OT 924 (cf. 52a24-6); Jocasta sees the truth
by 1056, Oedipus only in the lead-up to 1182. hTe. in the
preceding definition. 65
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relation to‘ inanimate)and even chance things, and it is
also possib ognise 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.b

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

2 Ar. ignores recognition of inanimate objects, mentioned
above.

b Eur. IT 727-841.

¢ Cf. esp. 50a9-14.
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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 witheut anapaestic and trochaic
rhythms a kommos is dlrge shared between chorus
and actors. We spoke € 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 piti e-b\}3t epugnan
nor the depraved changing from Qadversity¥o p i
because this is the least tragic o ~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

b 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-
fering), or a basic sense of justice. Cf. 56a21.
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® Hamartia: the term, repeated at 53al6, could cover a range
of possible factors in tragic agency. See the Introduction.
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for the undeserving victim of\a tv, the other for one
like ourselves (pity for the undeservmg 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 Qedipus, Thyestes,b and
eminent men from such( 1neages ) The well-made plot,
then, ought to be single® Tather 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:~Tete and as

things.) So the finest tragedy of whith.the artpermits fol-
lows this structure. Which is why the same mistake® is

b, 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 Alemaeon: 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; cf. OCD s.v.

¢ As made by those who prefer double plots (53al13).
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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
it 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 Aegisthus,‘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 héars the
events that occur experiences horrord and pity at what

201, 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.

d Here, and only here, Ar. uses a verb which literally means to
“shudder” with fear.
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2 Soph. OT, as usual; Ar. may have in mind recitation (a com-
mon Greek practice), rather than mere plot summary.
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comes about (as one would feel when hearing the plot of
the Oedipus).? 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 Alcmaeon’s),! 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. XI.

¢ See on 53a37.

f A. killed his mother (in different versions) either acciden-
tally (in Astydamas, 53b33), or to avenge his father, Amphiaraus.
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 Medea’s deliberate killing of her children, in Eur.’s play, was
probably an innovation in the myth.

b Astydamas junior, active 370s-340s; OCD s.v., TrGF 1 no.
60.

¢ Apparently a variant title of Soph.’s Odysseus Akanthopléx,
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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 i nce,
and followed by recognition: there is no&in@w@:\?p
here, and the recognition is thrilling. But best is the Tast
option:h I 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. e Cf. 52b36.

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

& I.e. in full knowledge.

h Often thought to contradict ch. XIII; yet Ar. sees great
scope for pity and fear in narrowly averted catastrophes.

1 Eur’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,! 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-

a Eur. IT 727 ff. b Play unknown.

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

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

¢ Character encompasses intellectual virtues; cf. Eth. Nic. VI.

fAs the rest of the sentence suggests, likeness in basic
humanity: cf. “like us” at e.g. 48a5-6.
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2 Eur. Or. 356 {f, 1554 ff.

b A dithyramb by Timotheus (see on 48al5), 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 unneces
wickedness of character is Menelaus in Orestes;2 K ina
and inappropriate character, Odysseus’ dirge in Scylla,®
and the speech of Melanippe;® of inconsisteney-the Iphi-
geneia at Aulis (since the girl who fbeseechesybears no
resemblance to her later self).d With chazaetér, 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 denouementsf of plots should issue from the
plot as such, and not from a deus ex machina as in Medea8
and the scene of departure in the Iliadh 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.J) 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). d 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.

& Medea escapes in the Sun’s chariot: Eur. Med. 1317 ff.

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

11.e. grossly contrary to what is plausible or intelligible.

J Ar. alludes to Oedipus’ ignorance about the death of Laius:
cf. 60a29-30.
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370 rec.: Tas AB

2 See 48a17-18.
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to us,? poets should emulate good portrait painters, who
render personal appearance and produce likenesses, yet

' ikewise the poet, while show-
eople and those with other

dece for example Homer made Achilles good though
an p1to of harshness. These things are to be watched,
as albe-a—re points arising from the perceptions necessarily
attending the art of poetry:b one can commit many errors
in respect of these; I have discussed them sufficiently in
my published discourses.®

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 Carcinus! 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.g 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.

d Ch. XI.

¢ 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.

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

which they had been placed as infants.
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1’Opéors A:om. B
29 1pimm Spengel (rpirm 7 rec.): Yror ) AB

20d. 19.386 {f (Eurycleia sees the scar when washing Od.),
21.205 ff (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/ dysseus 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, 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.9 The third kind is through memory, when
the sight of something brings awareness, like the case in
Dicaeogenes™® Cyprians (on seeing the painting he
cried), and the one in Odysseus’ tale to Alcinous (on hear--
ing the singer he was reminded and Wept);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.g And the recognition used by Polyldush the

d 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 {f: Od. weeps on hearing Demodocus sing of the
sack of Troy.

g Electra’s reasoning at Aesch. Cho. 168 ff.

h Identity obscure; a dithyrambic or tragic poet of the same
name is known (TrGF I 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:P 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

2 Rhetorician, tragedian, and friend of Ar’s; OCD s.v. Noth-
ing is known of this play (TrGF 1 233).

b Ie. 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 11 15), related to the

events of Hom. Od. bk. 21; the following clauses are irre-

deemably dark. d Eur. IT 578 ff. 87
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2See on 54b23. Both play and situation referred to are
unknown; TrGF 1 211-12.

b The Greek verb implies that the work was hissed off stage;
cf. 56a18-19, 59b31.
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‘and not miss contradictions. An indication of this is

the criticism that wasmade of Carcinus:* Amphiaraus was

returning from a w which was missed by one who

failed to visualise Ys—#f performance the audience was
annoyed at this and the play foundered.P So far as possi-
ble, one should also work out the plot in gestures, since a
natural Af y makes those in the grip of emotions the
most conv g, and the truest distress or anger is con-
veyed by one who actually feels these things. 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.g& 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

SN

¢ 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.

f 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.

g Eur. IT.
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1 60 Arab.: om. AB
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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-
ter’s but his own fate too to be sacrificed—and hence was
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 puriﬁcation.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, affairs 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. «
Kyery tragedy has both a complication® ang’"denoue-
@ the complication comprises events outsid v,

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

a2 See on 55a6. b 17281 ff, 1029 ff.
¢ Not to be confused with the “complex” plot of ch. X etc.

d Of the imagined “action,” not necessarily of the play.
e TrGF I 232; cf. 52a27-9. Theodectes: see on 55a9.

2 Nos 8 7 rec., Arab.: 87 (om. AMots) AB
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3 dubw del kporeichar A (kpateiofar Vahlen): ): audéTepa
avrikporetafar B: auporepa aprikporeiof@ar Immisch

2 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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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,b 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 turning 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 itf goes quite against expectation.

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

d 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 III 361: a satyr play?), as may Prometheus: but
we cannot be sure.

fle.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),2
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.d In reversals and simple
structures of events, poets aim for what they want by
means of the awesome:® this is tragic and arouses
fellovv—feeling.f This occurs when an adroit but wicked
person is deceived (like Sisyphus),8 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,! 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 nterlud® odes. Yet what is
the difference between singink interlfde 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.

b Fr. 9 TrGF (I 164); see Ar.’s quotation at Rh. 1402a9-13.

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 negd~e.he created by speech: their ele-
ments are proof, f / the conveying of emotj

itwfear, anger, etc.), as well as enhancement and( elit-)
. It is clear that the same principles should dlso
beused 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-
metr 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
deliveryb 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. I11.1.

¢We do not know where P. (c. 490-20) made his pedantic
criticism of Il. 1.1.
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3 ovA\af3n kat AB: (?)ov avhhafB1, ovihaf7) d¢ Arab.

@ 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 s’copf (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:" detailed study
of these things belongs to discourses on metre.! A syllable
is a non-significant) sound, compounded of a stop and a
voicedX element: gr is a syllable without a, and also with a
(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.

J T.e. not a semantic unit.

ke. (apparently) vowel or continuant.
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3 avrry Tyrwhitt (Lat.): avrdér A

4 81 7ol Bywater: nrot A

> onpavrik@dr Robortelli: -ov A

6 dupi Hartung: ¢.p.c. A

7 BedBwpos 6 wpos Ritter (Arab.): feoScspw 70 ddpov AB

“ Le. connective particles, though the definition is corrupt.
Cf. Rh. 1407a20 ff.
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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, dé, 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 noun? 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.g A verb is a compound, sig-
nificant sound with a temporal force, but no part of which
is independently significant (as with nouns): “man” or
“white” does not signify time, but “is walking” or “has
walked b 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.

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

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

fCf. 57a32.

g1.e. no functional meaning (as opp. to etymology, from
doron, “gift”) in the use of the name; cf. 57a33 £.

h In Greek, both verbs are single-word inflected forms.
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4lacunam stat. edd. (cf. Arab.: “supplicans domino caelo-
rum”)
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respectively. on jb the feature of a noun or verb
which signifies case {0 "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).? 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,d 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 fur-
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.

©I.e. averbless 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. 57al1-14.

fBelonging to the dialect of Massilia (Marseilles): “Hermo-
caicoxanthus” fuses the names of three rivers in the region of
Phocaea, motherland of Massilia.
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2 Onoma, used above for “noun,” but here carrying the wider

sense; cf. e.g. 57b7, 25.
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POETICS 21

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.

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, ™t
and “cutting with slender-edged bronze”;8 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 of b, or b
instead of d. Sometimes people add that to which the
replaced term is related. I 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.

d Hom. Od. 1.185. ¢ Hom. Il. 2.272.

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

& Empedocles fr. 143 DXK; the ref. is to filling a bronze vessel
with water.
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\ 3N\ / / > ~
UEV €0V POUNEVTL UAKPOTEP® KeEXPMUEVOV 1) TOU
5 14 N ~ 3 / \ NN b
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2 &pvvyas Vettori: épviyas A: épuwiyas B
3 mAeldov rec.: mhéos A: myhéws B

2Fr. 152 DK, but it is disputed which phrase Ar. ascribes to
E.; for “evening of life” cf. Alexis fr. 230 PCG, “life’s sunset” Pl.
Laws 770a6.
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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.b 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 aretér 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 Péleiadeo for Péleidou;8 contractions, e.g. kri,
ds,h and “a single vision [ops] comes from both.”i A

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

d Unidentified quotation, from tragedy or lyric poetry.

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

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

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

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

! Empedocles fr. 88 DX.
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L 8ys Vettori: éms A: 6ms B
2 gvvlera Arab.: ravra AB: ravrd rec., Lat.
3 )4 dd . .

post mévre 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 lengthened).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.

d “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 48a12.

h 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
1engthen1ngs 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—like Eucleides the elder,b 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 mmng his
hellebore”).¢ Now, the blatant use of such a manner is

2 Cleobulina fr. 1 West, a hexameter. The ref. is to medical
use of a cupping glass; cf. Rh. 1405b1-4.

b 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 » 4 . N / >/ 3 ’
eykepauevos coni. Kassel: av yepauevos A: dv ye apdpue-
vos B
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2 kuplwr add. Vahlen
3 payédouvar Hermann: -a rec.: payddawa B: payadeva A
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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, Alriphlradesf ridiculed the tragedians for
using expressions which no one would ever say in conver-
sation, such as “the palace from” instead of “from

a 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”).

d Hom. Od. 20.259.

¢ Hom. Il. 17.265.

fVery likely, given the name’s rarity, the comic poet men-
tioned several times by Aristophanes (e.g. Knights 1280 ff).
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® 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.

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.

d 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, I11).
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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-thexGarthaginians in
Sicily,b though they in no way &gnverged on the same
goal, so in a continuous stretch of timé 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

2 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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% 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—namely, Judge-
ment of Arms,?® Philoctetes, Neoptolemus,° Eurypylus,d
Begging Episode,® Spartan Women,! Sack of Troy, and
The Fleet's Departure, as well as Sinon8 and Trojan
Women b

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 beginping=aQ end to be held in a
coherent view. This will be {easibleAvith plot structures
shorter than the early epics, bt euivalent to the‘length

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

¢ Odysseus entered Troy disguised as a beggar; cf. Hom. Od.
4.244 ff.

f Helen and her maids, who helped Odysseus and Diomedes
steal the Palladium from Troy; a Sophoclean title (TrGF IV 328).

& S. 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.

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

J See ch. VII, esp. 51a9-15.
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of a group of tragedies offered at one hearing.? 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.P As for metre, the hexameter has proved apt by

experience. If one were to COmMpose a n Ve nimesis
in some other metre, or in several, the’incongruity)would
be plain, since the hexameter is the y and dig-

nified of metres (hence its great receptivity to loan words
and metaphors:© in this respect too narrative mimesis is
exceptional), while the iambic trimeter and trochaic
tetrameter are rhythms for movement, 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 I said,! the genres own nature teaches
poets to choose what ig’

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

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

b See on 55a28. ¢ Cf. 59a9-11.

d Cf. 49a21-7. ¢ See 47b21-2.

fThe point was made for tragedy’s metre at 49a24; “experi-
ence” at 59b32 above may imply the same point.
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20T 112-13; cf. 54b6-8.

b Soph. EL 680 ff; the objection may be to the anachronism of
Pythian Games in the mythological setting.
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be preferred to the possible but@ tories
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,’ 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,b 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),f 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

2 Tn moral or ideal terms; cf. 60b33 {f.

b politike, 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.

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

€ Contrast Pl. Ion 537a {f.

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

gl.e. the scene (cf. 60al4-16) is dramatically thrilling,
despite allegedly “irrational” elements.
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@he relevant art, it does matter: since, if possi-
ble; ¢ 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.? In
addition, if the criticism is that something is false, well
perhaps it is as it oughtb to be, just as Sophocles said® 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,d 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.

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

b See 60b11.

¢ Where or when is unknown.

d Cf. 60b10.

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

f Hom. IL. 10.152; cf. Ar. fr. 383 Gigon/160 Rose.
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1 mdvres Graefenhan: @A\\ot AB
Qs s e
“ avépes AB: av. immokopvoTal Arab., Lat.

2 Hom. II. 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.

d 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
1:)anpipes”:d “all” has been said metaphorically for “many,”
as all is a kind of multiplicity.® Likewise “alone without a
share™f is metaphorical, since “alone” means “best
known.”8 Accentuation, as in Hippias of Thasus’ solu-
tions, affects “we grant him to achieve his prayer,”h 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). '

g& 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 II.
2.15. Hippias cannot be identified with confidence.

I Hom. II. 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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! Lwpd Vettori ex Athen. 423F: {$a AB

% kékpmro A: kékpiro BAZ

3 kal add. Heinsius (Arab.) 4 7$ Bywater: 70 AB
5 &yiou Vettori (Arab.): évia AB

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

b Hom. I. 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 ¢ >
the night has passed,”b “more” 15~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. II. 21.592: i.e. “tin” means “tin alloyed with copper.”

d Cf. Hom. Il. 20.234; gods drink nectar.

¢ “By analogy”: 57b16 {f.

fHom. Il. 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.

g Unidentifiable, but cf. Pl. Ion 530d. b Tn Hom. Od. bk.
4, where Icarius (Penelope’s father) does not appear.
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4 avrov AB: Avréov M. Schmidt
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6 74 add. Vahlen
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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 ZeuxisP 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 Euripides)f or the wickedness (as with
Menelaus’ in Orestes).8 So then, people make criticisms
of five types: that things are impossible, irrational,
harmful,® contradictory, or contrary to artistic stan-

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

b See on 50a27.

¢ Cf. 60b10.

d Cf. 56a24-5.

¢ The subject of Ar.’s Sophistici Elenchi.

f Eur. Med. 663 ff.

g Eur. Or. 356 ff, 1554 ff; cf. 54a29.

h This was implicit at 61a4-9; cf. e.g. P1. 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 representsb 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 aulgs—players® rolling
round to represent a discus, and § ¢ the chorus
leader if their music concerns Scyllajd-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.

4 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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* The point concerns acting style, not choice of roles; Callip-
pides: see 61b35.

b Ar. probably thinks of reading aloud; cf. 50b18-19, 53b3-6.
138



POETICS 26

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 shoﬁ@
greater concentration is more pleasurable than dilution J
over a long period: suppose someone were to fe
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),g 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).h 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.

f Cf. and contrast 50b15-20.

g But cf. 59b2-7.

h Epic’s hexameter suits its nature, incl. its length: cf.
59b30—60a5.

i Cf. 59b1.
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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 shorte pq‘, \
greater concentration is more pleasurable tha\@
over a long period: suppose someone were to ge.
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),g 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).? By the latter I mean a
structure of multiple actions,! in the way that the Iliad

¢ I.e. 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.

FCf. and contrast 50b15-20.

g But cf. 59b2-7.

h Epic’s hexameter suits its nature, incl. its length: cf.
59b30-60a5.

1Cf. 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.
%% %b

2 At 53b10-13 (for tragedy).
b There 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, Atovvotov Aoyyivov; in the table of
contents, Awovvaiov 7 Aoyyitvov. 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 (ovvfeats), 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 6.211, 6.225 Walz)
actually refers to Longinus’ ®\éhoyor omehiar 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
mavres €€vs for “absolutely all,” whereas Longinus has
édpeérs 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
23-25 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
about Cicero. Itis 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 A.D. 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 wept tWovs”
diss. Heidelberg 1957), and the end of the century (e.g.
K. Heldmann, Antike Theorien tiber 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

is not strong.
So what are we to call the author? He is either anony-

147



INTRODUCTION

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.I.L.
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 maflos. 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 ¥yios 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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(i)

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
(paiverat por knros . . .)

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.

(iii)

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 waf,
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 dydv
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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 yapaxm)p 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 7jos 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—forms 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 oeuvérms and opodpsTns,
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 moNTLKOTls Xpriotpov, 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-
lisked English version is by John Hall (1652). All was
changed in 1674 by Boileau’s 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. ws kav ... npkéotnv
[8.1-9.4] and 70 én’ ovpavdv ... idéobBar [9.4-9.10])
and also by two miscellanies (Parisinus 985 and its copy
Vaticanus 285) which alone preserve the “fragmentum
Tollianum,” viz. pvots . . . Bewpiav (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 Bessarion’s 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 F yle’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 Fyfes 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

2 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 an 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, I
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.P 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

2 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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2 mopioar P marg., for rapopioad.
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ON THE SUBLIME 1-2

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 DemosthenesP declares that the
greatest of all blessings is good fortune, and that next

2 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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OCN 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.?

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

2 Probably from Aeschylus’ Orithyia (fr. 281 Radt). The
speaker is Boreas.

167



LONGINUS

/ \ \ ~ / / ~ /
TavTy kat Ta 70U Aeovtivov I'opyiov yelarar ypa-
CC ol / 13 ~ ~ 7 3 ’ e A
povros “Eépéns o Ttov Ilepodr Zevs, kai yvmes
) ~ / 3/
éupvyor Tddor,” kat Twa Tov Kallobévovs ovra
~ \
ovx VYmha alha peréwpa, kai €Tt parlov Ta Kher-
/ / N < \ N\ ~ \ N
Tdpxov: PGlotddns yap avnp kol Pvodr kaTa TOV
Sopokhéa “uikpols mév avNokowoi, dopfeas o
S/ 3 / \ 3 / ~ \No¢
arep © Td ye umy Apdikparovs ToravTa kar Hym-
/ \ / ~ N b ~ <
agiov kat Mdrptdos: molhaxov yap évfovoiarv éav-
~ ~ 3 / b \ /
Tols Ookovvres ov PBakyevovow alla matlovov.
24 s £Y4 el \ b} ~ 5 ~ /
SAws & éowcev €lvar TO oldetv év Tols pdhoTa
/ / \ ¢/ 3 /
dvapvhakrérartov. Pvoer yap dmavres ol meyébovs
3 / / > / \ / /
épiépevol, dpevyovtes aoleveias kat Enpdrnros kara-
) cQy 3 N\ ~/Ny ¢ V4 ’
Yroow, ovk oid’ dmws éml Tovl) Vmodépovrar, meds-
~ cc / [
pevor 7@  peyalwv amohiolaivew Ouws evyeves
< / 3 \ \ 3/
apapmpe.” kakol O€ OyKoL Kal €Tl TOUATOV Kol
/ 3 ~
Noywv ol yabvor kal avaAnbfers kal ummore mept-
4 < ~
LOTAVTES MUAS €IS TOUVAVTLOV® OVOEV ydp, ¢aot,
/ ~
Enporepor vOpwmLKOD.
3 \ \ \ ~
AN\a 70 pev oidotv vmepaipew Bovlerar Ta tm,
N\ \ ~ 3/ ~
TO O€ pewpakiddes dvrikpus Vmevavtiov TOts ueyé-
Oeor Tamewov yap €€ Gho ) ) L TG
yop UV KOL ULKPOYUXOV KAl T@
3/ N 3 / ) ~
OVTL KOKOV QYEVVETTATOV. Ti TOT OVV TO JLELPOKLD-
8/ > . N SAA 3 \ /7 < \
€S €0TW; 1) ONAOV WS OXONAOTLKY) VOMOTLS, VTO
/ X / 3 / > / 2
mePLEpYLas Anyovoa eis Yuxpormra; ohobaivovot O

2 Gorgias fr. B 5a Diels-Kranz (F ragmente der Vorsokra-
tiker©). b Nephew of Aristotle and historian of Alexander.

¢ Historian of Alexander, writing in the reign of Ptolemy II
(285-246 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

hvmg sepulchres”;? also at certain phrases of Callis-
thenesP which are not sublime but highfalutin, and still
more at some of Clitarchus’s® 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 (=fr. 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

1341t
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1 é€okéN\ovres Wilamowitz, for éroké\\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
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ON THE SUBLIME 34

ers fall into this fault through trying to be uncommon and
exquisite, and above all te 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-baccnanalian.
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 Frlgld—
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 c¢. 260
B.C.; he is adversely criticized by Polybius for inaccuracy and bad
taste.
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not in our text of Xenophon (Resp. Laced. 3.5).
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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,P 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 father’s 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

2 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. Itis unsafe to emend Longinus’ figure.

¢ See Plutarch, Nicias 1.

d 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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ON THE SUBLIME 4

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.”b 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 slumbering on the ground and
never rise again.”d Herodotus’ phrase for fair women

2 The manuscript tradition of Xenophon, Resp. Lac. 3.5 has
“maidens in their chambers” (r&v év Tols falduois wapbhévov),
but Stobaeus (Flor. CXLIV.2.23 Hense) has the same reading as
Longinus, which involves a pun on the two meanings of xop7,
“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. ¢I.e. 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. d 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.
b1n 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 with 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

mapacTnue Manutius, for avaommua.
av avro Pearce, for dvev 70.
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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 Xenophonb—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

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

“manners.”
b This 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. I would 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 ékmvéov.
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® 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 a noble 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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® 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.? 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.C

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,

b 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.
¢ Jliad 5.770-2.
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2 A conflation of Iliad 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.J. Tarrant’s note).
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ON THE SUBLIME 9

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.?

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. I 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 Iliad 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: Iliad 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
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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.?

So, 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
earth.”d

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.¢

should not have known it; and the tradition that Caecilius may
have been a Jew suggests a possible source. The syntax of the
sentence is controversial; see now Mazzucchi, pp. 172—4. For
the considerable influence of the passage in the eighteenth cen-
tury, see esp. Boileau, Réflexions sur le Sublime X, and Robert
Louth’s Oxford lectures De sacra poesi Hebraeorum (1753).

¢ Iliad 17.645-7.
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words spoil the sense, and are perhaps a gloss on 7év Thiakadv
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ON THE SUBLIME 9

These are the true feelings of an Ajax. He does not plead
for his life: such a prayer would demean the hero: but
since the disabling darkness robbed his courage of all
noble use, therefore, distressed to be idle in battle, he
prays for light on the instant, hoping thus at the worst to
find a burial worthy of his courage, even though Zeus be
ranged against him. Here indeed the battle is blown
along by the force of Homer’s writing, and he himself

Stormily raves, as the spear-wielding War-god, or
Fire, the destroyer,
Stormily raves on the hills in the deep-lying thick-
‘ ets of woodland;
Fringed are his lips with the foam-froth.?

Yet throughout the Odyssey, which for many reasons we
must not exclude from our consideration, Homer shows
that, as genius ebbs, it is the love of storytelling that char-
acterizes old age. There are indeed many indications that
he composed this tale after the Iliad; for example,
throughout the Odyssey he introduces as episodes rem-
nants of the adventures at Ilium; yes, and does he not in
this poem render to his heroes their meed of lamentation
as if it were something long known? In fact the Odyssey
is simply an epilogue to the Iliad:

2 Iliad 15.605.

2 mpoeyvoopuévors Reiske (ie. it is the heroes, not the
lamentations, which are “long known”).
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1 So John Price (a seventeenth-century scholar, professor at
Pisa: quoted by Toup) for P’s épnuovuévov (“made desolate”).
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ON THE SUBLIME 9

There then Ajax lies, great warrior; there lies
Achilles;

There, too, Patroclus lies, the peer of the gods in
counsel;

There, too, my own dear son.?

It was, I imagine, for the same reason that, writing the
Iliad in the heyday of his genius he made the whole piece
lively with dramatic action, whereas in the Odyssey narra-
tive predominates, the characteristic of old age. So in the
Odyssey one may liken Homer to the setting sun; the
grandeur remains without the intensity. For no longer
does he preserve the sustained energy of the great Iliad
lays, the consistent sublimity which never sinks into flat-
ness, the flood of moving incidents in quick succession,
the versatile rapidity and actuality, dense with images
drawn from real life. It is rather as though the Ocean had
retreated into itself and lay quiet within its own confines.
Henceforth we see the ebbing tide of Homer’s greatness,
as he wanders in the realm of the fabulous and incredible.
In saying this I have not forgotten the storms in the
Odyssey and such incidents as that of the Cyclops—I am
describing old age, but the old age of a Homer—yet the

2 Odyssey 3.109-11. Both opinions about the order of Iliad
and Odyssey were held in antiquity: Seneca (De brevitate vitae
13) regards it as a typical example of the useless questions raised
by literary scholars.

Other possibilities include Toup’s mrepovpuévov (“becoming dry
land”) and, e.g., npépa kexvpuévov (“quietly flowing”).
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1 Manutius, for P’s cxurjv.
2 So Toll for P’s éxdpepopévav.

* Aeolus imprisoned the winds in a wineskin: Odyssey
10.19-22.
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{fact is that in every one of these passages the mythical
element predominates over the real.

I have been led into this digression to show you, as I
said, that great genius with the decline of vigour often
Ilapses very easily into nonsense—there is the story of
the wineskin® and the men whom Circe turmed into
- swineP—Zoilus called them “porkers in tears”™—there is
Ithe nurturing of Zeus like a nestling by the doves,®
“Odysseus’ ten days without food on the wrecked ship,d
and the incredible story of the suitors’ slaying.® Can one
call these things anything but veritable dreams of Zeus Pf

There is another justification for our considering the

t Odyssey as well as the Iliad. 1 wanted you to realize how,
in great writers and poets, declining emotional power
passes into character portrayals. For instance, his charac-
ter sketches of the daily life in Odysseus’ household con-
stitute a sort of comedy of character.

10. Well, then, let us see whether we can find any-
thing else that can make style sublime. Since with all
things there are associated certain elements, inherent in
their substance, it follows of necessity that we shall find

b Odyssey 10.237. Zoilus of Amphipolis—nicknamed
Homeromastix, Scourge of Homer—was a fourth-century sophist
and moralist who criticized improbable and inappropriate fea-
tures in the epic.

¢ Zeus supplied with ambrosia by doves: Odyssey 12.62.

4 Odyssey 12.447.

€ Odyssey 22.

fAn obscure phrase, but perhaps implying deceptive
dreams, and alluding to Iliad 2.8-15: see M. Cannata Feva,
Rivista di Filologia 125 (1997) 70-81.
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ON THE SUBLIME 10

one factor of sublimity in a consistently happy choice of
these constituent elements, and in the power of combin-

"ing them together as it were into an organic whole. The
first procedure attracts the reader by the selection of
ideas, the second by the density of those selected. Sap-
pho, for instance, never fails to take the emotions incident
to the passion of love from its attendant symptoms and
from real life. And wherein does she show her excel-
lence? In the skill with which she selects and combines
the most striking and intense of those symptoms.

~ I'think him God’s peer that sits near you face to
face, and listens to your sweet speech and
lovely laughter.

It’s this that makes my heart flutter in my breast. If
I see you but for a little, my voice comes no
more and my tongue is broken.

At once a delicate flame runs through my limbs; I
see nothing with my eyes, and my ears thun-
der.

The sweat pours down: shivers grip me all over. I
am grown paler than grass, and seem to
myself to be very near to death.

But all must be endured, since . . .

2 Sappho fr. 31, in D. A. Campbell (ed.), Greek Lyric I (Loeb
Classical Library).

1 5o Pearce for P’s 6 in both places.
2 P has yiuypos after idpds (so accented).
3 We have not sought to reproduce P’s text here in detail.
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I Toll: P has o7’ adrsd.
2[# ... 7é0vmrer] (“she is either afraid or at the point of
death”) deleted by Weiske. Fyfe conjectured % yap doBarat 3
... TéOvnkev (“she who is at the point of death is surely beside
herself”).
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Is it not wonderful how she summons at the same time,
soul, body, hearing, tongue, sight, skin, all as though they
“had wandered off apart from herself? She feels contra-
dictory sensations, freezes, burns, raves, reasons, so that
she displays not a single emotion, but a whole congeries
of emotions. Lovers show all such symptoms, but what
gives supreme merit to her art is, as I said, the skill with
which she takes up the most striking and combines them
into a single whole. It is, I fancy, much in the same way
that the poet in describing storms picks out the most
alarming circumstances. The author of the Arimaspeia,?
to be sure, thinks these lines awe-inspiring:

Here is another thing also that fills us with feelings
of wonder,

Men that dwell on the water, away from the earth,
on the ocean.

Sorrowful wretches they are, and theirsis a
grievous employment:

Fixing their eyes on the stars, their lives they
entrust to the waters.

Often, I think, to the gods they lift up their hands
and they pray;

Ever their innermost parts are terribly tossed to
and fro.

Anyone can see, I fancy, that this is more elegant than
awe-inspiring. But how does Homer do it? Let us take

2 Aristeas of Proconnesus (see J. D. P. Bolton, Aristeas of Pro-
connesus, Oxford 1962, 8-15) wrote an epic description of the
peoples of the far North: Herodotus (4.27) interprets Arimaspi
as derived from Scythian words meaning one-eyed. This passage
is fr. 1 Kinkel, fr. 7 Bolton, fr. 11 Bernabé.
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I Manutius: P has dmeipye.

2 ovkodv dmetpyer (omitted by Robortello) may be a gloss on
épvrel (so Ruhnken, Mazzucchi).

3 [vmek Bavdrowo] deleted by “G.S.A.” (1811).
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ON THE SUBLIME 10

one example of many:

He fell on the host as a wave of the sea on a hurry-
ing vessel,

Rising up under the clouds, a boisterous son of the
storm-wind.

The good ship is lost in the shroud of the foam, and
the breath of the tempest

Terribly roars in the sails; and in their heart trem-
ble the sailors,

By the breadth of a hand swept out from under the
jaws of destruction.?

Aratus, too, tried to adapt this same idea:

Only the tiniest plank now bars them from bitter
destruction.P

But he has demeaned the idea and made it pretty instead
of awe-inspiring. Moreover, he dismisses the danger
when he says, “The plank bars them from destruction.”
Why then, it keeps it off. Homer, on the other hand,
instead of dismissing the danger once and for all, depicts
the sailors as being all the time, again and again, with
every wave on the very brink of death. Moreover, by forc-
ing into an abnormal union prepositions not usually
compounded® he has tortured his language into confor-
mity with the impending disaster, magnificently figured
the disaster by the compression of his language, and

2 Jliad 15.624-8.
b Aratus, Phaenomena 299.
¢I.e. vméx is a compound of vré (‘under’) and éx (“from’).
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3 . .
ogvvotkodopolueva K marg., Manutius: P has cvrvowovo-
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3 / . . 3

4 éniraow Wilamowitz, for én{Baow.

52 4 >
énowodopiar K marg., Portus: P has érotkovouiav.
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ON THE SUBLIME 10-11

almost stamped on the diction the precise form of the
danger—"“swept out from under the jaws of destruction.”
Comparable to this is the passage of Archilochus about
the shipwreck? and the description of the arrival of the
news in Demosthenes. “Now it was evening,” etc.P What
they have done is to clean up, as it were, the very best of
the main points, and to fit them together, allowing noth-
ing affected or undignified or pedantic to intervene.
These things ruin the whole, by introducing, as it were,
gaps and crevices into masses which are built together,
walled in by their mutual relationships.

11. Closely allied to the merits set out above is what is
called amplification. Whenever the subject matter and
the issues admit of several fresh starts and halting-places
from section to section, then one great phrase after
another is wheeled into place with increasing force. This
may be done either by the development of a common-
place, or by exaggeration, or by laying stress on facts or
arguments, or by careful build-up of actions or feelings.
There are indeed countless kinds of amplification. Still
the speaker must recognize that none of these methods
can achieve its goal on its own, without sublimity. One
may indeed very well make an exception where the effect
required is one of commiseration or depreciation, but in

a2 Archilochus frr. 105-6 West.
b De corona 169: “Now it was evening, and there came one
with a message for the prytaneis, that Elatea had fallen”; there

follows a vivid description of the ensuing panic at Athens. Elatea
fell to Philip late in 339.
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! The completion of the word is due to Manutius.
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ON THE SUBLIME 11-12

all other forms of amplification to remove the touch of
sublimity is like taking soul from body. For their practical
effect instantly loses its vigour and substance if it is not
reinforced by the strength of the sublime. But what is the
difference between this topic of advice and what we dis-
cussed just now, namely the delimitation and unifying
arrangement of vital points? What in general is the dis-
tinction between instances of amplification and those of
sublimity? I must define these matters briefly in order to
make my position clear.

12. The definition given by writers on the art of
rhetoric does not satisfy me. Amplification, they say, is
language which invests the subject with grandeur.2 Now
that definition could obviously serve just as well for the
sublime, the emotional, and the metaphorical style, since
these also invest the language with some quality of
grandeur. Butin my view they are each distinct. Sublim-
ity lies in elevation, amplification rather in amount; and so
you often find sublimity in a single idea, whereas amplifi-
cation always goes with quantity and a certain degree of
redundance. To give a rough definition, amplification
consists in accumulating all the aspects and topics inher-
ent in the subject and thus strengthening the argument
by dwelling upon it. Therein it differs from proof, which
demonstrates the required point . . .

[Two pages are lost here.]

2 Aristotle (Rhetoric 1.9.1368a27) makes the point that
amplification is most appropriate to epideictic speeches, because
the facts are already admitted, and what remains as the speaker’s
task is to add grandeur and beauty.
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ON THE SUBLIME 12-13

. very rich indeed: like a sea, often flooding a vast
expanse of grandeur. I should say then that in point of
style the orator, being more emotional, has abundant
warmth and passionate glow, whereas Plato, steady in his
majestic and stately dignity, is less intense, though of
course by no means frigid. It is in the very same
respect—so 1 feel, my dear Terentianus, if indeed we
Greeks may be allowed an opinion—that Cicero differs
from Demosthenes in his grand effects. Demosthenes’
strength is usually in rugged sublimity, Cicero’s in diffu-
sion. Our countryman with his violence, yes, and his
speed, his force, his terrific power of rhetoric, burns, as it
were, and scatters everything before him, and may there-
fore be compared to a flash of lightning or a thunderbolt.
Cicero seems to me like a widespread conflagration,
rolling along and devouring all around it: his is a strong
and steady fire, its flames duly distributed, now here, now
there, and fed by fresh supplies of fuel. You Romans, of
course, can form a better judgement on this question, but
clearly the opportunity for Demosthenes’ sublimity and
nervous force comes in his intensity and violent emotion,
and in passages where it is necessary to amaze the audi-
ence; whereas diffuseness is in place when you need to
overwhelm them with a flood of rhetoric. The latter then
mostly suits the treatment of a commonplace, a perora-
tion, a digression, and all descriptive and epideictic pas-
sages, as well as historical and scientific contexts, and
many other types of writing.

13. However, to return to Plato, though the stream of

1 Bentley conjectured amacrpdmret, “flashes like lightning.”
2 <ei> add. K marg., Manutius.
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ON THE SUBLIME 13

his words flows as noiselessly as oil,2 he none the less
attains sublimity. You have read the Republic and you
know the sort of thing. “Those who have then no experi-
ence,” he says, “of wisdom or of goodness, living always
amid banquets and other such festivities, are seemingly
borne downwards and there they wander all their lives.
They have never yet raised their eyes to the truth, never
been carried upwards, never tasted true, abiding plea-
sure. They are like so many cattle; stooping downwards,
with their eyes always bent on the earth and on their din-
ner tables, they feed and fatten and breed, and so greedy
are they for these enjoyments that they kick and butt with
hooves and horns of iron and kill each other for insatiate
desire.”b

Here is an author who shows us, if we will condescend
to see, that there is another road, besides those we have
mentioned, which leads to sublimity. What and what
manner of road is this? Zealous imitation of the great
prose writers and poets of the past. That is the aim, dear
friend; let us hold to it with all our might. For many are
carried away by the inspiration of another, just as the
story runs that the Pythian priestess on approaching the
tripod where there is, they say, a rift in the earth, exhaling
divine vapour,® thereby becomes impregnated with the
divine power and is at once inspired to utter oracles; so,
too, from the natural genius of those old writers there

b Republic 9.586A, with some changes and omissions.

¢ The theory that the prophetic power of Delphi was due to
such an intoxicating vapour or pneuma was widely held in antig-
uity, but the geology of Delphi lends it no support and no “rift in
the earth” has been identified.
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# Stesichorus’ lyrics were largely epic in theme and language,
while Archilochus’ vigorous iambics had been compared with
Homer by earlier critics (Heraclides Ponticus wrote on “Homer
and Archilochus,” but the contents of the book are not known).
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ON THE SUBLIME 13

flows into the hearts of their admirers as it were an ema-
nation from those holy mouths. Inspired by this, even
those who are not easily moved to prophecy share the
enthusiasm of these others’ grandeur. Was Herodotus
alone Homeric in the highest degree? No, there was
Stesichorus at a still earlier date and Archilochus too,?2
and above all others Plato,b who drew off for his own use
ten thousand runnels from the great Homeric spring. We
might need to give instances, had not people like
Ammonius® drawn up a collection. Such borrowing is no
theft; it is rather like the reproduction of good character
by seulptures or other works of art.d So many of these
qualities would never have flourished among Plato’s
philosophic tenets, nor would he have entered so often
into the subjects and language of poetry, had he not
striven, with heart and soul, to contest the prize with
Homer, like a young antagonist with one who had already
won his spurs, perhaps in too keen emulation, longing as
it were to break a lance, and yet always to good purpose;
for, as Hesiod says, “Good is this strife for mankind.”®
Fair indeed is the crown, and the fight for fame well
worth the winning, where even to be worsted by our fore-
runners is not without glory.

b Ancient critics saw resemblances between Plato and Homer
in grandeur, character-drawing, and psychological theory. It is
curious that the third-century Longinus (F15 Prickard) actually
says: “Plato is the first who best transferred Homeric grandeur
(6yrov) into prose.” Cf. Introduction.

° A pupil of Aristarchus, who wrote on Plato’s debt to Homer.

d Or (reading 7 for 7)): “an impression taken from good char-
acters, sculptures, or other works of art.”

¢ Hesiod, Works and Days 24.
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ON THE SUBLIME 14-15

14. We too, then, when we are working at some pas-
sage that demands sublimity of thought and expression,
should do well to form in our hearts the question, “How
might Homer have said this same thing, how would Plato
or Demosthenes or (in history) Thucydides have made it
sublime?” Emulation will bring those great characters
before our eyes, and their shining presence will lead our
thoughts to the ideal standards of perfection. Still more
will this be so, if we also try to imagine to ourselves: “How
would Homer or Demosthenes, had either been present,
have listened to this passage of mine? How would that
passage have affected them?” Great indeed is the ordeal,
if we suppose such a jury and audience as this to listen to
our own utterances and make believe that we are submit-
ting our work to the scrutiny of such heroes as witnesses
and judges. Even more stimulating would it be to add, “If
I write this, how would all posterity receive it?” But if a
man shrinks at the very thought of saying anything that is
going to outlast his own life and time, then must all the
conceptions of that man’s mind be like some blind, half-
formed embryo, all too abortive for the life of post-
humous fame.

15. Weight, grandeur, and urgency in writing are very
largely produced, dear young friend, by the use of “visual-
izations” (phantasiai). That at least is what I call them;
others call them “image productions.” For the term
phantasia is applied in general to an idea which enters the
mind from any source and engenders speech, but the
word has now come to be used predominantly of

1 remeiofac Reiske: ‘be persuaded that ...
2.3 These changes are by Russell (1964).
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2 Manutius added <ovk>: “the poet did not see Furies.”

* Euripides, Orestes 255-7, from the classic scene in which

216



ON THE SUBLIME 15

passages where, inspired by strong emotion, you seem to
see what you describe and biing it vividly before the eyes
of your audience. That phantasia means one thing in ora-
tory and another in poetry you will yourself detect, and
also that the object of the poetical form of it is to enthral,
and that of the prose form to present things vividly,
though both indeed aim at the emotional and the excited.

Mother, I beg you, do not drive against me

These snake-like women with blood-reddened
eyes.

See there! See there! They leap upon me close.?

And
Ah, she will slay me, whither shall I flee?P

In these passages the poet himself saw Furies and com-
pelled the audience almost to see what he had visualized.
Now Euripides makes his greatest efforts in presenting
these two emotions, madness and love, in tragic guise,
and succeeds more brilliantly with these emotions than, I
think, with any others; not that he lacks enterprise to
attack other forms of visualization as well. While his nat-
ural genius is certainly not sublime, yet in many places he
forces it into the tragic mould and invariably in his grand
passages, as the poet says,

Orestes has a madman’s vision of Clytemnestra sending the
Erinyes against him.

b Euripides, Iphigenia in Tauris 291: a herdsman describes to
Iphigenia the mad behaviour and words of the man he has seen
on the beach, who turns out to be Orestes, who is experiencing
the same delusion of attack by the Erinyes avenging his mother.
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ON THE SUBLIME 15

His tail at his ribs and his flanks now lashes on this,
now on that side,

Ever he spurs himself on to share in the joys of the
battle.2

For instance, when Helios hands over the reins to
Phaethon:P

“And do not drive into the Libyan sky.
Its torrid air with no damp humour tempered
Will burn your wheel and melt it.”

And he goes on,

“But toward the seven Pleiads hold your course.”
This heard, young Phaethon caught up the reins,
Slashed at the flanks of his wing-wafted team,

And launched them flying to the cloudy vales.
Behind, his sire, astride the Dog-star’s back,

Rode, schooling thus his son. “Now, drive on there,
Now this way wheel your car, this way.”

Would you not say that the writer’s soul is aboard the car,
and takes wing to share the horses’ peril? Never could it
have visualized such things, had it not run beside those
heavenly bodies. You find the same sort of thing in his
Cassandra’s speech:

@ Iliad 20.170, describing a wounded lion.

b The following passages are from Euripides’ Phaethon (fr.
779 Nauck?2, see ]. Diggle, Euripides’ Phaethon, Cambridge
1970, lines 168-77). They come from a messenger’s speech
relating Phaethon’s fatal ride in the Sun god’s chariot.
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ON THE SUBLIME 15

O you horse-loving Trojans?

~ And whereas when Aeschylus ventures upon heroic imag-
inings, he is like his own “Seven against Thebes,” where

Seven resistless captains o’er a shield
Black-bound with hide have slit a bullock’s throat,
And dipped their fingers in the bullock’s blood,
Swearing a mighty oath by War and Havoc

And Panic, bloodshed’s lover —P

and all pledge themselves to each other to die “apart from
pity,” and though he sometimes introduces unworked
ideas, all woolly, as it were, and tangled, Euripides’ com-
petitiveness leads him also to embark on the same per-
ilous path. Aeschylus uses a startling phrase of Lycurgus’s
palace, magically possessed at the appearance of Diony-
sus,

The palace is possessed, the roof turns bacchanal.c

Euripides expressed the same idea differently, softening
it down,

And all the mountain
Turned bacchanal with them.d

Trojan Horse; if so, “horse-loving” is an apt taunt. Presumably
Longinus means us to recall more of the speech than these open-
ing words. b Seven against Thebes 42-6: “apart from pity”
comes from the same passage (51). ¢ Aeschylus fr. 58 Radt,
from the Lycurgeia, the trilogy dealing with Lycurgus’ resistance
to the cult of Dionysus in Thrace, a parallel theme to that of
Euripides’ Bacchae, where Pentheus of Thebes vainly resists the
god. d Euripides, Bacchae 726.
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Sophocles too describes with superb visualization the
dying Oedipus conducting his own burial amid strange
portents in the sky;® and Achilles at the departure of the
Greeks, when he appears above his tomb to those
embarking,b a scene which nobody perhaps has depicted
so vividly as Simonides.© But to give all the instances
would be endless. However, as I said, these examples
from poetry show an exaggeration which belongs to fable
and far exceeds the limits of credibility, whereas the most
perfect effect of visualization in oratory is always one of
reality and truth. Transgressions of this rule have a
strange, outlandish air, when the texture of the speech is
poetical and fabulous and deviates into all sorts of impos-
sibilities. For instance, our wonderful modern orators—
god help usl—are like so many tragedians in seeing
Furies, and the fine fellows cannot even understand that
when Orestes says, ’

Let go! Of my own Furies you are one
And grip my waist to cast me down to Hell,d

he only imagines that, because he is mad.

What then is the use of visualization in oratory? It
may be said generally to introduce a great deal of excite-
ment and emotion into one’s speeches, but when com-
bined with factual arguments it not only convinces the
audience, it positively masters them. Take Demosthenes:
“And yet, suppose that at this very moment we were to
hear an uproar in front of the law courts and someone

b In Polyxena, fr. 523 Radt.

¢D. A. Campbell (ed.), Greek Lyric 1II (Loeb Classical
Library) Simonides fr. 557 ( = fr. 52 Page).

d Euripides, Orestes 264-5
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ON THE SUBLIME 15-16

were to tell us, “The prison has been broken open and the
prisoners are escaping,” there is no man, old or young, so
unheeding that he would not run to give all the assistance
in his power. But suppose someone were to come and
actually tell us that this was the man who set them free,
he would be killed on the moment without a hearing.”®
And then, to be sure, there is Hyperides on his trial, when
he had moved the enfranchisement of the slaves after the
Athenian reverse. “It was not the speaker that framed
this measure, but the battle of Chaeronea.”® There,
besides developing his factual argument the orator has
visualized the event and consequently his conception far
exceeds the limits of mere persuasion. In all such cases
the stronger element seems naturally to catch our ears, so
that our attention is drawn from the reasoning to the
enthralling effect of the imagination, and the reality is
concealed in a halo of brilliance. And this effect on us is
natural enough; set two forces side by side and the
stronger always absorbs the virtues of the other.

This must suffice for our treatment of sublimity in
ideas, as produced by nobility of mind or imitation or
visualization.©

16. The topic of figures comes next, for these too, if
rightly handled, may be, as I said,d an important element
in the sublime. However, since it would be a long, and
indeed an interminable task to treat them all in detail

2 Demosthenes, Oration 24.208. b After Philip’s victory
at Chaeronea (338 B.C.), Hyperides proposed the enfranchise-
ment of slaves, and defended this panic measure, it is said, in
these terms: see Rutilius Lupus 1.19, [Plutarch] Lives of the Ten
Orators, 849A. ¢ This summary is puzzling: it omits the con-
tents of chap. 10. d In chap. 8.
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at this point, we will by way of confirmation of our thesis
imerely run through a few of those which make for
tgrandeur. Demosthenes is producing an argument in
defence of his political career. What was the natural way
i to treat it? “You were not wrong, you who undertook that
struggle for the freedom of Greece, and you have proof of
{ this at home, for neither were the men at Marathon mis-
-guided nor those at Salamis nor those at Plataea.” But
when in a sudden moment of inspiration, as if possessed
| by the divine, he utters his great oath by the champions of
' Greece, “It cannot be that you were wrong; no, by those
-who risked their lives at Marathon,” then you feel that by
 employing the single figure of adjuration—which I here
call apostrophe—he has deified the ancestors by suggest-
ing that one should swear by men who met such a death,
as if they were gods; he has filled his judges with the spirit
. of those who risked their lives there; he has transformed a
demonstrative argument into a passage of transcendent
sublimity and emotion, giving it the power of conviction
that lies in so strange and startling an oath; and at the
same time his words have administered to his hearers a
healing medicine, with the result that, relieved by his
eulogy, they come to feel as proud of the war with Philip
as of their victories at Marathon and Salamis. In all this
he is enabled to carry the audience away with him by the
use of the figure. True, the germ of the oath is said to
have been found in Eupolis:

2 De corona 208. The passage was much admired in antiquity
(Quintil. 9.2.62; 12.10.24; Hermogenes, De ideis p. 267 Rabe),
and Longinus’ discussion was highly praised by Dr. Johnson (Life
of Dryden p. 299, World’s Classics edition).
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ON THE SUBLIME 16

No, by the fight I fought at Marathon,
No one of them shall vex me and go free.2

But the mere swearing of an oath is not sublime: we must
-consider the place, the manner, the circumstances, the
motive. In Eupolis there is nothing but an oath, and that
addressed to Athens, when still in prosperity and needing
no consolation. Moreover, the poet’s oath does not
immortalize the men so as to beget in the audience a true
opinion of their worth, but instead he wanders from those
who risked their lives to an inanimate object, namely the
fight. In Demosthenes the oath is carefully designed to
suit the feelings of defeated men, so that the Athenians
should no longer regard Chaeronea as a disaster; and it is,
as I said, at the same time a proof that no mistake has
been made, an example, a sworn confirmation, an
encomium, and an exhortation. The orator was faced
with the objection, “You are speaking of a reverse due to
your policy and then you go swearing by victories,” and
therefore in the sequel he measures his every word and
keeps on the safe side, inculcating the lesson that “in the
wildest rite” you must stay sober. “Those who risked
their lives,” he says, “at Marathon and those who fought
on shipboard at Salamis and Artemisium and those who
stood in the line at Plataea”—never “those who won the
victory.” Throughout he cunningly avoids naming the
result, because it was a happy one, and the opposite of
what happened at Chaeronea. So before his hearers can
raise the objection he promptly adds, “To all of these the

2 From the Demes (fr. 106 Kassel-Austin).
b A reminiscence of Euripides, Bacchae 317.
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ON THE SUBLIME 16-17

country gave a public funeral, Aeschines, not only to
those who were successful.”

17. While on this topic I must not omit to mention a
view of my own, dear friend, which I will state, however,
quite concisely. Figures seem to be natural allies of the
sublime and to draw in turn marvellous reinforcement
from the alliance. Where and how? Iwill tell you. There
is an inevitable suspicion attaching to the sophisticated
use of figures. It gives a suggestion of treachery, craft, fal-
lacy, especially when your speech is addressed to a judge
with absolute authority, or still more to a despot, a king,
or a ruler in high place. He is promptly indignant that he
is being treated like a silly child and outwitted by the fig-
ures of a skilled speaker. Construing the fallacy as a per-
sonal affront, he sometimes turns downright savage; and
even if he controls his feelings, he becomes conditioned
against being persuaded by the speech. So we find that a
figure is always most effective when it conceals the very
fact of its being a figure. Sublimity and emotional inten-
sity are a wonderfully helpful antidote against the suspi-
cion that accompanies the use of figures. The artfulness
of the trick is no longer obvious in its brilliant setting of
beauty and grandeur, and thus avoids all suspicion. A suf-
ficient instance is that mentioned above, “By those at
Marathon.” In that case how did the orator conceal the
figure? By its very brilliance, of course. Much in the
same way that dimmer lights vanish in the surrounding
radiance of the sun, so an all-embracing atmosphere of
grandeur obscures the rhetorical devices. We see some-

L mepihappfeta’ 7 Bury for mapaindlfeioav P.
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ON THE SUBLIME 17-18

thing of the same kind in painting. Though the highlights
and shadows lie side by side in the same plane, yet the
highlights spring to the eye and seem not only to stand
out but to be actually much nearer. So it is in writing.
What is sublime and moving lies nearer to our hearts, and
thus, partly from a natural affinity, partly from brilliance
of effect, it always strikes the eye long before the figures,
thus throwing their art into the shade and keeping it hid
as it were under a bushel.

18. Now what are we to say of our next subject, the
figures of inquiry and interrogation? Is it not just the spe-
cific-character of these figures which gives the language
much greater realism, vigour and tension? “Tell me, my
friend, do you all want to go round asking each other ‘Is
there any news?’# For what stranger news could there be
than this of a Macedonian conquering Greece? ‘Is Philip
dead?” ‘No, not dead but ill.. What difference does it
make to you? Whatever happens to him, you will soon
manufacture another Philip for yourselves.” Or again:
“Let us sail to Macedon. Someone asks me, “‘Where on
earth shall we land? Why, the mere course of the war will
find out the weak spots in Philip’s situation.” Here a bare
statement would have been utterly inadequate. As it is,
the inspiration and quick play of the question and answer,
and his way of confronting his own words as if they were
someone else’s, make the passage, through his use of the
figure, not only loftier but also more convincing. For
emotion is always more telling when it seems not to be

2 This and the following passage are loose quotations from
the First Philippic (Demosthenes, Oration 4.10 and 44).
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! Perhaps é<ypape>, if Longinus was about to compare
Herodotus” actual use of the figure with the ineffective alterna-
tive of doing without it. Cf. chap. 21.

2S0K marg., Manutius.

3 So Faber for P’s cuvdiowkovoys.
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premeditated by the speaker but to be born of the
moment; and this way of questioning and answering one’s
self counterfeits spontaneous emotion. People who are
cross-questioned by others in the heat of the moment
reply to the point forcibly and with utter candour; and in
much the same way the figure of question and answer
actually misleads the audience, by encouraging it to sup-
pose that each carefully premeditated argument has been
aroused in the mind and put into words on the spur of the
moment. Moreover—for this passage of Herodotus has
always been reckoned one of the most sublime—if in this
way . . .2
[Two pages are missing here.]

19.b .. the phrases tumble out unconnected in a sort
of spate, almost too quick for the speaker himself. “And
locking their shields,” says Xenophon, “they pushed,
fought, slew, fell.”¢ And take the words of Eurylochus,

We came, as you told us to come, through the oak-
coppice, shining Odysseus.

Built in the glades we beheld habitations of won-
derful beauty.d

The phrases being disconnected, and yet none the less
rapid, give the idea of an agitation which both checks the
utterance and at the same time drives it on. This is the

2 The passage of Herodotus cannot be identified, but may be
7.21, which has notable rhetorical questions.

b The subject is now asyndeton, i.e. the omission of conjunc-
tions.

¢ Xenophon, Hellenica 4.3.19 ( = Agesilaus 2.12).

d Odyssey 10.251-2.
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effect the poet has achieved by his use of asyndeton.

20. The combination of several figures often has an
exceptionally powerful effect, when two or three com-
bined cooperate, as it were, to contribute force, convic-
tion, beauty. Thus, for instance, in the speech against
Midias the asyndeta are interwoven with the figures of
repetition and vivid presentation.? “For the aggressor
may do many injuries, some of which the victim could not
even describe to anyone else—by his manner, his look, his
voice.” Then to prevent the speech coming to a halt by
running over the same ground—for immobility expresses
inertia, while emotion, being a violent movement of the
soul, demands disorder—he leaps at once into further
asyndeta and anaphoras. “By his manner, his looks, his
voice, when he strikes with insult, when he strikes like an
enemy, when he strikes with his knuckles, when he strikes
you like a slave.” Here the orator does just the same as
the aggressor, he belabours the minds of the jury with
blow after blow. Then at this point he proceeds to make
another onslaught, like a tornado. “When it’s with his
knuckles, when its a slap on the face,” he says, “this
rouses, this maddens a man who is not accustomed to
insult. Nobody could convey the horror of it simply by
reporting it.” Thus all the time he preserves the essence
of his repetitions and asyndeta through continual varia-
tion, so that his very order is disordered and equally his
disorder involves a certain element of order.

2 Demosthenes, Oration 21.72 (with some variations from
our text).
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ON THE SUBLIME 21-22

21. Now insert the connecting particles, if you care to
do so, in the style of Isocrates? and his school. “And yet
one must not overlook this too, that the aggressor may do
much, first by his manner, then by his looks, and then
again by his mere voice.” If you thus paraphrase it sen-
tence by sentence you will see that if the rush and
ruggedness of the emotion is levelled and smoothed out
by the use of connecting particles,b it loses its sting and its
fire is quickly put out. For just as you deprive runners of
their speed if you bind them up, emotion equally resents
being hampered by connecting particles and other
appendages. It loses its freedom of motion and the sense
of being, as it were, catapulted out.

22. In the same category we must place hyperbaton.
This figure consists in arranging words and thoughts out
of the natural sequence, and is, as it were, the truest mark
of vehement emotion. Just as people who are really angry
or frightened or indignant, or are carried away by jealousy
or some other feeling—there are countless emotions, no
one can say how many—often put forward one point and
then spring off to another with various illogical interpola-
tions, and then wheel round again to their original posi-
tion, while, under the stress of their excitement, like a
ship before a veering wind, they lay their words and

2 Isocrates was the principal proponent and model of the
periodic style which articulates every clause carefully and avoids
hiatus.

b The word for “conjunction” or “connecting particle,” sun-
desmos, literally means “bond.”
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ON THE SUBLIME 22

thoughts first on one tack then another, and keep altering
the natural order of sequence into innumerable varia-
tions—so, too, in the best prose writers the use of hyper-
bata allows imitation to approach the effects of nature.
For art is only perfect when it looks like nature and
Nature succeeds only when she conceals latent art. Take
the speech of Dionysius the Phocaean, in Herodotus.?
“Our fortunes stand upon a razor’s edge, men of Ionia,
whether we be free men or slaves, aye, and runaway
slaves. Now, therefore if you are willing to endure hard-
ship, at the moment there is toil for you, but you will be
able to overcome your enemies.” Here the natural order
was, “O men of Ionia, now is the time for you to endure
toil, for our fortunes stand upon a razor’s edge.” He has
transposed “men of Ionia” and started at once with his
fears, as though the terror was so immediate that he could
not even address the audience first. He has, moreover,
inverted the order of ideas. Before saying that they must
toil—for that is the point of his exhortation—he first gives
the reason why they must toil, by saying, “Our fortunes
stand upon a razor’s edge.” The result is that his words do
not seem premeditated but rather wrung from him.
Thucydides is even more a master in the use of hyperbata
to separate ideas which are naturally one and indivisible.
Demosthenes, though not indeed so wilful as Thucydides,

2 Herodotus 6.11.

Lyap Spengel.
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ON THE SUBLIME 22-23

is the most lavish of all in this kind of use and not only
employs hyperbata to give a great effect of vehemence,
and indeed of improvisation, but also drags his audience
along with him to share the perils of these long hyperbata.
For he often suspends the sense which he has begun to
express, and in the interval manages to bring forward one
extraneous idea after another in a strange and unlikely
order, making the audience terrified of a total collapse of
the sentence, and compelling them from sheer excite-
ment to share the speaker’s risk: then unexpectedly, after
a great interval, the long-lost phrase turns up pat at the
end, so that he astounds them all the more by the very
recklessness and audacity of the transpositions. But there
are so many examples that I must stay my hand.

23. Again, accumulation, variation, and climax, the so-
called “polyptota,” are, as you know, very powerful, and
contribute to ornament and to sublimity and emotion of
all kinds. And consider, too, what variety and liveliness
is lent to the exposition by changes of case, tense,
person, number, or gender. In the category of number,
for example, not only are those uses ornamental where
the singular in form is found on consideration to signify a
plural—take the lines:

And straightway a numberless people
Scatter the length of the beaches and thunder, “the
Tunny, the Tunny!”2

2 The source of this quotation is not known. If the text here
printed is right, the reference is to tunny-fishing, when the
approach of a shoal is watched for and eagerly announced to the
fishermen.
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ON THE SUBLIME 23

—but it is still more worthy of notice that plurals some-
times make a grander impression, courting favour by the
sense of multitude given by the grammatical number.
This is the case with Sophocles’ lines about Oedipus:

Curse on the marriages
That gave us birth and having given birth
Flung forth the selfsame seed again and showed
Fathers and sons and brothers all blood-kin,
And brides and wives and mothers, all the shame
Of all the foulest deeds that men have done.2

These all mean one person, Oedipus, and on the other
side Jocasta, but the expansion into the plural serves to
make the misfortunes plural as well. There is the same
sense of multiplication in “Forth came Hectors and
Sarpedons t00,”® and in the passage of Plato about the
Athenians, which we have also quoted elsewhere: “For no
Pelopses nor Cadmuses nor Aegyptuses and Danauses
nor any other hordes of born barbarians share our home,
but we are pure Greeks here, no semi-barbarians,” and
so on. The facts naturally sound more imposing from the
accumulation of names in groups. This device should not,
however, be employed except where the subject invites

2 Oedipus Tyrannus 1403-8.

b Source unknown: see Kannicht-Snell, Tragicorum Graeco-
rum Fragmenta 11 (Adespota 1 fr. 289).

¢ Plato, Menexenus 245D. “Elsewhere” presumably refers to
another book.
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ON THE SUBLIME 23-26

amplification or redundance or exaggeration or emotion,
either one or more of these. To have bells hung all over
‘you is the mark of a sophist.

24. Yet again, the converse of this, the contraction of
plurals to singulars, sometimes gives a great effect of sub-
limity. “Moreover, the whole Peloponnese was split,” says
Demosthenes.? Again, “when Phrynichus produced his
Capture of Miletus the theatre burst into tears.”® To com-
press the number of separate individuals into a unified
whole gives more sense of solidity. The ornamental effect
in both is due to the same cause. Where the words are
singular, to make them unexpectedly plural suggests emo-
tion: where they are plural and you combine a number of
things into a well-sounding singular, then this opposite
change of the facts gives an effect of surprise.

25. Again, if you introduce events in past time as hap-
pening at the present moment, the passage will be trans-
formed from a narrative into a vivid actuality. “Someone
has fallen,” says Xenophon, “under Cyrus’ horse and, as
he is trodden under foot, is striking the horse’s belly with
his dagger. The horse, rearing, throws Cyrus, and he
falls.”¢ Thucydides uses such effects very often.

26. Change of person gives an equally powerful effect,
and often makes the audience feel themselves set in the

thick of the danger.
2 De corona (Oration 18) 18.

b Herodotus 6.21.
¢ Xenophon, Cyropaedia 7.1.37.
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... You would say that unworn and
with temper undaunted
Each met the other in war, so headlong the rush of
their battle.?

And Aratus’ line:

In that month may you never be found where the
sea surges round you.b

Herodotus does much the same: “You will sail up from
the city of Elephantine and there come to a smooth plain.
And when you have passed through that place you will
board again another ship and sail two days and then you
will come to a great city, the name of which is Meroe.”
Do you see, friend, how he takes you along with him
through the country and turns hearing into sight? All
such passages with a direct personal address put the
hearer in the presence of the action itself. By appearing
to address not the whole audience but a single individ-
ual—

Of Tydeus’ son you could not have known with -

which of the hosts he was ﬁghting——d

you will move him more and make him more attentive
and full of active interest, because he is roused by the
appeals to him in person.

27. Again sometimes a writer, while speaking about a
person suddenly turns and changes into the person him-
self. A figure of this kind is a sort of outbreak of emotion:

¢ Herodotus 2.29.
d 1liad 5.85.
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Hector lifted his voice and cried afar to the Trojaas

To rush back now to the galleys and leave the
blood-spattered booty.

Whomsoever I see of his own will afar from the
galleys,

Death for him there will T plan.2

There the poet has assigned the narrative to himself as his
proper share, and then suddenly without any warning
attached the abrupt threat to the angry champion. To
insert “Hector said so and so” would have been frigid. As
it is, the change of construction has suddenly run ahead of
the change of speaker. So this figure is useful, when a
sudden crisis will not let the writer wait, and forces him to
change at once from one character to another. There is
an instance in Hecataeus: “Ceyx took this ill and immedi-
ately bade the descendants be gone. For I cannot help
you. So to prevent perishing yourselves and hurting me,
away with you to some other people.”b By a somewhat
different method Demosthenes in the Aristogeiton has
used variety of person to suggest rapid shifts of emotion.
“And will none of you,” he says, “be found to feel anger
and indignation at the violence of this shameless rascal,
who—oh you most accursed of villains, who are cut off
from free speech not by gates and doors which one might
very well open . . .”¢ Leaving his sense incomplete he has

2 Iliad 15.346-9.

b Hecataeus fr. 30 (FGrHist 1). By descendants, Hecataeus
means the descendants of Heracles, as the intrusive gloss indi-
cates: Ceyx, king of Trachis, is unable to help them, and so sends

them away. See Diodorus Siculus 4.57.2.
¢ [Demosthenes] Or. 25.27-8.
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ON THE SUBLIME 27-28

made a sudden change and in his indignation almost a
split a single phrase between two persons—“who—oh
you most accursed”— and thus, while swinging his speech
round on to Aristogeiton and appearing to abandon the
jury, he has yet by means of the emotion made his appeal
to them much more intense. Penelope does the same:

Herald, oh why have they sent you hither, those
high-born suitors?

Is it to tell the hand-maidens that serve in the
house of Odysseus

Now to desist from their tasks and make ready a
feast for the suitors?

Would that they never had wooed me nor ever met
here in our halls,

Would they might make in my house their last and
latest of banquets,

You that meet often together and utterly ravage our
substance!

... Nor yet from your fathers

Heard you ever at home long ago in the days of

your childhood

What manner of man was Odysseus.?

28. That periphrasis can contribute to the sublime, no
one, I fancy, would question. Just as in music what we call
accompaniment enhances the beauty of the melody, so
periphrasis often chimes in with the literal expression and
gives it a far richer note, especially if it is not bombastic or
tasteless but agreeably blended. A sufficient proof of this

2 Odyssey 4.681-9.

e.g., <rovs kpuras>. The translation assumes this sense. See
Biihler (1964), 130.
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ON THE SUBLIME 28-29

is the opening of Plato’s Funeral Oration: “First then in
deeds we have given them their due reward, and, this
- won, they travel now their destined journey, escorted all
in common by their country and each man severally by his
kinsmen.” Here he calls death a destined journey and
their enjoyment of due rites a sort of public escort by
their country. Is it a trivial dignity that he thus gives to
the thought, or has he rather taken the literal expression
and made it musical, wrapping it, as it were, in the tuneful
harmonies of his periphrasis? Again Xenophon says, “You
hold that hard work is a guide to the pleasures of life and
you have stored in your hearts the noblest and most war-
rior-like of all treasures. For nothing pleases you so much
as praise.”b By saying “You make hard work a guide to liv-
ing with pleasure” instead of “You are willing to work
hard,” and by similarly expanding the rest of his sentence,
he has invested the eulogy with a further grand idea.
Then there is that inimitable phrase in Herodotus: “Upon
those Scythians that sacked her temple the goddess sent a
female malady.”

29. However it is a risky business, periphrasis, more
so than any of the other figures, unless used with a due
sense of proportion. For it soon falls flat, smacking of
riviality and grossness. So that critics have even made
fun of Plato—always so clever at a figure, sometimes

a Plato, Menexenus 236D.
b Xenophon, Cyropaedia 1.5.12.
¢ Herodotus 1.105.4.
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ON THE SUBLIME 29-30

unseasonably so—for saying in his Laws “that we should
not let silvern treasure nor golden settle and make a home
in a city.”® Had he been forbidding people to possess
sheep, says the critic, he would clearly have said “ovine
and bovine treasure.”

But, my dear Terentianus, this digression must suffice
for our discussion of the use of figures as factors in the
sublime. They all serve to lend emotion and excitement
to the style. But emotion is as much an element of the
sublime, as characterization is of charm.P

30. Now, since thought and diction are generally
closely involved with each other we must further consider
whether there are any elements of diction still left
untouched. It is probably superfluous to explain at length
to someone who knows, how the choice of the right word
and the fine word has a marvellously moving and seduc-
tive effect upon an audience and how all orators and
prose writers make this their supreme object. For this of
itself gives to the style at once grandeur, beauty, old-
world charm, weight, force, strength, and a sort of lustre,
like the bloom on the surface of the most beautiful
bronzes, and endows the facts as it were with a 1fving
voice. Truly, beautiful words are the very light of thought.
However, their majesty is not for common use, since to
attach great and stately words to trivial things would be

2 Plato, Laws 7.801B
b Cf. the comparison between Iliad and Odyssey, above
9.11-15.

2 Spengel reads 3, retaining dv.
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L{oropia (Toll) must be the word that is broken off.

2 Perhaps 7o ravaxpéovros (Russell 1964); but it is possible
that ovkére is not part of the quotation, and that the writer means
that Anacreon’s phrase (by contrast with something just men-
tioned, and lost to us) is not admirable.

3 <mdhov> supplied by Bergk.

4 So Vahlen; kat Tov émrverov P.
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ON THE SUBLIME 30-31

like fastening a great tragic mask on a little child. How-
ever in poetry and history . . .
[Four pages are lost here.]

31. ...is most nourishing and productive; so, too, with
Anacreon’s “No more care I for the Thracian filly."2 In the
same way the novel phrase used by Theopompus is com-
mendable; it seems to me extremely expressive because
of the analogy, though Caecilius for some reason finds
fault with it. “Philip,” he says, “had a wonderful faculty of
stomaching thimgs.”b Thus a common expression some-
times proves far more vivid than elegant language. Being
taken from our common life it is immediately recognized,
and what is familiar is thereby the more convincing.
Applied to one whose greedy ambition makes him glad to
endure with patience what is shameful and sordid, “stom-
aching things” forms a very vivid phrase. It is much the
same with Herodotus” phrases: “In his madness,” he says,
“Cleomenes cut his own flesh into strips with a dagger,
until he made mincemeat of himself and perished,” and
“Pythes went on fighting in the ship until he was chopped
to pieces.”® These come perilously near to vulgarity, but
are not vulgar because they are so expressive.

2 Anacreon, fr. eleg. 5 (D. A. Campbell, Greek Lyric 11
p. 148).

b Theopompus fr. 262 (FGrHist 115 F 262).

¢ Herodotus 6.75, 7.181.
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ON THE SUBLIME 32

32. As to the proper number of metaphors, Caecilius
seems on the side of those who rule that not more than
two or at the most three may be used together. Demos-
thenes assuredly is the canon in these matters too. And
the occasion for their use is when emotion sweeps on like
a flood and carries the multitude of metaphors along as an
inevitable consequence. “Men,” he says, “of evil life, flat-
terers, who have each foully mutilated their own country
and toasted away their liberty first to Philip and now to
Alexander, men who measure happiness by their bellies
and their basest appetites, and have overthrown that lib-
erty -and freedom from despotism which to Greeks of
older days was the canon and standard of all that was
good.”® Here it is the orator’s indignation against the
traitors which screens the multitude of metaphors.
Accordingly, Aristotle and Theophrastus say that bold
metaphors are softened by inserting “as if” or “as it were”
or “if one may say so” or “if one may risk the expression.”]O
The apology, they tell us, mitigates the audacity of the
language. I accept this, but at the same time, as I said in
speaking of figures, the proper antidote for a multitude of
daring metaphors is strong and timely emotion and gen-
uine sublimity. These by their nature sweep everything

a De corona (= Or. 18) 296.
b See Aristotle fr. 131 Rose, with Rhet. 3.7.1408b2, Cicero,
De oratore 3.165, Theophrastus fr. 690 Fortenbaugh.
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ON THE SUBLIME 32

along in the forward surge of their current, or rather they
positively demand bold imagery as essential to their
effect, and do not give the hearer time to examine how
many metaphors there are, because he shares the excite-
ment of the speaker.

Moreover in the treatment of a commonplace and in
descriptions there is nothing so expressive as a sustained
series of metaphors. It is thus that in Xenophon? the
anatomy of the human tabernacle is magnificently
depicted, and still more divinely in Plato.b The head he
calls the citadel of the body, the neck is an isthmus built
between the head and chest, and the vertebrae, he says,
are planted beneath like hinges; pleasure is evil’s bait for
man, and the tongue is the touchstone of taste. The heart
is a knot of veins and the source whence the blood runs
vigorously round, and it has its station in the guardhouse
of the body. The passageways of the body he calls alleys,
and “for the leaping of the heart in the expectation of dan-
ger or the arising of wrath, since this was due to fire, the
gods devised a support by implanting the lungs, making
them a sort of buffer, soft and bloodless and full of pores
inside, so that when anger boiled up in the heart it might
throb against a yielding surface and suffer no damage.”
The seat of the desires he compares to the women’s apart-
ments and the seat of anger to the men’s. The spleen

a Xenophon, Memorabilia 1.4.5.
b Plato, Timaeus 65C—85E, quoted selectively and with con-
siderable freedom; see Russell (1964) pp. 153-5.

I vak@v K marg., Manutius (cf. Cicero de Senectute 44,
escam malorum): kaxov P.
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again is the towel for the entrails, “with whose off-
scourings it is filled and becomes swollen and fetid.”
" “After this,” he goes on, “they shrouded the whole in a
covering of flesh, like felt, to shield it from the outer
world.” Blood he calls the fodder of the flesh, and adds,
“For purposes of nutriment they irrigated the body, cut-
ting channels as one does in a garden, and thus, the body
being a conduit full of passages, the streams in the veins
were able to flow as it were from a running stream.” And
when the end comes, the soul, he says, is loosed like a ship
from its moorings and set free. These and thousands of
similar metaphors occur throughout. Those we have
pointed out suffice to show that figurative writing? has a
natural grandeur and that metaphors make for sublimity:
also that emotional and descriptive passages are most glad
of them. However, it is obvious without my stating it, that
the use of metaphor, like all the other beauties of style,
always tempts writers to excess. Indeed it is for these pas-
sages in particular that critics pull Plato to pieces, on the
ground that he is often carried away by a sort of Bacchic
possession in his writing into harsh and intemperate
metaphor and allegorical bombast. “It is by no means
easy to see,” he says, “that a city needs mixing like a wine
bowl, where the mad wine seethes as it is poured in, but is
chastened by another and a sober god and finding good

company makes an excellent and temperate drink.”P

a This translation understands Aé€ets with Tpomikad.
b Plato, Laws 6.773C.

2add. K marg., Manutius.
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To call water “a sober god” and mixing “chastisement,”
say the critics, is the language of a poet who is far from
“sober.

Caecilius too, in attacking like defects, has actually
had the face to declare in his book on Lysias that Lysias is
altogether superior to Plato. Here he has given way to
two confused emotions: for though he loves Lysias even
better than himself, yet his hatred for Plato altogether
outweighs his love for Lysias. However he is moved by a
spirit of contentiousness and even his premises are not
agreed, as he supposed. For he prefers his orator on the
ground that he is immaculate? and never makes a mistake,
whereas Plato is full of mistakes. But the truth, we find, is
different, very different indeed.

33. Suppose we illustrate this by taking some alto-
gether immaculate and unimpeachable writer, must we
not in this very connection raise the general question:
Which is the better in poetry and in prose, grandeur
flawed in some respects, or moderate achievement
accompanied by perfect soundness and impeccability?
And again: is the first place in literature rightly due to, the
largest number of excellences or to the excellences that
are greatest in themselves? These inquiries are proper to
a treatise on the sublime and on every ground demand
decision. Now I am well aware that the greatest natures
are least immaculate. Perfect precision runs the risk of
triviality, whereas in great writing as in great wealth there

2 Katharos, i.e. “pure,” in language, possessing one of the
basic stylistic virtues.
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must needs be something overlooked. Perhaps it is
inevitable that humble, mediocre natures, because they
never run any risks and never aid at the heights, should
remain to a large extent safe from error, while in great
natures their very greatness spells danger. Not indeed
that I am ignorant of the second point, that whatever men
do is always inevitably regarded from the worst side:
faults make an ineradicable impression, but beauties soon
slip from our memory. I have myself cited a good many
faults in Homer? and the other greatest authors, and
though these slips certainly offend my taste, yet I prefer
to call them not wilful mistakes but careless oversights, let
in casually almost and at random by the heedlessness of
genius. In spite, then, of these faults I still think that the
greatest excellences, even if they are not sustained
throughout at the same level, should always be voted the
first place, if for nothing else, for the greatness of mind
they reveal. Apollonius, for instance, is an impeccable
poet in the Argonautica, and Theocritus—except in a few
extraneous matters®—is supremely successful in his pas-
torals. Yet would you not rather be Homer than Apollo-
nius? And what of Eratosthenes in his Erigone?® Wholly
blameless as the little poem is, do you therefore think him
a greater poet than Archilochus with all his disorganized
flood and those outbursts of divine inspiration, which are

2 Presumably in other works. b This refers either to the
parts of Theocritus which are not pastoral or (more probably) to
slips of factual detail noted by grammarians.

¢ A learned elegiac poem by the astronomer-poet (third cen-
tury B.C.), in which was related the Attic myth of the death of
Icarius and the suicide by hanging of his daughter Erigone, the
principal characters being all translated into stars. See J.U.
Powell, Collectanea Alexandrina 64ff. 969
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1 add. Toup.
2 del. Schurzfleisch.
3 del. Weiske: v7) Al Richards.
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so troublesome to bring under any rule? In lyrics, again,
would you choose to be Bacchylides rather than Pindar,
or in tragedy Ion of Chios? rather than Sophocles? In
both pairs the first named is impeccable and a master of
elegance in the smooth style, while Pindar and Sophocles
sometimes seem to fire the whole landscape as they
sweep across it, though often their fire is unaccountably
quenched and they fall miserably flat. The truth is rather
that no one in his senses would give the single tragedy of
Oedipus for all the works of Ion together.

34. If achievements were to be judged by the number
of excellences and not by their greatness, Hyperides
would then be altogether superior to Demosthenes. He
has greater variety of voice and his excellences are more
numerous. He may almost be said to come a good second
in every competition, like the winner of the Pentathlon.P
In each contest he loses to the professional champion, but
comes first of the amateurs. Besides reproducing all the
virtues of Demosthenes, except his skill in word arrange-
ment, Hyperides has embraced all the excellences and
graces of Lysias. He talks plainly, where necessary, does
not speak always in the same tone, as Demosthenes is said
to do, and has the power of characterization, seasoned
moreover by simplicity and charm. Then he has an
untold store of polished wit, urbane sarcasm, well-bred

2 Ton of Chios (mid-fifth century B.C.) was better known for
his prose works (“Memoirs” and “Visits of Famous Men”), but a
number of his tragedies were known in Hellenistic times (TGF i
pp. 95ff; A. von Blumenthal, Ion von Chios (1939)).

b The best result in all five contests taken together—jumping,
running, discus, javelin, wrestling—would doubtless be achieved
by an athlete who was not an outstanding performer in any one.
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2 Hyperides™ lost Deliacus (frr. 67-75 Kenyon; the date is
about 343 B.C.) upheld the Athenian claim to the presidency of
the temple at Delos, where Leto gave birth to Apollo and
Artemis.

b The Funeral Oration (Oration 6) 322 B.C., on those who fell
in the Lamian War, is extant on a papyrus first published in 1858.
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elegance, supple turns of irony, jests neither tasteless nor
ill-bred, well-dressed with wit like the Attic masters,
clever satire, plenty of pointed ridicule and well-directed
fun, and in all this a quite indescribable charm. Nature
endowed him fully with the power of evoking pity and
also with a superb flexibility in narrating myths copiously,
and pursuing a theme with fluency. His story of Leto,? for
instance, is in a more poetical vein, while his Funeral
Oration? is as good a piece of epideictic composition as
anyone could produce. Demosthenes, on the other hand,
has no gift of characterization or of fluency, is far from
facile, and no epideictic orator. In fact he has no part in
any one of the qualities we have just mentioned. When
he is forced into attempting a jest or a witty passage, he
rather raises the laugh against himself; and when he tries
to approximate charm, he is farther from it than ever. If
he had tried to write the little speech on Phryne¢ or
Athenogenes,d he would have been an even better adver-
tisement for Hyperides. But nevertheless I feel that the
beauties of Hyperides, many as they are, yet lack
grandeur; “inert in the heart of a sober man,”® they

¢ Hyperides” defence of the courtesan Phryne (frr. 171-80
Kenyon) is lost, but was famous for the peroration, in which
Phryne’s charms were displayed to the court (Athenaeus
13.590E).

dAgaz'nst Athenogenes (Oration 3, a large part of which sur-
vives in a papyrus published in 1892) concerns a contract for the
purchase of slaves; it is lively and full of character, but the case is
a complicated one.

¢ Proverbial and perhaps a verse quotation.
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do not trouble the peace of the audience. No one feels
frightened while reading Hyperides. But Demosthenes
no sooner “takes up the tale”® than he shows the merits of
great genius in their most consummate form, sublime
intensity, living emotion, redundance, readiness, speed—
where speed is in season—and his own unapproachable
vehemence and power: concentrating in himself all these
heaven-sent gifts—it would be impious to call them
human—he thus uses the beauties he possesses to win a
victory over all others that even compensates for his
weaknesses, and out-thunders, as it were, and outshines
orators of every age. You could sooner open your eyes to
the descent of a thunderbolt than face his repeated out-
bursts of emotion without blinking.

35. There is, as I said,P a further point of difference as
compared with Plato. Lysias is far inferior to him both in
the greatness and number of his excellences; yet the
abundance of his faults is still greater than his deficiency
in excellences. What then was the vision of those
demigods who aimed only at what is greatest in writing
and scorned detailed accuracy? This above all: that
Nature has judged man® a creature of no mean or ignoble
quality, but, as if she were inviting us to some great gath-
ering, she has called us into life, into the whole universe,
there to be spectators of her games and eager competi-

2 A Homeric phrase (Odyssey 8.500).

b1n chap. 32.

©If this reading is right, Nature “admits” men as spectators
and competitors in the games of life: but Seager’s conjec-
ture—"“created”—may well be right.
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tors; and she therefore from the first breathed into our
hearts an unconquerable passion for whatever is great
and more divine than ourselves. Thus the whole universe
is not enough to satisfy the speculative intelligence of
human thought; our ideas often pass beyond the limits
that confine us. Look at life from all sides and see how in
all things the extraordinary, the great, the beautiful stand
supreme, and you will soon realize what we were born for.
So it is by some natural instinct that we admire, not the
small streams, clear and useful as they are, but the Nile,
the Danube, the Rhine, and above all the Ocean. The lit-
tle fire we kindle for ourselves keeps clear and steady, yet
we do not therefore regard it with more amazement than
the fires of Heaven, which are often darkened, or think it
more wonderful than the craters of Etna in eruption,
hurling up rocks and whole hills from their depths and
sometimes shooting forth rivers of that earthborn, sponta-
neous fire. But on all such matters I would only say this,
that what is useful or necessary is easily obtained by man;
it is always the unusual which wins our wonder.

36. In dealing, then, with writers of genius, whose
grandeur is of a kind that comes within the limits of use
and profit, we must at the outset observe that, while they
are far from unerring, yet they are above all mortal range.

L &0\ wv Reiske for Shawv.

2 ynryevovs Markland, for yévous.

3 avropdrov Haupt, for adrod pdvov.
4 ravrds Pearce, for mdvres.
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2 Quoted in Plato (Phaedrus 264C) as part of an epitaph said
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Other qualities prove their possessors men, sublimity lifts
them near the mighty mind of God. Correctness escapes
censure: greatness earns admiration as well. We need
hardly add that each of these great men again and again
redeems all his mistakes by a single touch of sublimity
and true excellence; and, what is finally decisive, if we
were to pick out all the faults in Homer, Demosthenes,
Plato, and all the other greatest authors and put them
together, we should find them a tiny part, not the smallest
fraction, of the true successes to be found everywhere in
the work of these heroes. That is why the judgement of
all ages, which no jealousy can convict of mental incom-
petence, has awarded them the crown of victory, guards it
as their irremovable possession, and is likely to preserve
it,
So long as the rivers run and the tall trees flourish
and grow.?

As to the statement that the faulty ColossusP is no better
than the Doryphorus of Polyclitus,® there are many obvi-
ous answers to that. For one thing, we admire accuracy in
art, grandeur in nature; and it is Nature that has given
man the power of using words. Also we expect a statue to
resemble a man, but in literature, as I said before, we

to have been written for Midas. See Anthologia Palatina 7.153.

b Perhaps the Colossus of Rhodes, damaged in an earthquake
when it had stood for sixty years; but more probably any colossal
statue: cf. Strabo 1.1.23, who speaks of kolossoi in which the total
effect is all-important, and the accuracy of the detail insignifi-
cant.

© The statue of the boy with a lance by Polyclitus of Argos was
regarded as a model of beautiful proportions (Pliny, Natural His-
tory 34.55).
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look for something greater than human. However (this
advice reverts to something with which we began our
treatise), since impeccable correctness is, generally
speaking, due to art, and the height of excellence, even if
erratic, to genius, it is proper that art should always assist
Nature. Their cooperation may well result in perfection.
This much had to be said to decide the questions before
us. But everyone is welcome to his own taste.

37. Closely akin to metaphors (to return to them) are
comparisons and similes. The only difference s . . .

[Two pages are lost here. ]

38. ... Laughable? also are such things as “If you do
not carry your brains trodden down in your heels.” One
must know, then, where to draw the line in each case.
The hyperbole is sometimes ruined by overshooting the
mark. Overdo the strain and the thing sags, and often
produces the opposite effect to that intended. For
instance, Isocrates fell into unaccountable puerility
through his ambition to amplify everything. The theme
of his Panegyric is that Athens surpasses Sparta in her
benefits to Greece. But at the very outset he puts this:
“Moreover words have such power that they can make
great things humble and endue small things with great-
ness, give a new guise to what is old, and describe recent

2 This assumes Reiske’s supplement.
b [Demosthenes] Oration 7.45.

1 Reiske.

281



LONGINUS

3 / ~ 3 ~ / 3 /
dpxatws OeNfeiv”—ovkovy, dmai Tis, Toékpares,
3
oUTws wélets kal 1o mepl Aakedarpoviwv kal ~Aldrn-
/ 3 / \ \ \ ~ / 3 /
vatlwy éval\dTTew; axedor yap 170 TV ANoywy €yke-
~ ~ ~ /
pov amoTias ™s kol avrTov Tots akovovotl Tapdy-
\ ’ s/ ’ 3 ) Y
veApa kat mwpootpuov €€€Onkev. unmor’ ovv dpioTal
TOV VTepBoNGY, WS KAl €L TOV TXMUATWV TPOELTO-
pev, al avto TovTo Owahavldvovoar 6L eloiv VTep-
/ / \ \ / 3 \ < \ > /
Bohai. vyiverar ¢ 70 Tow6Vvde, émeday Vo éxmalbetas
peyéler T ovvekpowrdvTar meploTaTews, OmEP O
Oovkudidns émt THV év Sikehiq Plewpopévor mouel.

(S ]

e ¢/ \ / » / V4
ol Te yap 2wpakovaiol,” ¢noty, “émkarafBdvres
\ 3 ~ ~ / L4 \ \ ¢/
TOUS &V 70 moTapud paloTa éodalov, kal T6 VOwp
\ / \ G /7 ~ ~
evfvs Siépfapro, AN\’ 000V MooV émivero 60D TH
~ ¢ / \ ~ ~ 3/ > /
TYAD NUATOUEVOV Kal TOLS TONNOLS €TL MV TEPLUOL-
» o \ \ / 4 e
XNTOV.  alpa Kol TNAOV TWOUEra OMwS €LVaL TEPL-
/ 3/ ~ \ ¢ ~ / \ \
paxmnTa €t woteL moTov 1) 70U mabovs vmepoxn Kol
/ \ \ ¢ / 3 \ ~ 3
TEPLOTAOLS. KAl TO HpoSOTGLov €L TOV €v Oepuo-
/x ¢/ [ / 3> Ve (44 Dx g /
mTUNas Ouowov. € TouTw  dmow aleEouévous
Ve 4 ~ / re ~
LAY OLPNO W, OT0LS aUTOV €TL ETUYXAVOV TEPLOVT AL,
\ \ \ / /
KoL X€pot Kat oTopmact karéxwoav ot BapBapot
/ 3 ~ _~
<BdA\ovres>1.” évravl’, oidv éori 10 Kkal oTOMATL
/ \ ¢ ~
paxeafar mpos omAioévovs kal OTOL6Y TL TO KaTOL.-
~ / b ~ \ < / 3 /
kex@daolar BéNeaw, épets, mANY ouotws éxer mioTW:
3 \ \ ~ s ~ 4 ~
oV yop 70 mpayua €veka Tns vmepBolns mapalap-
/ ~ 4 4 \ / ~
Bdveafar doket, n vmepBoln & eVNbyws yevvaobhar
\ ~ / 3/ / ¢
TPOS TOU WPAYMATOS. €0TL Ydp, ®S 0V Otalelmw

/ \ / ~ / \
Aéywv, TavTos TOAUNUATOS NEKTLKOU NUTLS Kal Tav-

1 Add. Manutius, from Herodotus.
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events in the style of long ago™—“Why, Isocrates,” one
may say, “do you intend by this means to reverse the posi-
~ tions of the Spartans and the Athenians?” For his praise
of the power of words has all but issued a prefatory warn-
ing to the audience that he himself is not to be believed.
Perhaps then, as we said above of ﬁgures,b the best hyper-
bole is the one which conceals the very fact of its being a
hyperbole. And this happens when it is uttered under
stress of emotion to suit the circumstances of a great cri-
sis. This is what Thucydides does in speaking of those
who were killed in Sicily. “For the Syracusans went down
and ‘began to slaughter chiefly those in the river. The
water was immediately tainted but none the less they kept
on drinking it, foul though it was with mud and gore, and
most of them were still ready to fight for it.”® That a drink .
of mud and gore should yet still be worth fighting for is
made credible only by the height of the emotion which
the circumstances arouse. It is the same with Herodotus
description of those who fought at Thermopylae. “On
this spot,” he says, “while they defended themselves with
daggers, such as still had daggers left, and with hands and
teeth, the barbarians buried them under a shower of
missiles.”d Here you may well ask what is meant by actu-
ally “fighting with teeth” against armed men or being
“buried” with missiles; yet it carries credence in the same
way, because Herodotus does not seem to have intro-
duced the incident to justify the hyperbole, but the
hyperbole for the sake of the incident. As I am never
tired of saying, to atone for a daring phrase the universal

4 Isocrates, Panegyricus 8.
b See chap. 17. ¢ Thucydides 7.84.
d Herodotus 7.225.
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1 Add. Portus (1569).
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specific is found in actions and feelings that almost make
one beside oneself. Thus, too, comic expressions, even if
they result in the incredible, yet sound convincing
because they are laughable:

His field was shorter than a Spartan letter.2

Laughter indeed is an emotion based on pleasure.
Hyperbole may tend to belittle as well as to magnify: the
common element in both is a strain on the facts. In a
sense too vilification is an amplification of the low and
trivial.

39. Of those factors of sublimity which we specified at
the beginning,P the fifth one still remains, good friend—
this was the arrangement of the words themselves in a
certain order. On this question I have in two books given .
a sufficient account of such conclusions as I could reach,
and for our present purpose I need only add this, that
men find in melody not only a natural instrument of per-
suasion and pleasure, but also a marvellous instrument of
grandeur and emotion. The flute, for instance, induces
certain emotions in those who hear it. It seems to carry
them away and fill them with divine frenzy. It sets a par-
ticular rhythmic movement and forces them to move in
rhythm. The hearer has to conform to the tune, though
he may be utterly unmusical. Why, the very tones of the

2 The brevity of Spartan messages was proverbial. The line is
perhaps from comedy (cf. fr. adesp. 417-19 Kock).
bIn chap. 8.

2 Russell (1964), for 9 ua.

. /
3 avaykdler Manutius, for dvaykdoe.
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harp, themselves meaningless, by the variety of their
sounds and by their combination and harmonious blend-
ing often exercise, as you know, a marvellous spell. (Yet
these are only a bastard counterfeit of persuasion, not, as
I said above, a genuine activity of human nature.) Must
we not think, then, that composition, which is a kind of
melody in words—words which are part of man’s nature
and reach not his ears only but his very soul—stirring as it
does myriad ideas of words, thoughts, things, beauty,
musical charm, all of which are born and bred in us, and
by the blending of its own manifold tones, bringing into
the hearts of the bystanders the speaker’s actual emotion
so that all who hear him share in it, and by piling phrase
on phrase builds up one majestic whole—must we not
think, I say, that by these very means it casts a spell on us
and always turns our thoughts towards what is majestic
and dignified and sublime and all else that it embraces,
winning a complete mastery over our minds? Now it may
indeed seem lunacy to raise any question on matters of
such agreement, since experience is a sufficient test, yet
surely the idea which Demosthenes applies to his decree
strikes one as sublime and truly marvellous: “This decree
made the peril at that time encompassing the country
pass away like as a cloud.”® But its effect is due no less to
the harmony than to the thought. Its delivery rests wholly
on the dactyls, which are the noblest of rhythms and

& De corona 188.

1 X marg., Pearce, for kpovoe.

2 km\€iv K marg., Manutius, for kahetv.
3 avry Toll, for avry.

4 7rov Ooket Reiske, for Tov Soketv.
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aAANAwv dANoo” AN dpa €éavTols ouvdiadopel Kal
\ 4 / ~ 3,
70 VoS, TwpaTOTOLOUNEVA O€ TT) KOowwrig Kol €Tt
Seau® TS apuovias mepikAedpeva, avTd TG KUKA®
/ ~ 3,
dwrnevta yiverar kal oxedov év Tals mepiodols Epa-

v6s éort mAnbovs Ta peyéln. alla pnmy OTL ye TON-

1 Manutius omitted 76 te; Pearce and others propose a
lacuna to follow it, e.g. 76 e <rehevralov xdupa Gavpaords
ovvTérakTar> Mazzucchi.
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ON THE SUBLIME 39-40

make for grandeur—and that is why the most beautiful of
all known metres, the heroic, is composed of dactyls.
Change the position of the phrase? to any place you like—
T0UT0 70 YMdiopa domep védos émoinoe Tov TéTE
ktvbvvor mapehfeiv—or simply cut off a single sylla-
ble—émoinoe mapeNfetv os vépos—and you will real-
ize how truly the harmony chimes in with the sublimity.
Indeed the actual phrase womep védos rests on its long
first rhythmical element, equivalent to four beats. Cut
out the one syllable—ws vépos—and the curtailment at
once mutilates the grandeur. So again if you lengthen
it—rapeNfety émoinoer womepel vépos—the meaning
is the same, but it does not strike the same upon the ear,
because the sheer sublimity is broken up and loosened by
the breaking up of the longs in the final syllables.b

40. Nothing is of greater service in giving grandeur to
what is said than the organization of the various mem-
bers. It is the same with the human body. None of the
members has any value by itself apart from the others, yet
one with another they all constitute a perfect system.
Similarly if these effects of grandeur are separated; the
sublimity is scattered with them: but if they are united
into a single whole and embraced by the bonds of rhythm,
then they gain a living voice just by being merely rounded
into a period. In a period, one might say, the grandeur

4 ].e. the words domep védos.
b7.e. both the proposed changes involve losing the effect of
womep as two longs.

2 ’ f ’
xatauerpovuévov Toll for katauerpovuevor.
3 domepel K marg. for domep.
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oropdrnys év Twow, év Tots mheioTors Evpuridms,
~ ~ /
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TPhédpa Onuddes 70 NeySuevov, dANa yéyover Vim-
ANov 77} mTAdo€L dvaloyovr: € & dANws alTO ouvap-
pooeLs, pavnoerat oot, d6TL T1s cuvbéoews TomTNS
¢ > Vé ~ / b N\ ~ ~ > N \ ~
o Edpuridns ual\év éorw 9 7Tov vov. émi 8¢ TS

TUPOUEVNS VTTO TOU TaVPOv ALpKT)s,

3 / /
el O€ mov TUYOL
mépié éNtlas, eihke <mdvl>2 6pod NaBov
yuvaika méTpov Spiv weTaANATTwY del,
>/ \ ~ \ \ ~ < / \
€EOTL UEV yevvalov Kol TO ANUpa, adpoTepov O€

véyove 7@ ™Y appoviov un kateomevolbar und’ otov

3 > / / 3 \ /

ev amokvAlouatt pépeclar, alka ornprypols Te
1 8edvrws von Arnim for 8’ Suws; but it may be best to make

a lacuna after 8’ (Mazzucchi).
2 Add. Bergk.
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ON THE SUBLIME 40

comes from the multitude of contributors. We have
indeed abundantly shown? that many writers both in
prose and poetry, who are not by nature sublime, perhaps
even the very opposite, while using for the most part cur-
rent vulgar words, which suggests nothing out of the com-
mon, yet by the mere arrangement and fitting together of
these properly have achieved dignity and distinction and
a reputation for grandeur; Philistus,® for instance, among
many others, Aristophanes occasionally, Euripides almost
always. After the slaughter of his children Heracles says:

I am loaded with woes and have no room for more.¢

The phrase is exceedingly ordinary, yet becomes sublime
by being apt to the situation. If you put the passage
together in any other way, you will realize that Euripides
is a poet of word arrangement more than of ideas. Speak-
ing of Dirce being torn apart by the bull, he says,

And if perchance it happened
To twist itself around, it dragged them all,
Woman and rock and oak, and juggled with them.d

The idea itself is a fine one, but it gains additional force
from the fact that the rhythm is not hurried along or, as it

2 Presumably in the (lost) work in two books referred to at
39.1.

b Sicilian historian of the fourth century, imitator of Thucy-
dides: FGrHist 556.

© Euripides, Hercules Furens 1245,

d From Antiope (fr. 221 Nauck?2): Amphion and Zethus, hav-
ing discovered that Antiope was their mother, inflict on the cruel
queen Dirce the punishment she had intended for Antiope.
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\ Ve ¢ / \ b Ve \ \ Ve
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v \ 3 \ \ /
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/ \ 4 \ / \ 3 /
TUYKEKOUUEVQ KOl WO OVEL YOudOoLs Tiow éralAnhots
KaT €yKomas Kol TKANPOTNTAS e’fino-vv8€8€,uéva.
5/ \ </ \ \ 4 3 ~
42. "Etu Y€ uMv vtliovg MELOTLKOV KOl 7) ayar T7MS
/ ~ \ \ <
bpdoews ovykom) mmpot yap 70 uéyelos, Srav eis
/ ~
Noav ovvdaynrar Bpaxy: daxkovéafBw &€ viv wn Ta
> 2 8 / / 5 5 14 £Y4
[ov]% Sedvrws ovveoTpauuéva, dAN’ doa dvrTikpus
\
MLKPO. KOL KOTOUKEKEPULATLO UEVaL TVYKOT) eV Yop

kKo\over Tov vovv, ovvrouta & ém evfi. Onhov & ds

1 [kat] del. Russell (1964).
2 Manutius omitted ov.
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ON THE SUBLIME 4042

were, running on rollers, but the words prop one another
up and are separated by intervals, so that they stand firm
and give the impression of stable grandeur.?

41. Nothing damages an elevated passage so much as
effeminate and agitated rhythm, pyrrhics (v <), for
instance, and trochees (— . or ¢ < <), and dichorees
(= v = v), which fall into a regular dance rhythm. For all
over-rhythmical passages at once become merely pretty
and cheap, recurring monotonously without producing
the slightest emotional effect. Moreover, the worst of it is
that, just as songs divert the attention of the audience
from the action and forcibly claim it for themselves, so,
too, over-rhythmical prose gives the audience the effect
not of the words but of the rhythm. Thus they sometimes
foresee the due ending themselves and keep time with
their feet, anticipating the speaker and setting the step as
if it were a dance. Equally deficient in grandeur are those
passages which are too close-packed and concise, broken
up into tiny fragments and short syllables. They give the
impression of being bolted together, as it were, at fre-
quent intervals with rough and uneven joins.

42. Extreme conciseness of expression also tends to
diminish sublimity. The grandeur is mutilated by being
too closely compressed. You must understand here not
proper compression, but sentences which are, in absolute
terms, small and fragmented. For extreme conciseness
cripples the sense: true brevity goes straight to the point.

2 The point is that combinations of consonants delay the
smooth running of the words: note especially perix helixas and
petran drun in the passage just quoted.
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EY4 \ ) /8 b) / \ ,l LY
eEuTaNY Ta €xkTAOMY amoPuxo Ta Tap’ t akaipov
~ /
unKos dvayoloueva.?
\ ) b ~ \ / \ 4 /
43. Aewm & aioyvvar Ta peyéln xat v puikpdérns
~ ~ ~ ¢ \ \ \
TV ovoudTwy. mapd youv 74 Hpodérw kard uev Ta
/ \ / \ \ \
AMppata Satpoviws 0 Xelpav méppaoTol, Twa O€ vy
~ € \ ~ \
Ao Teptéxer T™0s UANS adodTepar Kal TOUTO eV

3

s/ ce / \ ~ /7 ¢ \ ec / 3
lows “Leadons O s Baldoans,” ws 70 “Leadons

€ ~ \ \ /
TOND 7O VWios TepLomE, Ow. TO KakdéaTOMov: ANN
cec e E14 3 / e s / 3 / (44 \ \ \
0 avepos ¢motv “ékomiaoev, Kal TOUS TEPL TO
/ / 3 / / p74 3
vavdyiovr Opacoouévovs éedéxero Téhos dyapt.
>/ \ A 4 :/8 \ >/ 3 \ 8,
QT EUVOV YOAP TO KOTLOLOOL LOLWTLKOVY <OV,>° TO
/ / /
axaptoTor TAkovTov wdbovs dvoikewov. OMOLWS
N ¢ / ¢ ~ / \ ~ /
kaL 0 OeoTopTos vrepPvds akrevaoas Ty Tov 11ép-
’ s Y s ’ \ N
gov kataBaow én’ Alyvmrov ovouariots Tiol Ta O\
/ ee /7 \ / o\ ~ L4 ~ \
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~ ~ ~ / \ ~
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~ ~ / \ \ \ / \
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2

map’ dxawpov Pearce, for yap draipov.
avayarapeva Toup, for avakalovpeva.
3 <gv> add. Wilamowitz.
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ON THE SUBLIME 42-43

Itis plain that the opposite holds of fully extended expres-
sions; what is relaxed by unseasonable length is dead.

43. The use of trivial words also has a terribly debas-
ing effect on a grand passage. The storm in Herodotus,
for instance, is, as far as the ideas go, wonderfully
described, but it includes certain things which are
beneath the dignity of the subject. One might instance
perhaps “the sea seething”:? the word seething is so
cacophonous that it takes off a great deal of the sublimity.
But he does worse. “The wind,” he says, “flagged,” and
“For those who were clinging to the wreck there awaited
an unpleasant end.”b “F lagged” is too colloquial a word to
be dignified, and “unpleasant” ill befits so terrible a
disaster. Similarly Theopompus,© after fitting out the Per-
sian king’s descent into Egypt in the most marvellous
manner, discredited the whole description by the use of
some paltry words. “For what city or what people of
those in Asia did not send envoys to the king? What was
there of beauty or of value whether born of the earth or
perfected by art that was not brought as an offering to
him? Were there not many costly coverlets and cloaks,
some purple, some embroidered, some white; many
pavilions of gold furnished with all things needful, many
robes of state and costly couches? Then, moreover, there
was plate of beaten silver and wrought gold, cups, and

2 Herodotus 7.188.

b Herodotus 7.191, 8.13.

°Fr. 263a (FGrHist): the passage is quoted by Athenaeus
(2.67F), but somewhat differently. It refers to the expedition of
Artaxerxes Ochus against Egypt in the middle of the fourth cen-
tury (cf. Diod. Sic. 16.44ff).

295



LONGINUS
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ON THE SUBLIME 43

bowls, some of which you might have seen studded with
jewels and others embellished by some other means both
cunning and costly. Besides these there were countless
myriads of weapons, some Greek, some barbarian; bag-
gage animals beyond number, and victims fatted for
slaughter; many bushels of spice, and many bags and
sacks and pots of papyrus? and of all other things needful;
and such a store of salted meat of every kind that it lay in
heaps so large that those who approached from a distance
took them for mounds and hills confronting them.” He
descends from the sublime to the trivial, where he needs
rather a crescendo. As it is, by introducing bags and
spices and sacks in the middle of his wonderful descrip-
tion of the whole equipage he has almost given the effect
of a cook shop. Suppose that in all this show itself some--
one had brought bags and sacks and set them in the mid-
dle of the gold and jewelled bowls, the beaten silver, the
pavilions of solid gold and the drinking cups—that would
have presented an unseemly sight. In the same way the
untimely introduction of such words as these disfigures
the style, and puts a brand on it, as it were. He might
have given a comprehensive description both of what he
calls the heaped-up mounds and of the rest of the
equipage by altering his description thus: “camels and a
multitude of baggage animals laden with all that serves
the luxury and pleasure of the table”; or he might

2 Or onions, if we accept Toup’s conjecture.

1 Athenaeus (2.67f) has woAhot 8¢ odkkor kai Johakor Bi-
B\iwv; P has wolhot & of Oblaxor kal odkkor kai XdpTal
BuB\iwv. Toup proposed xvrpar BolBav, “jars of onions,” and
the reference below to waryetpetov perhaps supports this.
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1 So Richards for avrdpkn orws P; perhaps adra. dxptBds
(cf. TavTa akpyB7) ovrws, Mazzucchi).
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ON THE SUBLIME 43-44

have called them “heaps of every kind of grain and of all
known aids to cookery and good living”; or, if he must at
all hazards be explicit, “all the dainties known to caterers
and cooks.” One ought not in elevated passages to
descend to what is sordid and contemptible, except under
the severe pressure of necessity, but the proper course is
to suit the words to the dignity of the subject and thus
imitate Nature, the artist that created man. Nature did
not place in full view our dishonourable parts nor the
drains that purge our whole frame, but as far as possible
concealed them and, as Xenophon says, thrust their
channels into the furthest background, for fear of spoiling
the beauty of the whole creature. There is, however, no
immediate need for enumerating and classifying the fac-
tors of mean style in detail. As we have already laid down
all the qualities that make our utterance noble and sub-
lime, it obviously follows that the opposite of these will
generally make it trivial and ungainly.

44. One problem now remains for solution, my dear
Terentianus, and knowing your love of learning I will not
hesitate to append it—a problem which a certain philoso-
pher recently put to me. “It surprises me,” he said, “as it
doubtless surprises many others too, how it is that in this
age of ours we find natures that are supremely persuasive
and suited for public life, shrewd and versatile and espe-
cially rich in literary charm, yet really sublime and tran-

2 Memorabilia 1.4.6.

2 wepmbipara Pearce, for mepifiuara.

3 én €ldovs Toll, for émdovs.

4 émumpoofeivar Manutius for émmpoofirad.

5 <kar> add. K marg., Manutius.

6 mpos <éue> Evaryyos Cobet, for mpooévayxos.
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1 Morus, for Ste\feiv.
2 avalewr Weiske, for avalel.

300



ON THE SUBLIME 44

scendent natures are no longer, or only very rarely, now
produced. Such is the universal dearth of literature that
besets our times. Are we really to believe the hackneyed
view that democracy is the kindly nurse of genius and
that—speaking generally—the great men of letters flour-
ished only with democracy and perished with it? Free-
dom, they say, has the power to foster noble minds and to
fill them with high hopes, and at the same time to rouse
our spirit of mutual rivalry and eager competition for the
foremost place. Moreover, thanks to the prizes which a
republic offers, an orator’s intellectual gifts are whetted
by practice, burnished, so to speak, by friction, and share,
as is only natural, the light of freedom which illuminates
the state. But in these days we seem to be schooled from
childhood in an equitable slavery, swaddled, I might say,
from the tender infancy of our minds in the same servile
ways and practices. We never drink from the fairest and
most fertile source of eloquence, which is freedom, and
therefore we turn out to be nothing but flatterers on a
grand scale.” This is the reason, he alleged, that, while all
other faculties are granted even to slaves, no slave ever
becomes an orator. According to him, the 1nab1hty to
speak freely, and the sense of being as it were in prison,

immediately assert themselves, the product of the
repeated beating of habit. As Homer says: “Surely half of
our manhood is robbed by the day of enslavement.”® “And
s0,” he adds, “if what 1 hear is true that not only do the

2 Odyssey 17.322.

3 <6> add. Pearce.
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cages in which they keep the pygmies or dwarfs, as they
are called, stunt the growth of their prisoners, but enfee-
ble them by the bonds applied to their bodies, on the
same principle all slavery, however equitable, might well
be described as a cage for the soul, a common prison.”
However I took him up and said, “It is easy, my good
friend, and it is characteristic of human nature always to
find fault with things as they are at the moment. But con-
sider. Perhaps it is not the world’s peace that corrupts
great natures but much rather this endless warfare which
besets our hearts, yes, and these passions that garrison
our lives in present days and make utter havoc of them. It
is the love of money, that insatiable sickness from which
we all now suffer, and the love of pleasure, that enslave
us, or rather one might say, sink our ship of life with all
hands; for love of gold is a withering sickness, and love of
pleasure utterly ignoble. Indeed, I cannot discover on
consideration how, if we value boundless wealth, or to
speak more truly, make a god of it, we can possibly keep
our minds safe from the intrusion of the evils that accom-
pany it. In close company with vast and unconscionable
Wealth there follows, ‘step for step,” as they say,? Extrava-
gance: and no sooner has the one opened the gates of
cities or houses, than the other comes and makes a home
there too. And when they have spent some time in our

3 Cf. Demosthenes, Oration 19.314.

2 dmohaBaev Biihler, for vmohauBdve.
3 <yap> add. Spengel.
4 e0@vs Mathews, for eis ds.
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lives, philosophers tell us, they build a nest there? and
promptly set about begetting children; these are Swagger
and Conceit and Luxury, no bastards but their trueborn
issue. And if these offspring of wealth are allowed to
grow to maturity, they soon breed in our hearts inexorable
tyrants, Insolence and Disorder and Shamelessness. This
must inevitably happen, and men no longer then look
upwards nor take any further thought for future fame.
Little by little the ruin of their lives is completed in the
cycle of such vices, their greatness of soul wastes away
and dies and is no longer something to strive for, since
they value that part of them which is mortal and foolish,
and neglect the development of their immortal part. A
man who has been bribed for his verdict can no longer
give an unbiased and sound judgement on what is just and
fair (for the corrupt judge inevitably regards his own
interest as fair and just). So, seeing that the whole life of
each one of us is now governed wholly by bribery and by
hunting after other people’s deaths and laying traps for
legacies, and we have sold our souls for profit at any price,
slaves that we all are to our greed, can we then expect in
such pestilential ruin of our lives that there is left a single
free and unbribed judge of the things that are great and
last to all eternity? Are we not all corrupted by our pas-
sion for gain? Nay, for such as we are perhaps it is better

2 Cf. Plato, Republic 9.573C.

2 kai dvénra Toup, for karavnra.

3 Spengel, with reason, suspected a lacuna here: the sense
of the missing words would be “but other people’s interests
improper.” 4 <dhoxpmparias> add. Toll.

5 kadékaorov Toll, for kabékaoTov
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to have a master than to be free. Were it given complete
liberty, like released prisoners, as it were, to prey on our
neighbours, greed would swamp the world in a deluge of
evils. In fact,” I said, “what wastes the talents of the pre-
sent generation is the idleness in which all but a few of us
pass our lives, only exerting ourselves or showing any
enterprise for the sake of getting praise or pleasure out of
it, never from the honourable and admirable motive of
doing good to the world.” “It’s best to let this be™ and
pass on to the next question, which is that of the Emo-
tions, a topic on which I previously undertook to write a
separate treatise, for they seem to me to form part of the
general subject of literature and especially of sublimity

[The rest is lost. ]

2 Euripides, Electra 379.
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INTRODUCTION

On Style may well be the earliest post-Aristotelian
treatise on literary theory to survive complete; and even if
itis not, it is an important early source on an exceptionally
wide range of topics. In contrast to the more stimulating
but idiosyncratic Aristotle’s Poetics and Longinus® On the
Sublime, it is not likely to be highly innovative,! but that
in itself makes On Style a particularly useful introduction
and guide to our understanding of the strengths and
weaknesses of classical literary criticism.

The author gives us our most extensive surviving
account of the theory of styles, a particularly popular
framework for critical analysis and judgment, and he does
so in a complex theory of four styles for which we have no
exact parallel. He also gives succinct, clear, and usually
perceptive accounts of standard topics such as sentence
theory and metaphor, and shows a more personal interest

Note. I thank Donald Russell and Rudolf Kassel for their
benevolent and helpful comments on this introduction and the
text respectively.

I'See §179, where Demetrius is “forced” to be original
because no one else has treated the subject before; he also fails
to integrate some of his disparate sources, especially in the ele-
gant style. His strength is in analysis of individual topics and
examples.
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in less usual topics, such as the letter, music, and acting,
and in less usual authors, such as Sophron, Ctesias, and
Demades. Theory is consistently illustrated with typically
brief and well-chosen examples, and in contrast to many
of our other sources, particularly in Latin, there is no bias
towards oratory.

Date and authorship

The author of On Style is conventionally called Deme-
trius. The most famous critic by this name is Demetrius
of Phaleron (ca. 360-280 B.C.), the student of Aristotle
who governed Athens 317-307 B.C. and wrote on a num-
ber of literary and rhetorical subjects,2 and On Style is
mistakenly attributed to him in the superscription of the
tenth-century manuscript P.3 But this attribution is a
later addition, as we can see from the simpler version in
the subscription of the same manuscript, “Demetrius On
Style” (AnumTptov mept épumreias). This will be the
original text. Demetrius is also the form in the few earlier
references to name the author of On Style.# The eventual

2 The fragments are edited by F. Wehrli, Die Schule des Aris-
toteles vol. 4 [Basel 1968]).

3 Anunrpiov Paknpéws mepl épumveias, 6 éoTi mepl Ppd.-
ogews (so also N and H; on the manuscripts see below).
Manuscript attributions are in any case unreliable, as we can see
from P’s misattribution of Aristotle’s Rhetoric to Dionysius and
the similar problem of “Longinus”.

4 Probably first in the fourth to fifth centuries in Syrianus, In
Hermog. comm. 1.99-100 Rabe; then in the sixth century by
Ammonius’ commentary on Aristotle’s De Interpretatione
(Comm. in Arist. Graeca 4.5), p.4 Busse, and Phoebammon,
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identification of a Demetrius with the most famous critic
by that name was probably inevitable (and may well have
ensured the work’s survival), but it has no authority, and
seems in any case inconsistent with the way in which
Demetrius of Phaleron is cited in § 289. We cannot even
be sure that the author was called Demetrius; if so, it was
a common name, and no identification with any specific
Demetrius is possible.

The date of the work is equally uncertain, and contro-
versy continues. For much of this century scholars
favoured a date in the first century A.D. (especially
Roberts and Radermacher), but more recently scholars
have argued for an earlier date; so ca. 270 B.C. (Grube),
second century B.C. (Morpurgo Tagliabue), late second or
early first century B.C. (Chiron), and a reworking in the
first century A.D. of contents reflecting the second or early
first century B.C. (Schenkeveld). I would agree with this
growing consensus that the contents at least do not pre-
clude and may best reflect the second century B.C. Firm
evidence is, however, hard to find since we have no com-
plete texts and only fragmentary knowledge of literary
and rhetorical theory between Aristotle and authors of
the first century B.C.,, a period including Theophrastus’
On Style (mept Néfews) and the development of the
theories of styles, tropes, and figures which we see in the

Proleg. Syll. 377 Rabe. More frequently authorship is vaguely
ascribed to “the ancients”. Grube 53-54 suggests that the report
of Demetrius of Phaleron’s criticism of the long periods of
Isocrates’ followers in Philodemus, Rhet. 1.198 Sudhaus = F 169
Wehrli refers to On Style § 303, but Isocrates is not mentioned
there, and we have similar contexts in other surviving fragments
of Demetrius of Phaleron (cf. F 161-68 Wehrli).
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works of Cicero and his contemporaries.5 Textbooks are
also prone to conservatism, so that early material may not
prove early date, and “updating” revisions® may produce
isolated later references which prove nothing about the
rest of the work.

The latest known persons’ to be named in On Style
are roughly of the first half of the third century B.C.: Prax-
iphanes, Sotades, Demetrius of Phaleron, and Clitarchus
(§§57, 189, 289, and 304), and the references to Deme-
trius and Sotades both suggest a date after their deaths.
Grube stresses the number of quotations from authors
of the fourth and early third century B.Cc., but we may
compare two other texts with an unusual range, the Anti-
atticist and Rutilius Lupus.® Equally striking, and to be

5 Particularly Ad Herennium IV (probably 86-82 B.c.), and
Cicero, especially De Oratore (54 B.C.) and Orator (46 B.C.).

6 A possible example: § 38 Svmep vbv Adywov Svopdlovaw.
On Aéytos see note 22.

" But likely to be somewhat later are Archedemus and Arte-
mon (§§ 34-35, 223), both perhaps second century B.C.; see Chi-
ron, p. xxxiii and J. M. Rist, “Demetrius the Stylist and Artemon
the Compiler,” Phoenix 18 (1964) 2-8. Reference to the Augus-
tan critic Theodorus of Gadara, in § 237, is very doubtful, and
the context suggests a historian, not a critic. Chronological
deductions in general depend also on whether Demetrius cited
contemporaries, as Aristotle did, or followed the usual later prac-
tice of citing earlier authors.

8 Text of the former in Anecdota Graeca 1.77-116 Bekker
(Berlin 1814) and of the latter in Rhetores Latini Minores 3-21
Halm (Leipzig 1863), also ed. E. Brooks (Leiden 1970); Rutilius
based his treatise on figures of speech on the Greek critic Gor-
gias the Younger, who lived in the late first century B.C. and early
first century A.D.
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explained by Demetrius’ Peripatetic sympathies, is the
focus on examples from the circles of Socrates, Plato, and
Aristotle.®

The claim in {179 to be the first to discuss elegant
composition, yAaduvpa ovvfeos, implies ignorance of
the treatment of this topic in Dionysius, De Comp. Verb.
23, written some time after 30 B.C. This fits the absence
of other standard later material. In particular, there is no
mention of a three-style theory in the defence of four
styles against those who allow only two (§§ 36-37);19 and
Demosthenes is virtually restricted to the forceful style in
contrast to his later preeminence as the master of all
styles, a position generally acknowledged by the time of
Cicero (e.g. Orator 23; cf. e.g. DH. Dem. 8). This
partly results from Demetrius’ recognition of indepen-
dent grand and forceful styles and the parallel virtual
restriction of political oratory to the forceful style, but
even there Demosthenes is given no special praise com-
parable to that of Thucydides for the grand style, the
“divine” Sappho for charm, and Aristotle for the letter
(§§ 40, 127, and 230).

Perhaps most tantalising of all is the question of De-
metrius’ relationship to Aristotle and the early Peripatos.
Is it exceptionally close, does it have implications for the

9 Cf. §§ 296-98 with the choice of three philosophical styles
from Aristippus, Xenophon, and Socrates in contrast to Zeno,
Diogenes, and Socrates in Epictetus 3.21.19 and 23.33; and per-
haps the interest in Demades (§§ 282-86, cf. Theophr. F 706
Fortenbaugh).

10 See further below. But conversely the silence about four
styles in Cicero, Dionysius, and others proves nothing, since they
also ignore the (different) four-style theory mentioned in
Philodemus, Rhet. 1.165 Sudhaus. 315
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date, and did Demetrius know Aristotle’s writings direct-
ly, or through intermediaries? A Peripatetic debt is to
some extent inevitable, since the early Peripatos, espe-
cially Aristotle and Theophrastus, was exceptionally influ-
ential in the development of critical theory;l! but it is
striking that the only critics named in On Style are either
Peripatetics (Aristotle, Theophrastus, and Praxiphanes),
or appear in contexts closely linked to Aristotle (Archede-
mus and Artemon). It seems also a sign of special admira-
tion that the Peripatetics head the authors praised for
elegance (§181), while Aristotle himself is supreme at
letter-writing (§ 230), and, if the text is sound, heads the
authors illustrating comic charm (§126). Yet the refer-
ence to the Peripatetics also suggests that Demetrius was
not himself one, and could look back on the early Peri-
patos as an identifiable group with a shared elegance of
style (cf. Cic. Orator 127).

Aristotle’s influence is particularly strong in the discus-
sion of the clause and period (§§1-35), prose rhythm
(§§ 38—43), metaphor (§§ 781f), frigidity (§ 116, where the
text of the Rhetoric even allows us to fill a lacuna), and
clarity (§§ 1911, including the distinction between writ-
ing and oral delivery). But it is not clear that Demetrius
had read Aristotle. None of the four apparently direct
quotations (§§ 11, 34, 38, 116) is verbally exact, and
though the usual practice of quotation from memory and
adaptation to the new context may explain the discrepan-
cies, it is troubling that the quotation in § 38 distorts Ar.
Rhet. 1408b32ff in a way that implies later theory on the

11 E.g. Cic. De Or. 1.43. See F. Solmsen, “The Aristotelian
Tradition in Ancient Rhetoric,” American Journal of Philology 62
(1941) 35-50 and 169-90 (on style especially 43{f and 181ff).
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grandeur of the paean (cf. Cic. Orator 197, a contrast of
the iamb of the plain style with the grander paean, “paean
" autem in amplioribus”).

Demetrius has been accused of a fundamental misun-
derstanding of Aristotle’s theory of the period (§§ 10ff),
but this depends on a doubtful and controversial inter-
pretation of Aristotle. More plausibly, Demetrius may
confuse a detail (see on § 12, a confusion of terminology),
but he rightly interprets Aristotle,12 while also following
later theory. There is agreement on the fundamental
point, that a period is a unit of thought, a structured
whole where thought and form end together. The differ-
ences are that Aristotle confined the period to one or two
clauses (a restriction Demetrius explicitly rejects in § 34),
and favoured periods with antithesis and/or assonance,
typically illustrated from Isocrates. Demetrius first
defines and illustrates the period in accordance with post-
Aristotelian theory (§ 10),13 with focus on the ending and
an example which is from Demosthenes and shows con-

12GSee R. A. Fowler, “Aristotle on the Period,” Classical
Quarterly 32 (1982) 89-99, and D. C. Innes, “Period and Colon:
Theory and Example in Demetrius and Longinus,” Rutgers Uni-
versity Studies in Classical Humanities VI, New Brunswick
(1994). For a contrary view, that for Aristotle it is not the
thought but prose-rhythm that shapes a period, see J.Zehet-
meier, “Die Periodenlehre des Aristoteles,” Philologus 83 (1930)
192-208, 255-84, 414-36, and Schenkeveld, Ch. TI, especially
pp. 281f.

13E.g. Hermogenes 178 Rabe, “A period is an independent
(avroTeNés) shaping of a whole thought in verbal form, succinctly
brought to a conclusion (cvrTépws dmmpTiouévor), and suc-
cinct hyperbata in it shape periods well.”
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spicuous hyperbaton. Only then does he bring in Aristo-
tle (§ 11). Aristotelian influence is then seen particularly
in periods with parallelism of structure (§§ 22ff), in some
of the terminology (e.g. § 12 kareoTpaupmérn) and in the
inclusion of the one-clause period (§17).14 Yet other
vocabulary is post-Aristotelian (e.g. ammpriopuévos, kv-
k\os, meptaywyn), as is the upper limit of four clauses,
and the three types of period (§§ 16 and 19-21).15 So toc
“enthymeme” in §§ 30-33 has the Aristotelian meaning,
but some of the terminology is later, as is the possible
confusion with the epiphoneme in § 109 (we may com-
pare Quint. 8.5.11, where the enthymeme may be used
for decorative purpose, added “epiphonematis modo”).
Demetrius also gives strong personal endorsement in § 15
to a moderate use of periods, a formulation which sug-
gests the Peripatetic mean but is not in Aristotle.

This combination of material from Aristotle modified
by later theory is typical. In §§ 78ff, for example, the the-

ory of metaphor!® shows strong Aristotelian influence

14 A type unimportant in later theory, but cf. Quint. 9.4.124.
with the same criteria of length and rounding, “simplex, cum
sensus unus longiore ambitu circumducitur.” See also Hermo-
genes in the next note.

15 I itself a triad found only here, but compare the looser
style of philosophy and the distinction of periods for history anc
rhetoric in Cic. Orator 62ff. For the number of clauses, cf. Her-
mogenes 180 Rabe, “There are single-clause periods; there are
also two-clause and three-clause periods, formed from <two or>
three clauses, and a four-clause period formed from four clauses
and a clause is a thought brought to a conclusion.” Cic. Orator
221 and Quint. 9.4.125 allow more than four.

16 For a more detailed analysis see Schenkeveld, Ch. IV
D. C. Innes, “Cicero On Tropes,” Rhetorica 6 (1988) 307-25.
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but adds material which is found elsewhere in later the-
~ory, especially on the simile and dead metaphors; and
metaphor from adding a privative adjective (§85) is
unimportant in later theory and so likely to reflect a spe-
cial interest in Aristotle, who provides the example: yet
Demetrius adds the author’s name, Theognis. In similar
minor modifications Aristotle provides the theory and
some but not all the examples in §§ 22ff and 116.

Some of these adaptations may derive from Theo-
phrastus, for example the grandeur of the paean (cf. § 41).
There are four explicit references to him (§§ 41, 114, 173,
and 222). He is also the likely source for the analysis of
wit and charm in the elegant style, and he or other early
Peripatetics for the interest in delivery, and the recurrent
sequences of topics analysed under diction and compo-
sition. 17

The theory of figures and tropes in On Style is less
developed than that found in Ad Herennium and in
Cicero, who dismissively assumes a familiarity with end-
less lists of figures (De Or. 3.200). Some specifically Stoic
influence is likely here, perhaps especially in the figures
in the forceful style, the only style in which Demetrius
distinguishes figures of speech and thought, §§ 263ff).18

Marsh McCall, Ancient Rhetorical Theories of the Simile and
Comparison, Cambridge, Mass. 1969. For an interesting Peri-
patetic fragment of ca. 200 B.C. see Pap. Hamburg 128, discussed
by D.M. Schenkeveld, Zeitschrift fiir Papyrologie und
Epigraphik 97 (1993) 67-80.

17 See F. Solmsen, “Demetrios mept épunreias und sein peri-
patetisches Quellenmaterial,” Hermes 66 (1931) 241-67;
Schenkeveld, pp. 21ff.

18 See Schenkeveld, Chs. V and VI. Given the Stoic praise of
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The Stoics also influence his theory of neologism, the
vocabulary for some terms of grammar in §§ 60, 201, and
214, and possibly the use of aoretos = “good” in § 114
and perapopa mheovalovoa, the definition of the simile
in §80.19 Archedemus (§34) may well be the Stoic
Archedemus, and Chrysippus (280-207 B.C.) may be the
source of the proverbsin § 172. But these Stoic traces are
superficial or in language theory, an area where the Stoics
influenced all later theory. What we have, then, in On
Style is a work showing unusually strong and evident
Peripatetic influence, but an influence often adapted and
supplemented to fit standard later theory. As we shall
see, it is also set into a very different conceptual frame-
work of four styles.

Finally, there is linguistic evidence, an uncertain
guide since we know too little about standard, educated
Hellenistic prose, in particular the beginnings of linguis-
tic Atticism, the conscious imitation of classical Attic
Greek. But in terms of our current state of knowledge
such Atticism is less likely as early as the second century
B.C.; yet some signs of it are to be seen in Demetrius, as in

brevity, Stoic origin may also lie behind the second series of
items on arrangement in §§ 103-5 and 253-58, brevity, aposiope-
sis, and cacophony. But much about Stoic theory of style
remains obscure and controversial: see C. Atherton, “Hand over
Fist: the Failure of Stoic Rhetoric,” Classical Quarterly 38
(1988) 392-427.

190n grammar see Schenkeveld, p. 137 (but Peripatetic
interest in connectives is seen in Theophr. F 683 Fortenbaugh
and Praxiphanes, quoted in §55). For aoreios, cf. e.g. SVF
iii.674 (Chrysippus), and for the definition of the simile, cf. 6pu
mheovalovoa, the Stoic definition of emotion, e.g. SVF iii.130.
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the use of the dual for forms other than 870 and dudw,20
.and the preposition audi?!l in §288. Vocabularly, how-
ever, is in general not decisive, since many forms which
used to be thought “late” have been found to have early
instances or comparable forms (see the valuable lists in
Grube, Appendix I; Schenkeveld, p. 145, n. 1). The most
interesting are the few terms specifically said to be recent
usages, Adywos of grandeur in §38,22 and the group
kako{mhos, kaxo{nhia, and (§239) &nporaxolnhia.
The last is attested only here, and it is tempting to relate it
to the “novum genus cacozeliae” which a hostile contem-
porary attributes to Virgil (Donatus, Vit. Virg. 44), a new
affectation said to be neither swollen nor arid but pro-
duced from ordinary words and so less obvious. There
may then be a few points of language to suggest a date of
composition as late as the early first century B.C.

20 Particularly striking in Demetrius are the examples in
§§36 (two verbs) and 235 (genitives); see Chiron, p.xxiii,
Schenkeveld, p.140. Aristotle has only one dual involving a
verb, Polybius has none, and seems the last to use the genitive
dual. Later use of the dual was a choice artificial revival, to our
knowledge first in the second half of the first century B.C. There
are two examples of 7& xeipe in the scholarly Parthenius, verbs
and genitives seem to occur first in Dionysius, and verbal forms
are rare even in Atticist authors.

21 See Schenkeveld, p. 144. It has disappeared already from
Aristotle, Parthenius has one example, Dionysius about thirty.

22 See E. Orth, Logios, Leipzig, 1926; Grube, p. 150. It is
first securely used meaning “eloquent” in Philo, and linked with
grandeur perhaps first in the period of Plutarch, e.g. Mor. 350c.
But see also note 6.
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Structure

The overall structure of On Style is clear and methodical,
a preliminary account of sentence theory (§§ 1-35), fol-
lowed by analysis of four styles: the grand, elegant, plain,
and forceful (§§ 36-304). In the absence of any formal
introduction or conclusion, these may seem two indepen-
dent accounts, but there are links and cross references
(e.g. §§6 and 121, §§ 7-9 and 241-42), and the first, a
useful preliminary to a topic common to all the styles in
the second part, is too long to fit within any one style: con-
trast, for example, the inclusion of general remarks on
prose rhythm, metaphor, and neologism on their first
occurrence within the grand style (§§ 38 and 781f), clarity
and vividness within the plain style (§§ 191 and 209ff),
and forms of open and oblique rebuke in the forceful
style (§§ 2871f).

Clauses and periods are analysed in an orderly text-
book progression of topics (§§ 1-35).23 The unusually
detailed account of the clause (§§ 1-9) moves from origin
and definition to appropriate use of long and short
clauses, while the period is analysed under definition, ori-
gin and history, length, and subtypes, with remarks inter-
spersed on use. Finally, there are two appendices, revert-
ing to definition (§§ 34-35), just as additional topics tend
to follow the main analysis in the individual styles.

After a preliminary defence of the four-style theory,
Demetrius analyses each of the four styles in turn. Each
ends with a brief discussion of its faulty counterpart, the

23 Cf. e.g. Cic. Orator 174. The sequence of definition and
use is natural and common, cf. §§ 22-29, M. Fuhrmann, Das sys-
tematische Lehrbuch, Gottingen 1960.
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frigid, affected, arid, and unpleasant, and, with the partial
exception of the elegant style, each is analysed under the
same three aspects of diction, composition, and con-
tent.24 This basic structure is seen at its simplest in the
brief accounts of the faulty styles, in the grand style, and,
if we remove the digressions, the plain style (§§ 190-91
and 204-8). In the forceful style the three headings are
covered in §§240-76, but then comes a ragbag of extras:
further figures of speech, Demades, forms of rebuke, and
disapproval of hiatus. The elegant style is more compli-
cated and in part confused by the immediate subdivision
of two types of charm, the gracefully poetic and the wit-
tily comic (§§ 128-31), and—an intrusion from traditional
accounts of wit—analysis under two headings of style and
content (§§132-62, cf. Cic. De Or. 2.248). Aé&us, nor-
mally diction, now includes some topics of arrangement
(and then in §§ 142-45 is confusingly restricted to single
words). At this point the main discussion seems con-
cluded, since appendices follow on the differences
between charm and laughter, appropriate and inappropri-
ate use of gibes (§§ 163-72), and on Theophrastus’ defini-
tion of beautiful words and musical theory (§§ 173-78).25
But then we find elegant arrangement, yhaduvpa ovve-
ais (§§179-85), as if Demetrius had noticed a gap and
wished to complete his usual structure of three aspects.

24 The three headings are traditional, and all appear in the
context of the styles in Ad Herennium 4.8.11 and Cic. Orator 20.
Further use of traditional material appears in the recurrent
series of items found under diction and arrangement, where at
least the opening items show Peripatetic influence (see note 17).

25 This amplifies the reference to beautiful words in §164, a
good example of how appendices would often be footnotes in
modern texts. 193
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This final section apologises for originality, and reintro-
duces the generic term for the style, yhadvpos, which
with one exception (§ 138) had been ousted by xdpts and
cognates. Taken together with the other structural pecu-
liarities, it confirms that Demetrius adopted and modified
an account of xdpts because he had no detailed model
for his elegant style.

The four styles

The early history of the theory of styles, xapakripes, is
obscure and controversial, particularly the contribution of
Theophrastus, but the fundamental criterion is propriety,
70 mpémov: certain subjects fit certain styles, and viola-
tion of this is normally a fault (e.g. § 120). A division into
two styles, grand and plain, is found already in Aristo-
phanes’ Frogs, where Euripides is accused of using an
unsuitably plain style, though “great ideas and thoughts
must father equally great words” (1058-59, avdykm
peydhwr yroudv kol davoidv (oa Kol T4 Pruaro
tikTew). This match of content and form is why the the-
ory of styles regularly gives content an integral place, as in
Cicero, Orator 100, an example of a three-style theory,
the standard number in the Roman period: “the true ora-
tor can express humble subjects in a plain style, elevated
subjects in a weighty style, and intermediate subjects in a
middle style.” The emphasis is however on style, and
Demetrius’ discussion of suitable subject matter is always
brief. Since the choice of style depends on appropriate
context, all the styles are equally valid, and though he
rather scorns the plain style (§ 207), Demetrius expresses
no preference (nor does Ad Herennium 4.8.111f; contrast
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the supremacy of the grand style for the orator in Cic.
Orator 97).
- The analysis of styles has two functions: to evaluate
existing writers and to instruct the future writer. Both are
normally present, though one may predominate. Deme-
trius is primarily prescriptive (he uses many imperatives
and futures), whereas, for example, Dionysius’ Demos-
thenes is analytic. Individual authors may also be classi-
fied under a specific style, as Demetrius may implicitly
classify Thucydides under the grand style, while other
authors such as Homer and Plato will control and mix
more than one style (§ 37; compare Demosthenes” mas-
tery of all three styles in Cic. Orator 26). But these two
functions are difficult to disentangle when past authors
are analysed to provide models for the present.
Demetrius’ formulation of four styles is in itself unusual,
but its nature and use are not essentially different from
the formulations of other critics.26

We can distinguish various strands in the development
of the styles found in Demetrius. The theory of two
styles, grand and plain, remained influential (e.g. Cic.
Brutus 201), and as he almost admits in §§ 36-37, this is
where Demetrius derives his four styles, by subdividing
grand into grand and forceful, and plain into plain and
elegant. He ignores the three-style theory, first securely
attested in Ad Herennium 4.8.11ff and Cicero, De Or.
3.177, 199, 210-12 (cf. Orator 20ff), and it concerns us
here only because this silence is very curious if it was
known to Theophrastus.2” Probably, however, Theo-

26 Contrast the view of Schenkeveld, Ch. I11.
27Cf. D. C. Innes, “Theophrastus and the Theory of Style,”
Rutgers University Studies in Classical Humanities 11, New
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phrastus recognised only one good style (or diction), a
mean between excessive plainness and elaboration, while
defining this mean with vocabulary which was later asso-
ciated with a specifically grand style. This at any rate fits
the few surviving fragments: he recognised three types of
diction, recommending as a mean the type blended from
the other two, he discussed grandeur in diction, 70 uéya
kol oeuvov kat mepurtov (DH. Dem. 3 and Isoc. 3 = F
685 and 691 Fortenbaugh), and he defined frigidity as
what exceeds (70 vmepBailov) the appropriate form of
expression (§ 114), a definition suggesting a single fault of
excess. If so, Theophrastus developed what was in
essence already in Aristotle, who advised appropriate
diction, neither low nor too elaborate, and illustrated
excess diction under 70 Yvxpov (Rhet. 1404b3—4 and
1405b351f).

Another strand in the Demetrian styles is the theory of
qualities or virtues (aperat). To simplify yet another con-
troversial issue,?8 Aristotle’s one good style or diction, a
single virtue blending clarity and distinction, was turned
by Theophrastus into a list of four necessary virtues,
purity, clarity, propriety, and pleasing stylistic elabora-

Brunswick 1985, pp. 251-67; and G. M. A. Grube, “Theophras-
tus as a Literary Critic,” Transactions of the American Philologi-
cal Association 83 (1952) 172-83.

28 See previous note; add D. A. Russell, Criticism in Antig-
uity, London 1981, Ch. IX; S. F. Bonner, The Literary Treatises
of Dionysius of Halicarnassus, Cambridge 1939; and on the later
and more elaborate theory of Hermogenes, Ilepi 1dedv,
C. Wooten, Hermogenes on Types of Style, Chapel Hill 1987
(with translation). This theory of qualities also influenced Longi-
nus’ concept of the sublime.
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tion, “ornatum illud suave et affluens” (Cic. Orator 79).
But later critics added to the list and already by the time
- of Cicero and Dionysius (who notes in Thuc. 22 that oth-
ers had elaborated the theory before him), it is divided
into necessary and additional virtues. The latter no
longer allow a single pack of simultaneously required
qualities, and an author may be strong in one and weak in
another. Distinctions between styles and qualities now
become inevitably blurred, since any style, for example
the grand style, is speech shaped to embody a specific
quality, for example grandeur, and Demetrius, like other
later critics, moves freely between vocabulary of styles
and qualities (e.g. § 240, “forcefulness . . . like all the pre-
vious styles”). But the list of qualities also provides our
closest parallel for the stylistic categories which
Demetrius distinguishes as separate styles, since for
Dionysius the additional virtues form three groups,
grandeur, force, and charm (cf. DH. Imit. 3, Thuc. 22, Ad
Pomp. 3). The plain style can then be seen to use only the
necessary virtues, while the grand, forceful, and elegant
styles show the qualities of grandeur, force, and charm.
The grand style is appropriate for great battles and big
natural phenomena (§75),2% and the examples show a
preference for epic and history, Homer and Thucydides,
figures such as Ajax (e.g. § 48) and set pieces of historical
narrative and description, such as the plague at Athens,
the river Achelous, and the sea battle at Pylos (§§ 39,
45-46, and 65); this is very much Cicero’s view of history
as literature, “et narratur ornate et regio saepe aut pugna
describitur” (Orator 66). Oratory is absent, save for an

29 Cf. Cic. Part. Or. 56, Hermogenes 242-46 Rabe.
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atypical descriptive passage from Antiphon (§53) and a
metaphor from Demosthenes (§ 80), which is cited more
aptly in § 272 for its force. Oratorical grandeur will often
mix force and grandeur, and it would seem that
Demetrius prefers to concentrate on what is basic to the
style. This at least would explain why emotion is in gen-
eral almost excluded. Allegory (§§99-102) evokes awe
and 70 pofepdv, but this aspect,3? usually prominent in
theories of grandeur, is not developed, probably because
of the overlap with the forceful style where the same
examples reappear (§§ 241-43).

The elegant style has a much less satisfactory um‘y as
is clear from the initial division into two types, dignified
charm and comic gibes. Homer’s simile of Artemis and
Lysias’ toothless hag seem to have little in common
(§ 128-29). These are, however, the two extremes, where
charm edges into the grand and forceful styles respec-
tively, and in practice Demetrius moves the main focus to
a more unified area, the elegant wit of a Sappho or
Xenophon. As we have seen, Demetrius probably lacked
any better source and tried to modify an account of wit,
xapts. Thus this section has its own unity and perceptive
comments, and shares a common tradition with Cicero
and Quintilian.3! But though xdpts means both charm

30 In §§57-58 particles are said to evoke emotion as well as
grandeur: this is a digression, and emotion is distinct from
grandeur.

31 Cf. Cic. De Or: 2.216-90, Quint. 6.3. The common source
is probably Theophrastus. Cf. E. Arndt, De ridiculi doctrina
rhetorica, Bonn 1904, M. A. Grant, The Ancient Rhetorical Theo-
ries of the Laughable in the Greek Rhetoricians and Cicero,
Madison, 1924, and especially the commentary on Cicero’s De
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and wit, and both concepts are part of )dov), the pleasur-
| able, in contrast to grandeur and force,32 they do not
- always coincide, and it is charm, not wit, that is suggested
by the subject matter recommended in §§ 132-33, gar-
dens of the nymphs, wedding songs, love, birds, and
spring.

Within Demetrius the elegant style has closest links
with the plain style (note how “small” birds and flowers
contrast great battles in § 76), and classification of it as
part of the plain style, its probable origin (cf. § 36), may
be compared to Cicero, Orator 20, where the plain style
has two subdivisions, the first deliberately like ordinary
speech (cf. Demetrius § 207), but the second “more ele-
gant and witty, even given a brightness and modest orna-
mentation.” Yet when exemplified by the smoothly
euphonious Isocratean type of sentences, elegance may
also both be in polar contrast to forcefulness (§§ 258,
300-301) and combine with grandeur (§29). Since
Demetrius is struggling to express this style, parallels in
other authors are hard to find, but we find a more unified
concept of charm in the later quality of sweetness, yAv-
kUTys, with its beautiful landscapes and themes of love
(Hermogenes 330-39 Rabe), and the importance of
charm as an independent element of style is already clear
in the first century B.C. from its place in the theory of
qualities and from the varying attempts to add it to the
theory of styles, as part of the middle style (Cic. Orator

Oratore, Vol. I11, ed. A. D. Leeman, H. Pinkster, and E. Rabbie,
Heidelberg 1989.

32 As in the theory of qualities. Compare Longinus 34.3,
where Demosthenes lacks both charm and wit.
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69), or as an independent style, yAadvporns (Philode-
mus, Rhet. 1.165 Sudhaus).

The account of the plain style is brief and traditional:
simple subjects, diction, and arrangement. To judge from
the few examples, it fits private speeches and domestic
scenes (as in Lysias) and Socratic dialogues, and we can
compare the similar range of subjects which the plain
style illustrates in Dionysius, Demosthenes 2 and Ad
Herennium 4.10.14 (an incident in a bathhouse, a forensic
narrative, with dialogue), and Ps.Plutarch, Vit. Hom. 72
(the domestic scene of Hector and his son in Hom. Il.
6.466ff). Since he has little to say, Demetrius adds more
general discussions of clarity, vividness, and persuasive-
ness. He is here adapting the virtues of narrative (these
were traditionally clarity, brevity, and persuasiveness, but
some added vividness, Quint. 4.2.63-64), and much is
standard later theory: compare on clarity e.g. Cic. De Or.
3.49 and Quint. 8.2; on vividness Quint. 8.3.61-71; and on
persuasiveness Quint. 4.2.52-60. Demetrius also has the
same two types of vividness which Quintilian recognises,
the use of every detail and good circumstantial detail
(“tota rerum imago,” “etiam ex accidentibus”), but origi-
nality is seen in the examples, where quick allusion to
familiar passages of Homer is followed by a more detailed
excursus on the much less usual figure of the historian
Ctesias (§§ 212-16), including a powerful analysis of the
dramatic tension as a mother is told of her son’s death.

Demetrius concludes the plain style with an example
of a mixed style, the combination of charm and simplicity
suited to the letter. This is our earliest extant analysis of
letter-writing, and perceptively explores the differences
between the letter and dialogue and letters to friends and
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kings, emphasising the importance of character in the let-
ter of friendship, since the letter mirrors the writer’s soul.
In terms of classical prose theory this is a rare extension
beyond the usual limits of history, philosophy, and
oratory. 33

The forceful style fits the expression of strong emotion,
particularly anger and invective,%* and the main source of
examples is oratory, especially Demosthenes and, in an
appendix, Demades (§§282-86). Appendices continue
the focus on accusation but dilute the unity of the style by
including milder forms of oblique and even tactful cen-
sure. In the three-style theory such force falls under the
grand style, and in Ad Herennium 4.8.12 it is an invective
passage which illustrates the grand style. But indepen-
dent concepts of force and grandeur were recognised in
the theory of qualities (see above), and forcefulness
already interested the early Peripatetics, particularly the
distinction between a smooth unemotional epideictic
style and a more vigorous forensic style of oral delivery:
note the Aé€is aywvioTikr) in Ar. Rhet. 1413b3ff, the
recognition of Demosthenes’ boldness (Dem. Phal. F 163
Wehrli), and Tsocrates’ lack of such vigour (Hieronymus F
52 Wehrli).

The faulty styles: each style has a neighbouring faulty

33 But much was probably traditional, if we compare the brief
remarks in e.g. Cic. Ad Fam. 2.4.1, Quint. 9.4.19, Theon, RG
2.115. See H. Koskenniemi, Studien zur Idee und Phraseologic
des griechischen Briefes bis 400 n. Chr, Helsinki 1956; K.
Thraede, Grundziige griechisch-romischer Brieftopik, Munich
1970.

34 But not the softer emotions of pity and lament, cf. §28,
and Russell (ed. 1964) on Longinus 8.2.
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counterpart. This is a familiar theory, e.g. Ad Herennium
4.10.15-11.16 and Longinus 3-5. Yet despite their tradi-
tional nature, Demetrius’ faulty styles are not entirely
convincing. The affected and unpleasant styles seem an
agglomerate of points derived from their correct styles,
and though the frigid and arid styles have more unity,
they complement each other rather than their corre-
sponding correct style. The arid style is a great theme
given trivial language, the frigid style a trivial theme
given rich language (§§ 114, 119, and 237). The arid style
is also not a fault of excess like the other faults—we
should expect something like the excessively plain style of
the bathhouse quarrel in Ad Herennium 4.10.16. It is
then an attractive deduction that there were originally
faults for only the grand and plain styles, and that the
nature of the arid style in Demetrius reflects an earlier
stage when good style was a Peripatetic mean located
between faults of excess and deficiency (vrepBoAr and
é\\eufies), frigidity and aridity. 35

Text and manuscripts

The text is based on Parisinus gr. 1741 (P), a manuscript
of the tenth century which is of great importance for
other texts, including Aristotle’s Poetics.3® Corrections in

35 Compare Aristotle’s ethical theory of peyalofvyia as a
mean between yovvérns and pkpovyia (Eth. Nic. 1125a17-
18), aud see Russell (ed. 1964) on Longinus 3.4. Use of the term
Juxpos may itself suggest Peripatetic influence since the usual
term is the swollen, 70 0ldovv, “tumidus,” “sufflatus.”

6D. Harlfinger, D. Reinsch, “Die Aristotelica des Parisinus
Gr. 1741, Philologus 114 (1970) 28-50.
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a later hand (P2) seem to show in at least some cases
access to a second (lost) 1rnanuscript.37 There are a fur-
ther forty-four manuscripts, some of them fragmentary,38
but virtually all derive from P, and where the reading in P
is not followed, the apparatus criticus reports significant
differences.

For the very beginning, §§ 1-3 wév, two manuscripts
of the fourteenth century, Matritensis 4684 (H) and
Nea glitanus IT E 2 (N), give some readings independent
of P.

Closely resembling P is Marcianus gr. 508 (M), of ca.
1330-1380. Chiron argues that it is independent of P and
cites its readings fully in his apparatus criticus. M offers
various linguistically more “correct” readings (e.g. amo-
katéatnoev and avéuvnoer in §§ 196 and 298 eliminate.
the only two examples in P of the double augment), and it
includes some more accurate and fuller versions of pas-
sages quoted (e.g. §§4, 21, 61, 199, and 250). Most strik-
ingly, it adds one extra lengthy quotation, but, quite inde-
pendently of the question of the relationship of M to P,
this addition seems to derive from a scribal marginal
annotation (see note on § 53). In various places M seems
to aim to improve the faulty text in P (not always success-
fully, e.g. § 287 dramhedoavras <i0€etv>), and 1 suspect
M is ultimately an idiosyncratic descendant of P, 40 gubse-

37 Radermacher, pp. vif.

38 Chiron, p. cviii.

39 For H as copy of N in the text of the Alexander Rhetoric,
see M. Fuhrmann, Untersuchungen zur Textgeschichte der
pseudoaristotelischen Alexander-Rhetorik, Mainz, 1965.

40 This is also the view of H. Girtner and R. Kassel (private
correspondence). For M as a copy of P for the text of Dionysius
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quent to the corrections in P2 (examples of readings
shared with P2: §§ 28, 66, 89, 122, 194, 229, 237, 288, and
291). In the apparatus criticus 1 give some of the more
interesting readings, and I also give it precedence for
readings accepted in the text but conjectured previously
by various scholars. Collations of other manuscripts
might well produce further conjectures or reattribu-
tions. 4!

There is also a thirteenth-century medieval Latin
translation (Lat.) published by Wall in 1937.42 Tt is often
more of a paraphrase, and it omits many passages, in par-
ticular the less usual material (especially all mention of
the fourth style, since it conflicted with the medieval tra-
dition of a theory of three styles; much of the discussion
of wit; and poetic examples). It is close to P, but has a few
“better” readings which may suggest independence (e.g.
§ 194).

Finally, in the indirect tradition, %3 there are some sub-

of Halicarnassus, see G. Aujac, “Recherches sur la tradition du
mwepl ovvféoews de Denys d’Halicarnasse,” Revue d’Histoire des
Textes 4 (1974) 1-44.

41 H. Girtner gives a few examples in “Demetriana Varia,”
Hermes 118 (1990) 213-36. See especially p. 214, n. 6 (on con-
jectures wrongly attributed to Victorius); p. 216, n. 12 for Vati-
canus gr. 1904, of the early fifteenth century and the oldest
known descendant of P; and p. 221, n. 29 for Dresdensis Da 4, of
the earlier fifteenth century.

42 B. V. Wall, A Medieval Latin Version of Demetrius’ De elo-
cutione, Washington 1937.

43 H. Gartner, “Zur byzantinischen Nebeniiberlieferung von
Demetrios, Ilept épunvetas,” Kyklos, Festschrift Rudolf Keydell,
ed. H. G. Beck, A. Kambylis, and P. Moraux, Berlin, 1978.
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stantial quotations in the commentaries on Hermogenes
by Gregory of Corinth (Greg.), Byzantine scholar of ca.
1070-1156. No excerpt is verbally exact, some are para-
phrases, but their common archetype seems a close but
independent relative of P.

SYNOPSIS

1-35: Sentence Structure
1-9: clause (kélon)
1-3: definition of clause
4-8: length and use of clause
9: definition of short clause or phrase (komma)
10-35: period and combinations of clauses
10-11: definition of period
12-15: periodic and unperiodic; origin and use
16-18: length of period: number of clauses
19-21: types of period: historical, dialogue, rhetorical
22-29: periods with symmetrical clauses
22-24: antithesis
25-26: assonance
27-29: their use
31-33: period and enthymeme: the difference
34-35: definition of clause in Aristotle and Archede-
mus

36-304: The Four Styles, xapakTnpes
Each is analysed under subject, diction and composi-
tion (mpdyuara, Néés, ovvbeats), each with its
neighbouring faulty style.
36-37: introductory: the grand, elegant, plain, and
forceful styles

335



INTRODUCTION

38-127: the grand style, peyalompenns

38-74: composition: series I

38—43: rhythm

44: length of clauses

45-47: period

48-49: cacophony

50-52: word order

53-58: connectives and particles

59-67: figures

68—74: hiatus
75-76: subjects: battles; earth and heaven
77-102: diction

77: introduction

78-90: metaphor and simile

91-93: compounds

94-98: neologisms: onomatopoeia and derivatives

99-102: allegory
103-5: composition: series II

103: brevity and repetition

104: oblique construction

105: cacophony
106-11: the epiphoneme (appendix I)
112-13: poetic words in prose (appendix IT)
114-27: the frigid style, Yvxpds

114: definition

115: subjects

116: diction

117-18: composition

119-23: propriety

124-27: appendix on hyperbole

128-89: the elegant style, yAadvpds
128-35: introductory: the types of charm
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128-31: two types
132-35: two sources
136: introduction to the two sources (rémot) of charm
137-55: diction/style
137—41: composition: brevity, word order, figures
142-45: single words: metaphor, compounds,
idiosyncratic words and neologisms
146-55: comparison, change of direction, allegory,
the unexpected, assonance, innuendo
156—62: subjects: proverb, fable, groundless fear, com-
parison, and hyperbole
163-72: comparison of laughter and charm
173-78: beautiful words
176-78: digression on types of word in musical theory
179-85: elegant composition: rhythm, length of
clauses, cacophony
186-89: the affected style, kaxo{nAos
subjects, diction, composition

190-239: the plain style, toxvos
190: subjects
191: diction: no metaphor, compounds or neologisms
192-203: clarity
204-8: composition
209-20: vividness
221-22: persuasiveness
223-35: the letter style (a mixed style): difference from
dialogue, character of writer, brief and unperiodic
composition, subjects, addressee
236-39: the arid style, énpos
subjects, diction, composition; mixture of the arid
and affected
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240-304: the forceful style, dewds
240: subjects
241-T71: composition
241-52: series I: length of clauses, period,
cacophony, word order, frequency of period
253-58: series 11: brevity, cacophony
259-62: digression on forceful wit of the Cynics
263-71: figures (series I): of speech, of thought
272-76: diction
272-74: metaphor and simile
275-76: compounds and matching words
277-301: appendices
277-81: figures (series II)
282-86: forceful wit of Demades
287-95: innuendo
296-98: styles of Aristippus, Xenophon, and
Socrates
299-301: composition: hiatus
302-4: the unpleasant style, dyapts
subjects, composition, diction; link with frigid

style
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IIEPI EPMHNETIAY

(1) “Qomep 7 moimois Saipeitar TOlS UETPOLS,
otov Nuiuérpois M €€auétpors 1) Tots aAhots, oUT™
kol TNV épumreiar TNV Noyikny Oatpel Kal SLakpive
70 kahoUpeva k®ha, raldmep dvomavovra ToOV

3 / AN b ~
L adrd, kai év moANols

\ \

ANéyovTd Te Kal TO Aeyoueva

74 < / \ /7 3 / \ N 3/ \

épots opilovra TOV Noyov, €meEL TOL LAKPOS AV €LT) KO

3/ \ 3 ~ / \ / /

dmepos kal drexvds mriywv Tov Néyovra. (2) Bovke-
~ ~ A\

Tau wévtor ddvowar amaptilew To kOAa TOUTA, TOTE

2 s ‘Exaralds ¢pnow év 4

\ 74 / 2
pev SAnv ddvowav, otov
~ ~ / cce ~ G ~
apxn s toTopias, * Exaraitos Mikioios ade pvlei-

3 /7 \ / ~ 7/ </ (74
Tal T ovvelnmTalr yop Owdvowa TG kdAw Chw O\,

>/

Kai Opdw  oVYKATONYyoUTLw.  €vioTe MEVTOL TO
A}\ e/>\ 3 \ > ~ 8 s 14 8\
KONOV OAMV° UEV OV TUUTEPOLOL OLAVOLOY, EPOS O€
4 e/ < \ ~ \ 3/ </ A\
OAms Olov' ws yap TNS XEPOS 0UTMNS OAOV TLVOS
/ LI 4 %4 4 » / fe 8/ 5 \
mé€PN avTms OAa OAMS* €oTiv, olov OAKTUNOL® Kal

Wﬁxvg6 (tblav yap meprypodmy €xer TOUTWOV TOHV

L \éyovrd te kal Ta \eydueva Finckh: Adyov rd Te rkoro-
Aeydueva PNH.

2 otov om. NH.

3 oAnv P: 6hov NH (totum Lat.).

4 §\ns Hp.c.: 8An PNHa.c.

5 8dkrvhot PN (digiti Lat.): dakrvhos H.
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(1) Just as poetry is organised by metres (such as
half-lines,® hexameters, and the like), so too proseb is
organised and divided by what are called clauses. Clauses
give a sort of rest to both the speaker and what is actually
being said; and they mark out its boundaries at frequent
points, since it would otherwise continue at length with-
out limit and simply run the speaker out of breath. (2) But
the proper function of such clauses is to conclude a
thought. Sometimes a clause is a complete thought, for
example Hecataeus at the beginning of his History:
“Hecataeus of Miletus speaks as follows.” Here a com-
plete clause coincides with a complete thought and both
end together. Sometimes, however, the clause marks off
not a complete thought, but a complete part of one. For
just as the armd is a whole, yet has parts such as fingers
and forearm which are themselves each a whole, since

2 For half-lines cf. § 180, and see note on §5 where a half-
hexameter illustrates short metres.

b More literally “prose expression,” implying formal prose.
Elsewhere “style” most often translates épunveia.

¢ FGrHist 264 Hecataeus, F 1A (cf. § 12).

d Since kélon or clause is literally a limb of the body (cf. Latin
membrum), comparisons from the body are common.

6 mnxvs H: mixets PN (cubiti Lat.).
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~ [y \ / / </ \ * /
'LLGPO)V G/KaO'TOV, Kol ’LSLOV /.LGPT)), ovTw Kot 8LaVOLa§1

\ 74 3/ / > 7/ ) N
TWOS OAMS ovoms peyains e,uwepc)\a,u,@avow oV
/ \ 3 ~ 4 / 3/ \ 3 / e/
LEPY TLVA AUTYS ohNOKkAmpa OvTa Kat avta’ (3) WTTEP
5 ~ 5 ~ ~ 3 /7 -~ 2 o ~ \
v TN apxMm TS Ava,BaO'ewg ™S zevoqﬁ(uw-os‘ TO
~ ce / \ / 3 Vd ~
TotovTov, Aapelov kai HapUO'aTLSOQ HEXPL TOV
¢e / \ ~ 3 E / ~ 7/ /
VEWTEPOS o€ Kvpos,” ovvrereheouevn maoa ddvoud,
3 \ D 3 ~ ~ / / \ 3 ~ ¢ Ve
eoTv: T O €V avTn) KON o0vo LEPT) LEV QUTYS EKATE-
/ 5 8 / 8\ b ¢ / ~ / 3
POV €0TL, OLAVOLO O€ €V €EKOTEPW wAnpovTal TLs,
3/ b4 / [ ce / \ /
(dwov Eyovaa mépas, otov “Aapeiov kat Ilapvodridos
/ AS 334 kY4 / 4 / ¢ /7
YIWOVTOL TOLOES. EXEL yap Twa ONOKAMpLaY ) oLa-
LAY P c 7 1% s 7 /0 \
vola aUTT) ka0 avrny, oTL €y€evovro Aopelw Kol

5 ¢ ’ \ ~
WOoAVTWS TO ETEPOV KWAOV,

IMapvodride matdes. kol
€ 3
Sti “mpeoBurepos wev® CApralépéms, vewrepos Oé
Kipos.” dore 70 uev kdhov, ws ¢nui, Owdvoiav
/ \ / / 3/ </ N / </
mepté€el TIvA TAVTY) TAVTWS, NTOL OANY N Ué€POS OAMS
6\ov.
~ 3, / ~ ~
(4) A€t 0€ oUre mdvy pakpa TOLELY TA KDNa, €mel
3 2\
ToL yiverar duerpos %) ovvbheois ) dvomapakohovln-
3 \ \ ¢ \ < \ < / > 3
TOS" 0VOE yap 1) mowmTiky vmep e€dperpov MAfev, €l
/ 3 / ~ \ 3,
w1 Tov €v ONlyols' yeNotov yap TO METPOV OLETPOV
) \ ~ ~
elvar, Kol KaTal)yovtos ToU ué€Tpov €mhe oo
¢C A /. 5/ 8\7 A ~ ~ ’
nuas wore Npéaro. ovre om' TO uUNKOS TOV KOAWY
~ / 3 / 3,
mpémov Tols \éyols OLa TNV AUETPLOY, OUTE 1) ULKPO-
5 ’ ’ PR 3 ’ \ ’
™S, émel ToL yivour’ av 1 Aeyouévn Enpa ovvbeots,

4

2 ¢ ’ cc e ’ ’ ¢ ’ ’
otov 1) Towdoe 0 Lilos Bpaxvs, 1 TEXVN pakpd, o

1 §wavolas P: Sudvoar NH. 2 77s PN: 7ob H.
3715 P: m9s N: 70 H. 4 8v0 add. M, codd. Xen.
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each of these has its own shape and indeed its own parts,?
s0 too a complete thought, when it is extensive, may sub-
sume within it parts which are themselves whole, (3) as at
the beginning of Xenophon’s Anabasis in the words “Dar-
ius and Parysatis” down to “the younger Cyrus.”b This is a
fully completed thought, yet it contains two clauses, each
is a part of it, and in each part a thought is completed
within its own limits. Take the words “Darius and
‘Parysatis had sons”: the thought that Darius and Parysatis
had sons has its own completeness. In the same way the
.second clause has the complete thought, “the elder was
tArtaxerxes, the younger Cyrus.” So a clause will, I main-
tain, in all cases and circumstances form a thought, either
a complete one or a complete part of a whole one.

(4) You should not produce very long clauses; other-
wise the composition has no limits® and is hard to follow.
‘Even poetry only rarely goes beyond the length of the
hexameter, since it would be absurd if metre had no lim-
its, and by the end of the line we had forgotten when it
began. But if long clauses are out of place in prose
because they have no limit, so too are brief clauses, since
their use would produce what is called arid composition,
as in the words “life is short, art long, opportunity

2 Le. sub-parts, such as fingernails, cf. Quint. 7.10.7. Clauses
may similarly contain sub-clauses or phrases, as in the bipartite
-second clause of the Xenophon example in § 3.

b Xen. Anab. 1.1 (cf. §19).

¢ The Greek is more pointed, since metron/metre means also
limit or measure.

5 kal om. NH. 6 post wev des. NH.

7 &) Victorius: 8¢ P,
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kaepos 6&0s.”1 karakexoppévn yap €owkev m ovvle-
TS KoL KEKEPUATLO WYY, Kal evkaTappdvnTos dud TO
puikpa ovpmovta €xew. (5) yiverar uev olv worte Kol
UOKPOD KONOV Katpss, otov év Tols peyéleow, ws o
\drov ¢not, “70 yap O wav 760 ToTé pev? avros

~ 3>

6 Beds mopevduevor cuumodnyer® kal O'UyKvK}\eL
aX€EOOV yap TO peyéfel Tov kdhov ovvenpTal Kol O
~ \ ~
Adyos. 8o TolTo Kkal <ro>% é€duerpov MpdSY Te
\ ~ / €
dvopdleTar VIO TOU UNKOUS Kl TPETOV NPWTLY, KAl
3 N \ ¢ / 2 / / . /
ovk av v ‘Ourpov ‘TA\idda mpembvrws Tis ypd.-
5 ~ ) 7’ Ve [ cec > Ve
Jeter® Tots "Apythéxov Bpaxéow, oiov “axvuuéry

/ 3 \ ¢ 7 \ / / 3 \ ~
orkvTd\n” kal “Tis ods mapnepe dpévas;” ovde Tols

"Avakpéovros, <ms>0 70 “hép’ UOwp, Pép’ oivov, &

~3

mal + uebvovros yap o pvluos arexvas yépovros, ov

/ </
LAY OLEVOV NPWOS.
~ N \ ’ \ 7 y ¥

(6) Makpod uev 01 kdAov kalpos yivorr' dv moTe

\ ~ ) \ ° 3
dwa TavTa’ yivorro 8 dv mote kal Bpaxéos, otov NToL

/ 4 ~ / 4 4 J— ~ </

KPSV TL MUV NeYovTov, os 0 Eevodar dnow, 67

/ 4
dquKOVTo ol E}\}\nveg émt Tov TmheBéarv moramdv:

/ 3

“ovros O€ MY péyas pev ov, kalos OE7 TN yap

L) 8¢ metpa odpalepr add. M (cf. § 238).

2 7o7é uév codd. Plat.: 76 pév P.

3 mopevéuevov cupmodnyet codd. Plat.: mopevduevos mody-
veu P.
0 add. Radermacher.

palpecev Victorius: scriberet Lat.: ypayer év P.

4
5
6 ®s add. Roberts.
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fleeting.” For the composition here seems chopped up

and minced fine, and it fails to impress because all its
| parts are minute. (5) Occasionally, however, a long clause
is appropriate, for example in elevated passages, such as
Plato’s sentence, “Sometimes God himself helps to escort
and revolve this whole universe on its circling Way.”b The
elevation of the language virtually corresponds to the size
of the clause. That is why the hexameter is called heroic,®
because its length suits heroes. Homer’s Iliad could not
be suitably written in the brief lines of Archilochus, for
example “staff of grief *d or “who stole away your mind?”®
nor in those of Anacreon, for example “bring water, bring
wine, ‘boy.”f That is plainly the rhythm for a drunk old
man, not for a hero in battle.

(6) Sometimes, then, a long clause may be appropriate
for the reasons given, at other times a short one, for
instance when our subject is small, as in Xenophon’s
account of the Greeks” arrival at the river Teleboas, “this
river was not large, it was beautiful however.”8 The short,

2 Hippocr. Aphorism. 1.1. In §238 the quotation continues
with a further clause, which appears here in M but not P.

b P1. Pol. 269c¢. ¢ See on § 42.

d Archil. 185.2 West. The staff is the Spartan staff used for
messages in cipher, and the phrase became proverbial for a mes-
sage of grief, e.g. Plu. Mor. 152¢ (cf. Paroem. Gr. ii.323). It is
half a hexameter, and the other two examples are dimeters: short
clauses or phrases are similarly like half-lines and less than a
trimeter (§§ 1, 205).

¢ Archil. 172.2 West.

fPMG 396 Anacreon 51.1.

g Xen. Anab. 4.4.3 kahds pév, péyas & ov. Here and in
§ 121 Demetrius misquotes, but retains the abruptness.
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~ ~ ~ / \
ULKPOTNTL Kol amokomy) Tov pvluov cvvaveddvn kot
-~ ~ /
M WKPGTNS TOD TOTOUOD KAl XAPLS' €l O€ oUTWS €K-
/ > \ » [{ S \ / \ s > /
Telvas avTo €imev, “ovTos O€ ueyélfel pev Ny ENdTTov
~ ~ 33 ~
7@V TOAGY, kd\ew d¢ VvmepeSdANeTo mwavTas, Tov
TPETOVTOS ATETUYXOVEY AV, Kal €ylyvero O Aeydue-
/ > \ \ / \ </
vos Yuxpos: alla mept YuxpornTOoS eV VOTEPOV
\exTéov.
~ ~ / ~
(7) Tdv Oé wikpdv kKOAwv kav OewdrnTL XpHois
b / \ \ > 3 / \ > /
ot OewdTeEPOY YAp TO €V ONly®w TONV éudawopevov
/
kal oPodpéTepor, 010 kal ol Adkwves [SpaxvAiéyou
\ /
VO OEWSTNTOS® KAl TO UEV EMITATTEW TUVTOUOV KO
/ \ ~ /
Bpaxv, kal was decmérns 6ovAw povoouvAhaBos, TO
8\ < / \ \ \ ’8 / \ \ 1 ¢
€ LKETEVEW Uakpov Kal TO 00Vperfal. <kal yap>" at
Avrat kaf’ “Ounpov kat ywhat ket pvoat vmo LBpa-
~ /
SuTNTOS, TOUTETTLY VIO pakpoloylas, kal ol yépov-
/ \ \ > / /
T€s makpoldyor S Tiv dobBévelar. (8) mapdderypa
\ /
d¢ Bpaxetas ocvvhéoews 10 “Aaxedarpdvior Dil\imme:

/
Awovioios €v KopivbBw.” molv yap Sewdrepor daive-

I katl ydp addidi (kai iam Richards).

2 In §§ 114-27.

b §§ 24142 repeat the same advice and the example in § 8.
For Spartan brevity cf. e.g. Hdt. 3.46.

¢ Strongly iambic, perhaps from comedy (Adesp. 538 Kock).

Later citation as a proverb derives from Demetrius (Paroem. Gr.
ii.606).
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| broken rhythm brings into relief both the smallness of the
river and its charm. If Xenophon had expanded the idea
to say, “this river was in size inferior to most rivers, but in

| beauty it surpassed them all,” he would have failed in pro-

| priety, and would have become what is called the frigid
writer—but frigidity is to be discussed later.?

(7) Short clauses should also be used in forceful
passages,? for there is a greater force and vehemence
when a lot of meaning is packed into a few words. So it is
because of this forcefulness that the Spartans are brief in
speech. Commands too are always terse and brief, and
every master is monosyllabic to his slave,® but supplica-
tion and lament are lengthy. For the Prayers in Homerd

- are represented as wrinkled and Jame in allusion to their
slowness—that is, their length in speech. Old men too
speak at length, because they are weak. (8) Take this
instance of brevity in composition, “The Spartans to
Philip: Dionysius in Corinth.”® These brief words have a

d Hom. I1. 9.502-3:
kal ydp 7€ Aral €lot Awws kovpal peydhowo,
xohal 7€ pvoal Te mapaSNdmés 7 dpHaluw.

Allegorical interpretation of the Prayers refers elsewhere to the
physical appearance of suppliants, not their speech, e.g. Ps. Her-
aclitus, Hom. Alleg. 37. The sequence of examples suggests that
Demetrius intends the aged Phoenix, whose long suppliant
speech in Iliad 9 includes the Prayers passage.

e Cf. §§ 102, 241. It is a stock tag (e.g. Plu. Mor. 511e). The
tyrant Dionysius was expelled in 344 B.c., and his retirement into
private life in Corinth attracted apocryphal detail, such as the
version in § 241 that poverty forced him to become a schoolmas-
ter, cf. Ovid, Ex Pont. 4.3.39-40 (for an alternative motive, the
wish to rule, see e.g. Cic. Ad Att. ix.9).
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¢ N\ </ 4 N\ L4 > N\ ~ 3
Tar pnbev ovTw LBpaxéws, 1) €LTEp AVTO UOKPDS €K-
- </ /7 7/ / N
Telvavtes €lmov, OTL 0 Awovvods moTe uéyas v
€/ €/ ~ /7 b ~ /7
T0pavros GomEp oV Spws vov idtwrevwr otker Kopuv-
k) ~ \ 4 4
Bov. ov yap érL do mONNGY pmbev émmAnée épkel
~ /
dA\a Smyruart, kol pAANSY Twi SddoKOVTL, OVK
> ~ </ > / > 4 ~ /
€kPoBovrTL OVUTWS EKTELWOUEVOV EKAVETOL TOU AOYOU
/ </ \ \ 7/
70 Gupikor kal quOBpov. WO TTEP <)/a,o>1 Ta Onpia
/ A 5/
cvoTpéiavTo €aUTO UAXETAL, TOLLUTY TIS AV €Lm
\
ovoTpodn kol ANoyov kabldmep éomewpapévov mpos
/ ¢ \ 4 / \ \
dewdétnra. (9) m O€ TowvTn Bpaxitys kara TH
’ ’ > ’ 4 » > N7
oOvfeawv képupma ovoudlerar. opilovrar 8 avTo OO,
KOupo €oTiv TO KOAov ENaTTOV, 0LOV TO TPOELPTUE-
\ ce ~
vov, 70 [1€]? “Awovioios év Kopivbw,” kat 70 “yvdbu
7/ 3> \ \ cc e/ ~ 3 \ ~ ~ L4
geavtov, kat 10 €mov Hed, Ta TOV Todav. €oTi
\ \ > \ < 7 \
vap kat amopbleyparikov 1 Bpaxirns kal yrwpolo-
/ \ 4 \ > > / \ /
vikby, kal gopaTepor TO €v ONLyw ToOAANY Sidvoiav
3 ~ / 3 ~ / I4
nhpoitohar, rxalbamep év Tols oméppacw Oévdpwv
</ 7/ > 3 > / / \ 7/ 3
SAwv duvduels € O éxkTelvourd TS TNV Yroduny €v
pokpots, dbaokalia yiveral Tis kal pmropeia AvTl
4
YVOUTS.
~ / I
(10) Tov pévror kOAwv Kal KOUUAITOV TOLOVTWV
/ \ 3/ /7 [ /
ovvtillepévor mpos aAA\nha ovvioTavTar ai mepiodot
> / L4 \
ovopalbpevar. €oTw yap m mwEPLodOs TVOTNUA €K
/7 N 4 3 /7 \ \ 4
KOAWV 1) KOUUATWV €VKATATTPOG®S TPOS TNV Oud-

\ 4 4 > 14 e
voLaY TNV VTOKELLEVV ATTNPTLOUEVOY, OLOV  WANLOTA

1 yap add. Markland.
2 7¢ del. Hahne.
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ON STYLE 8-10

much more forceful impact than if the Spartans had
expanded the sentence at great length to say “Although
once a mighty tyrant like yourself, Dionysius now lives in
Corinth as an ordinary citizen.” This lengthened version
no longer seems a rebuke but a piece of narrative, and it
suggests a wish to instruct rather than intimidate. With
this expansion the passion and vehemence of the words
are dissipated, and just as a wild beast gathers itself
together for an attack, speech should similarly gather
itself together as if in a coil to increase its force. (9) Such
brevity in composition is called a phrase.? A phrase is gen-
erally defined as “what is less than a clause,” for example
the words already quoted, “Dionysius in Corinth,” and
the sayings of the sages, “know yourself” and “follow
God.”P For brevity characterises proverbs and maxims;
and the compression of a lot of meaning into a small space
shows more skill, just as seeds contain the potential for
whole trees. Expand a maxim at great length and it
becomes a piece of instruction or rhetoric.

(10) From the combination of such clauses and
phrases are formed what are called periods. The period is
a combination of clauses and phrases arranged to con-
clude the underlying thought with a well-turned ending.
For example: “Chiefly because I thought it was in the

2 Literally a cut segment or chip (cf. Latin incisum), the
komma or phrase is a short clause, independent, as here, or part

of a complex (§ 10). On its length see note on § 5.
bcft. e.g. Cic. De Fin. 3.73, Paroem. Gr. ii.19 and 40.
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\ </ ~ / / ~ / /

uev elveka Tov voutlew ovupépew 1) mONEL NEAD-

A ~ 4 ~

glor 7oV viuov, €ito kal ToU madOS €Lveka TOD

\ 2 )

XaBpiov, @poéynoa ToUTOLS, WS AV OLOS TE @, CUV-
~ ~ 4 3

€peELY”r alTn yap 1) TEPLodos €k TPLOY KOAwy ovoa
\ 4 \ \ 7

Kaumiy Té Twa Kol CVoTPodMY €XEL KATA TO TENOS.
/ \ \ / </

(11) "AptororéAns de opilerar Ty mepiodor ovTws,

cc Ve / > / 3 \ 3/ \ / 3

mepiodss éoTi Né€ws apxmy €xovoa kal TehevTny,

/ ~ \ / ¢ / 3> \ \ <

o kakds kal TPETOVTWS O0pLodmeros: evldvs yop o

\ / / > / </ 3 / \

Ty meptodov Néywv éudaiver, v MpkTal moler kot

12 e b4 4 4
ETTELYETAL €LS TL TENOS, WTTEP

\
ATOTENEUTTTEL TTOL KO
(4 ~ > V4 N\ \ > V4 V4
ol dpouels apelévres: kal yop éxetvwv ovreudatve-

~ ~ ~ V4 3/
TAL TN QPXT) TOU dpduov 70 Téhos. évllev kat mepi-
/ ~ ~ ~ ~
0dos avoudoln, amewaocleioa Tals 000ls Tals
/ \
KUKNOELOETL KOl WeprSEU,uévaLg. kol kabBShov? ovdev
[4 V4 V4 b \ \ V4 b ~ V4
7 TEPLodss ot AN mowa ovvleais. e youv Avbein
~ \ V4 \
aUTNS TO TeEpLwOevuévor kal ueracvrteleln, Ta ey
V4 V4 \ V4 EY4
TPAYUATA UEVEL TA AUTA, wepioSog d¢ ovk €oTad,
[ \ V4 ~
otov €l v TPoeLpNuérny Tis Tov AnpocBévovs mept-
Ve / <« /7 ¢ ~
odov avacTpélias elmor ©dé Tws, TUVEPD TOUTOLS,
- b74 > ~ /7
o dvdpes ‘Abnvalor ¢ilos ydp pot éorww o vios
/ \ \ ~ o
XaBpiov, molv o€ paAAov TOUTOV 7 TS, 7 oUveL-
~ V4 V4 > 3 > \ b74 > ~ (4 V4

mew pe dikady éoTw.” ov vap €Tt ov8a,uov 7 TEPL-

¢ /
0005 €vplokeTaL.

L amorehevmioe. mor kal H. Stephanus: dmoreevriioat
motel kat P.

2 kai kaléhov Radermacher: kafé\ov P.
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ON STYLE 10-11

interest of the state for the law to be repealed, but also for
.the sake of Chabrias’ boy, I have agreed to speak to the
best of my ability in their support.” This three-clause
period has a sort of backward bend and compactness at
the end. (11) Aristotle gives this definition of the period,
“a period is a portion of speech that has a beginning and
an end.”P His definition is excellent and apt. For the very
use of the word “period” implies that it has had a begin-
ning at one point, will end at another, and is speeding
towards a definite goal, like runners sprinting from the
starting place. For at the very beginning of their race the
end of the course is already before their eyes.© Hence the
name “period,” an image drawn from paths which go
round and are in a circle. In general terms, a period is
nothing more nor less than a particular arrangement of
words. If its circular form should be destroyed and the
arrangement changed, the subject matter remains the
same, but there will be no period. Suppose, for example,
you were to invert the period I have quoted from Demos-
thenes to say something like this, “T will speak in their
support, men of Athens. For Chabrias’ son is dear to ine,
and much more so is the state, whose cause it is right for
me to support.”d No longer is there any trace of the

period.

2 Dem. Lept. 1 (cf. §§ 11, 20, 245).
b Ar. Rhet. 1409a35-b1.
¢ Demetrius intends the diaulos, the two-lap race where the

runner ran back along the same or parallel track to the starting
point. The period is literally a path which goes round (cf. Latin
ambitus, circuitus), and so at its end returns us to its beginning,
just as the period bends back on itself by hyperbaton or the com-
pletion of some pattern such as antithesis. d Cf. § 10.
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~ ¢/ a ¢ / ¢ \
(12) Téveois 8 avrhs 10e TS EPUNELAS ) HEV
? ¢ \ 4
dvopdlerar kateaTpauuévy, otov N KoTA TEPLGOOVS
S, ~ / ¢ ~ \
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</ \ \ /
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> N\ ~ 3 / 3 3/ ¢ ¢ 14
eloly ovvexdr ovdév TL élattov mmep M Ounpov
/ s € / ¢ / 8 / ¢ /
moinois O éfauérpwr m O€ Tis Onpnuévn Epunreia
~ ~ 3 / /
kal€lTar, 1) €ls kdAa NeAvuévn ov udla allnhois
ocurmptuéva, ws N Ekatalov kal Ta TAELOTO TOV
¢ / \ (74 ¢ bl / ~ /
Hpodérov kat SAws M dpxaie maca. mwopdderyua
avrfs, “‘Braralos Mikfjoios ®Oe uvbeitar 7dde
[ ~ \ ¢
ypapw, is pot dokel aAnbBéa elvar ot yap EXNqrov
~ \
Aéyor molNol Te kal yehotoi, ws €uol datvovrad,
> / 3 </ \ / 3 ;) 3 /7 \
ELTIV. QOTEP YAP OETWPEVUEVOLS €m akAniols Ta
KOAa €OLKeV Kal €TEPPLUUEVOLS Kal OUK EXOVT LY OUV-
deowy ovd’ avrépewow, ovde Lonbovvra darA)Aois
4 S ~ / S/ ~ \ \
womep €v Tals meptédois. (13) €otke yoUv Td eV
\ ~ ~ / ~ > / \
mepLodika kAo Tots Aifois Tols dvTepeldovat Tas
~ / \ / \ \ ~
mepLpepels oTéyas kal ouvvéxovat, Ta 0€ TNS OLale-
/
ANvuévns épumvelas Siepprupmévors mAnoiov Aibois
/ \ > / \ \ /
uévov kal ov ovykewuévors. (14) o kal mepre€eoué-
L4 Y
vov €x€L TL 1) EpUMNVELD 1) TPLY KAl EVOTANES, MOTEP
\ \ ~ ®

kKal To apyata dydluara, ov Téxvn €66ker 1 ovo-
\ \ ~ ~

TONY) Kal loxvém)s, 1 O€ TOV peTd TavTo €punvelo

~ 8/ s/ S/ S/ L4 / \
TOLS q)€L Lov EP}/OLS‘ 7)8’)’) €EOLKEV EXO‘UO'a TL KOU ILLG')/G,-

1 pmropeidv Weil: pnréw P.

2 The source is Aristotle (see Rhet. 1409a26ff), but the term
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ON STYLE 12-14

(12) The origin of the period is as follows. There are
+ two types of style. The first is called the compact style,?
namely that which consists of periods, as in the rhetorical
displays of Isocrates, Gorgias, and Alcidamas,> where
period succeeds period no less regularly than the hexam-
eters in Homer’s poetry. The second style is called the
disjointed style, since it is divided into clauses which are
not closely attached to each other, as in Hecataeus,
Herodotus for the most part, and the older writers in gen-
eral. Here is an example: “Hecataeus of Miletus speaks as
follows. I write these things as they seem to me to be
true. For the stories told by the Greeks are, as it appears
to me, many and absurd.”® Here the clauses seem thrown
one on top of the other in a heap without the connections
or buttressing or mutual support which we find in peri-
ods. (13) The clauses in the periodic style may in fact be
compared to the stones which support and hold together
the roof which encircles them, and the clauses of the dis-
jointed style to stones which are simply thrown about
near one another and not built into a structure.d (14) So
the older style has something of the sharp, clean linés of
early statues,® where the skill was thought to lie in their
succinctness and spareness, and the style of those who
followed is like the works of Phidias, since it already to

for the nonperiodic style, the “disjointed,” seems a confused
memory of Rhet. 1409b32 where it refers to the nonantithetical
form of period.

b For Alcidamas, pupil of Gorgias, cf. § 116.

¢ FGrHist 264 Hecataeus F 1A (cf. § 2).

4 A traditional comparison, cf. DH. CV 22.

¢ For comparisons to the parallel development of style and

sculpture, cf. DH. Isoc. 3, Quint. 12.10.7-9.
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~ </ 4 \ N Y
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Vd z
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O’ Vmép Térrapa oUKET’ Av évTOS €ln) TEPLOOLKTS TUM-
Ve / \ \ e Ve \
perpias. (17) yivovrar 0€ kai Tpikwhoi Twes' kol
4 / [A) -~ < ~ / </
povékwhot €, 4s KaNovow am\as mEPLOOOVS. OTAV
\ \ ~ ~ / 3,
VAP TO KOOV UMNKOS TE €xN KOL KAUTNY KOTA TO
/A / / A / 8 / 6 4 4
T€NOS, TOTE pOVOkwAos meplodos yiverar, kalamep 1)

cee

Towdde, ~ HpodéTov ‘Alwkapracios ioropins dmd-

deis 1j0€” kal mdhw, ‘7 yap ocadns Gpdots TONU

~ / ~ ~ /
bas Tapéxerar Tals TGOV akovovTwy dwavoiows.” U
3 ~ / ’ 4 4 ~ Ve \ 4 \
audoty wevroL cuviaTATAL 1) ATAY) TEPLOOOS, KAL VTTO
~ 4 \ < \ ~ ~ ~
TOU UMKOVUS KOL VO TNS KAUTNS TNS TEPL TO TENOS,
4 \ \ / 3 / ~
vo O€ Harépov 000€é mote. (18) év 8¢ Tals cuvbérows
/ \ ~ ~
TEPLOOOLS TO TENEUTATOV KONOV WUAKPOTEPOV XPT)
3 \ 24 / \ \ b4
€LVOL, KOL WOTEP TEPLEXOV KoL TEPLELANDOS TANAa.

oUT® Yap UEYANOTPETNS E0TAL KAl TEUVT) TEPLOOOS,
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ON STYLE 15-18

-some degree unites grandeur and finish. (15) My own
personal view is that speech should neither, like that of
Gorgias, consist wholly of a series of periods, nor be
wholly disconnected like the older style, but should
rather combine the two methods. It will then be simulta-
neously elaborate and simple, and draw charm from the
‘presence of both, being neither too ordinary nor too arti-
ficial. Those who crowd periods together are as light-
headed as those who are drunk, and their listeners are
nauseated by the implausibility; and sometimes they even
foresee and, loudly declaiming, shout out in advance the
endings of the periods.

(16) The smaller periods consist of two clauses, the
largest of four. Anything beyond four would transgress

.the boundaries for a period. (17) There are also periods
of three clauses, and others of one clause, which are
called simple periods. Any clause which has length and
also bends back at the end forms the one-clause period, as
in this example, “The History of Herodotus of Halicarnas-

-sus is here set out,”® and again “Clear expression sheds
much light on the listeners’ thoughts.”b For the simple
period these are the two essentials, the length of the

_clause and the bending back at the end. In the absence of
either there is no period. (18) In compound periods the
last clause should be longer than the rest, and should as it
were contain and envelop them all. This is how a period

S Hdt. 1.1 (cf. § 44).
b Author unknown. The “bend” is probably the completion of

the antithesis of word and thought provided by the first and last
word-groups.

1 8¢ Schneider: ¢ P.
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5 \ \ \ / ~ 5 8\ /
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/7 ¢ \ / \ 3y / 8 \ \
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3, \ \ ~
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4 / ? ¢ V4 (44 7/ \ /
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/ 3 Vd ~ ce / \ ~ 3
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4 / / \ 5 ~ V4 3/ 5 ~
egpou,q VAP TLVL KOL aaqﬁa)\a Korra)vr)fa EOLKEV QUTYS
[4 3 / ~ \ ¢ ~ /
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\ /
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~ ¢ ~ [ ~ ce ¢ ~
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/ ~ /7 /7 \ / )
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\ ~ N\ ¢/ ~ /7 ¢ /
Kal TOD ToLdOS €lveka Tov XafBptov, wpmoAdynoa
/ N ® o) ~
TOUTOLS, WS AV 0l6S T€ @, OUVepELlr.” OXedOV Yap
3 \ > ”~ 3 ~ [4 Vd
evfVs éx TS ApXNS 1) TEPLOOOS 1) TOLAOE TUVETTPAU -
/ 3/ \ > ~ [/4 b N > /7 5
(LEVOV TL €XEL Kal €UPaivov OTL OVK AV aﬂ'o)\nfaev €LS
”~ Ve 3,
amhovr Téhos. (21) 8La7\0'yu<7\; O¢ éoTi mEPLOdOS M) ETL
~ / ~
<pdMov>! dveluévrny kal dmhovorépa Ths ioTOpL-
~ 2 \ / > /7 174 V4 8/ >
K7S,” KoL MONs €éudaivovoa, OTL TEPLOOGS €OTLY,
¢/ [4 /7 ce \ ”~
bomep 1) Towdde, “karéBny xbOés eis [rov]d Mepoud”™
1 paArov add. Goeller.

2 {oTopukis Victorius: pnropikijs P.
3 7ov add. P: om. M Plat. codd.
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ON STYLE 18-21

will be imposing and impressive, if it ends on an impos-
ing, long clause; otherwise it will break off abruptly and
seem to limp. Here is an example: “For it is not to speak
nobly that is noble, but after speaking to perform what
has been spoken.”

(19) There are three kinds of period, the historical, the
dialogue, and the rhetorical. The historical period should
be neither too carefully rounded nor too loose, but
between the two, in such a way that it is not thought
rhetorical and unconvincing because of its rounding, but
has the dignity and aptness for history from its simplicity,
as in the period “Darius and Parysatis” down to “the
younger Cyrus.”b Its closing words resemble a firm and
securely based ending. (20) The form of the rhetorical
period is compact and circular; and it needs a well-
rounded mouth and hand gestures to follow each move-
ment of the rhythm. For example: “Chiefly because I
thought it was in the interest of the state for the law to be
repealed, but also for the sake of Chabrias™ boy, I have
agreed to speak to the best of my ability in their
support.“¢ Almost right from the very beginning such a
period has compactness, and shows that it will not stop on
a simple ending. (21) The dialogue period is one which is
still looser and simpler than the historical period, and
scarcely shows that it is a period. For instance: “T went
down yesterday to Piraeus” as far as the words “since they

a Author unknown.
b Xen. Anab. 1.1 (cf. § 3).
¢ Dem. Lept. 1 (cf. §§ 10-11, 245).
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N [Y4 & \ ¢/ [Y4 s </ ¢
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avramédoots. (24) €oTi O kDA, & w1 avTikeipeva

lérépw edd.: éxatépw P.
2 évvonfeiuer Spengel: évvonfauev P.

3 mheboar . . . weleboaw codd. Isoc.
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ON STYLE 21-24

were now celebrating it for the first time.” The clauses
are flung one on top of the other, as in the disjointed style,
and when we reach the end we can hardly realise that the
words formed a period. For the dialogue period should
be a form of writing midway between the disconnected
and the compact style, compounded of both and resem-
bling both. This concludes my account of the different
kinds of period.

(22) Periods are also formed from antithetical clauses.
The antithesis may lie in the content, for example “sailing
across the mainland and marching across the sea,”P or it
may be twofold, in content and language, as in this same
period. (23) There are also clauses which have only ver-
bal antithesis, as in the comparison drawn between Hera-
cles and Helen, “The man’s life he created for labours and
dangers, the woman’s beauty he formed for admiration
and strife.”¢ Here article is in antithesis to article, connec-
tive to connective, like to like, everything in parallel,
“formed” to “created,” “admiration” to “labours,” and
“strife” to “dangers.” There is correspondence through-
out of each detail, like with like. (24) There are some

2 Pl. Rep. 327a (cf. §§205-6): karéBnv xbOes eis Mepara
pera Thavkwvos tov "Aplorwvos mpooevEduevos e 1) Oed
kal dua Ty éoprny Pouhduevos fedoaolar Tiva Tpbmov
TOTOoVOW dTe VOV TPHOTOV GYOVTES. The last three verbs all
take the same object, returning us to the festival (all underlined).

b Isoc. Panegyr. 89. Xerxes bridges the Hellespont and digs a
canal through Mount Athos.

¢ Isoc. Helen 17.

4 700 scripsi, cum codd. Isoc.: 7@ P.
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L pepiumuévos Muretus: wepryuévos P.

2 Yrou Lockwood: 87 P.

3 7¢ M, Thuc.: 7o (sic) P. 4 radra P: corr, edd.

5 dmrofavévra Orth (cf. § 211): favdvra P: omittitur apud Ar.
Rhet. 1410a34-35.
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ON STYLE 24-26

clauses which are not really antithetical but suggest an
antithesis because of the antithetical form in which they
are written, like the playful joke in the poet Epicharmus,
“at one time I was among them, at another time with
them.”® The same idea is repeated, and there is no con-
trast. But the stylistic manner, with its imitation of an
antithesis, suggests an intent to deceive. Epicharmus
probably used the antithesis to raise a laugh, and also to
mock the rhetoricians.

(25) There are also clauses with assonance. The asso-
nance is either at the beginning, for example “giving gifts
could win them, making pleas could move them,”? or at
the end, as in the opening passage of the Panegyric: “1
have often wondered at those who convened the assem-
blies and instituted the athletic contests.”® Another form
of assonance is the isocolon, which is when the clauses
have an equal number of syllables, as in this sentence of
Thucydides: “since neither do those who are questioned
disown the deed, nor do those who are concerned to
know censure it.”d This then is isocolon. (26) Homoeote-
leuton is when clauses end similarly, either with the same
word, as in the sentence, “you are the man who when he
was alive spoke to his discredit, and now that he is dead
write to his discredit,”® or with the same syllable, as in the
passage I have already quoted from Isocrates’ Panegyric.

2 Epicharmus 147 Kaibel, an unusual example, deriving from
Ar. Rhet. 1410b3-5. Aristotle strongly influences both theory
and examples in §§ 22-26.

b Hom. I1. 9.526, with assonance of -rétoi.

¢ Isoc. Panegyr: 1, with assonance of -ontén/-anton.

dTh.1.5.2.
e Author unknown (cf. § 211, Ar. Rhet. 1410a34-35).
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Lés é8ea P2in mg.: om. PL.
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ON STYLE 27-29

(27) The use of such clauses is full of risk. They do not
suit the forceful speaker, since their studied artifice dissi-
pates the force. Theopompus proves our point in his
invective against the friends of Philip when he says,
“men-slayers by nature, they were men-harlots in
behaviour; they were called companions but were
concubines.” The assonance and antithesis of the clauses
dissipate the force by their artificiality. For anger needs
no artifice; in such invectives what is said should be, in a
way, spontaneous and simple. (28) Such clauses are of no
use for force, as I have shown, nor yet for the expression
of emotion or character. For emotion is properly simple
and unforced, and the same is true of character. In Aris-
totle’s dialogue On Justice, for instance, a speaker weeps
for the city of Athens. If he were to say, “what city had
they taken from their enemies as great as their own city
which they had lost,” he would have spoken with emo-
tion and grief; but if he creates assonance, “what city from
their enemies had they taken as great as their own city
which they had forsaken,” he will certainly not evoke
emotion or pity, but rather the so-called “tears of
laughter.”® For artificiality of this kind in emotional con-
texts is no better than the proverbial “fun at a funeral.”
(29) Assonance is however sometimes useful, as in the
following passage of Aristotle: “I went from Athens to

2 FGrHist 185 Theopompus F 995(c) (cf. §§ 247, 250).

b Ar. fr. 82 Rose. . .
¢ Xen. Hell. 7.2.9. Demetrius’ glossing proverb is otherwise

unknown.
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175 érepov uéya P: corr. edd. 2 8¢ Solmsen: yap P.

3 ouvepyol av Goeller: ouvepyoter P, 43 add. Finckh.
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ON STYLE 29-32

Stagira because of the great king, and from Stagira to
Athens because of the great storm.”a If you take away the
second “great,” you will at the same time take away the
charm. Such clauses may also contribute towards an
imposing grandeur, like the many antitheses of Gorgias
and Isocrates. This concludes my discussion of asso-
nance. 7

(30) The enthymeme differs from the period. The lat-
ter is a rounded structure (hence its name in fact), the for-
mer has its meaning and constitution in the thought. The
period circumscribes the enthymeme in the same way as
any other subject matter, the enthymeme is a thought,
expressed either controversially or in the form of a logical
consequence.b (31) In proof of this, if you were to break
up the verbal structure of the enthymeme, you have got
rid of the period but the enthymeme remains intact. Sup-
pose, for instance, the following enthymeme in Demos-
thenes were broken up: “Just as you would not have made
this proposal if any of them had been convicted, so if you
are convicted now, no one will make it in future.” Let it
be broken up: “Show no leniency to those who make ille-
gal proposals; for if they were regularly checked, the
defendant would not be making these proposals now, nor
will anyone make them in future if he is convicted now.”
Here the rounded form of the period has been destroyed,
but the enthymeme remains where it was. (32) In gen-
eral, the enthymeme is a rhetorical syllogism, while the

2 Ar. fr. 669 Rose = 14 Plezia (cf. § 154).
b For the two types of syllogism, refutation of an opponent

and demonstration of a point off agreed premisses, see Ar. Rhet.
1396b23ff. The terminology is later, e.g. Quint. 5.10.2, RG 1.285
Sp-H. ¢ Dem. Aristocr. 99 (cf. § 248).
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I Néyouev P: corr. edd.
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period is not a form of reasoning but purely a combina-
tion of words. Moreover, we use periods in every part of a
speech, for example in introductions, but we do not use
enthymemes everywhere. The enthymeme is, as it were,
added to the verbal form, the period is exclusively verbal.
The former is a sort of imperfect syllogism, the latter is no
syllogism at all, perfect or imperfect. (33) Sometimes the
enthymeme has the accidental property of periodicity,
because its construction is periodic, but it is not a period,
just as a building, if it is white, has the accidental property
of whiteness, but a building is not by definition white.
This concludes my account of the difference between the
enthymeme and the period.

(34) This is Aristotle’s definition of the clause, “a
clause is one of the two parts of a period.” He then adds,
“a period may also be simple.”® The reference in his
definition to “one of the two parts” makes it clear that he
preferred the period to have two clauses. Archedemus
combines Aristotle’s definition and its supplement, and
produces his own clearer and fuller definition, “a clause is
either a simple period or part of a compound period.”P
(35) The simple period has already been described. In
saying that a clause may be part of a compound period, he
seems to limit the period not to two clauses but to three
or more. We have now set out the limits of the period; let

us now describe the types of style.

a Ar. Rhet. 1409b16-17 (but his term for simple is aderrs).
b Unknown, often identified with the second-century Stoic
Archedemus of Tarsus (see SVF iii. Archedemus 7) or the

rhetorician Archedemus of Quint. 3.6.31-33.
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ON STYLE 36-38

(36) There are four simple styles, the plain, the grand,
the elegant, and the forceful. In addition there are their
various combinations, though not every style can combine
with every other. The elegant combines with the plain
and the grand, and the forceful similarly with both. Only
the grand and the plain cannot combine, but the pair
stand, as it were, in polar opposition and conflict. For this
reason some writers maintain that only these two styles
exist, and the other two are subsumed within them; and
instead they assimilate the elegant to the plain, and the
forceful to the grand, as though the first contained some-
thing slight and refined, the second something massive
and imposing. (37) Such a theory is absurd. We can see
for ourselves that, with the exception I have mentioned of
the two polar opposites, any style may combine with any
other. In the poetry of Homer, for example, as well as in
the prose of Plato, Xenophon, Herodotus, and many
other authors, considerable grandeur is combined with
considerable forcefulness and charm. Consequently the
number of the styles is as I have already indicated. The
form of expression appropriate to each will be as follows.

(38) I shall begin with grandeur, which men today
identify with true eloquence. Grandeur has three
aspects, thought, diction, and composition in the appro-
priate way. According to Aristotle® composition. v'w.th
paeans is grand. There are two kinds of paean, the 1n1t.1a1
paean, beginning with a long syllable and ending with
three shorts (e.g. érxato de, “it originated”b), and the final

2 Cf. Ar. Rhet. 1408b32ff. bTh.2.48.1.

1815 Victorius: 8¢ 6 P.
2 elpmpuévov Victorius: opopévor F.
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ON STYLE 38-41

paean, the converse of the other, beginning with three
“shorts and ending with one long (e.g. Arabid). (39) In the
grand style the clauses should begin with an initial paean
and be followed by a final paean, as in this passage of
Thucydides, érxato de to kakon ex Aithiopids (“Ethiopia
was where the evil originated”2). Why then did Aristotle
give this advice? It was because the opening and begin-
ning of a clause should be instantly impressive, and so
should its close; and this will result if we begin with a long
syllable and end with a long syllable. For a long syllable
has in its very nature something grand, and its use at the
beginning is immediately striking, while as a conclusion it
leaves the listener with a sense of grandeur. Certainly we
all uniquely remember and are stirred by words which
come first and last, while those in the middle have less
impact, as though they were obscured or hidden among
the others. (40) This is clearly seen in the case of Thucy-
dides, whose verbal dignity is in every instance almost
entirely due to the long syllables in his rhythms. While he
has the full range of grandeur, it is perhaps this power of
organisation which alone or chiefly secures his greatest
grandeur.

(41) We must, however, bear in mind that even if we
cannot position the two paeans with precision at either
end of each clause, we can at least make the composition
roughly paeonic, by beginning and ending with long sylla-
bles. This seems to be what Aristotle recommends,? and
it was only to be precise that he went into technical detail

aTh. 2.48.1; “the evil” is the plague of 430 B.C.
b Cf. Ar. Rhet. 1408b31.

176 M:om. P.
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TQy ¥ /
@0 av mws AapSdvoiro.
(44) Tlowel 8¢ kai Ta pnkm TV kdlwv uéyebos,
otov “Bovkvdidns ‘Abfnraios Evvéypaie Tov moNepov
L rapakdBwuéy Tou iam Victorius: maparaBdv P (Aa supra
versum scripto).
2 lacunam mihi iam statuenti prop. Kassel <ei 8¢ o mdvrov
paxpav (vel pakpas) éxe,> (cf. § 117).
3 elipvluos edd.: Evpvfuos P.
4 gpvfuos Victorius: dvdpvfuos P.
5 &xer Radermacher: éxet P.
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ON STYLE 41-44

on the two sorts of paean. On the same principle Theo-
- phrastus? illustrated grandeur with the following clause,
ton men peri ta médenos axia philosophountén (“those
who are philosophers about what is worthless.”? It is not
formed from paeans with any precision, yet it is roughly
paeonic. Let us then adopt the paean in prose, since it is
a mix of long and short, and so safer, deriving grandeur
from the long syllable and suitability for prose from the
shorts. (42) As for the other rhythms, the heroic is solemn
and not suitable for prose. It is too sonorous, nor is it
even a good rhythm but it has no rhythm <. .. > ¢as in the
following words, hékén hémén eis tén chérdn (“arriving
inside our land”).d Here the accumulation of long sylla-
bles goes beyond the limits of prose. (43) The iamb by |
contrast is ordinary and like normal speech. In fact, many
people speak in iambics without knowing it.¢ The paean is
a mean between the two extremes and a sort of compos-
ite. Paeonic composition may then be used in elevated
passages in this sort of way.

(44) Long clauses also produce grandeur, for example
“Thucydides the Athenian wrote the history of the war

2 Theophr. F 703 Fortenbaugh.
b Author unknown. Runs of short syllables give a paeonic

effect.
¢ Since hérous describes the heroic hexameter (§§ 5 and 204),

it regularly includes the dactyl, as in e.g. Ar. Rhet. 1408b321T,
which Demetrius closely follows. The transmitted text anoma-
lously restricts it to the spondee, and T posit a lacuna, e.g. < if it
is wholly spondaic”>, a supplement suggested by R. Kassel.

d Author unknown (cf. § 117).

¢ Cf. Ar. Rhet. 1408b33, Po. 1449a24, and often later, e.g.

Quint. 9.4.88.
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1> Aypadv Thuc.
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ON STYLE 44-47

between the Peloponnesians and the Athenians™ and
“The History of Herodotus of Halicarnassus is here set
out.”P A sudden drop into silence on a short clause lessens
the dignity of a passage, despite any grandeur in the
underlying thought or vocabulary. (45) The use of peri-
odic form is also impressive, as in the following passage of
Thucydides: “For the river Achelous, flowing from Mount
Pindus through Dolopia and the land of the Agrianians
and Ampbhilochians, passing inland by the city of Stratus
on the way into the sea near Oeniadae, and surrounding
that town with a marsh, by its floods makes a winter expe-
dition impossible.”® All this impressiveness has come
from the periodic form, and from the fact that Thucy-
dides hardly allows any pause to himself and the reader.
(46) If you were to break the sentence up to say, “For the
river Achelous flows from Mount Pindus and makes its
way into the sea near Oeniadae; but before reaching its
outlet it turns the plain of Oeniadae into a marsh, so that
the floods form a defence and protection against enemy
attack in winter,” if you vary and rephrase it in this way,
you will give the passage many pauses but destroy its
grandeur. (47) Inns at frequent intervals make long jour-
neys shorter, while desolate roads, even when the dis-
tances are short, give the impression of length.d The same

principle applies to clauses.

aTh.1.1.1.

b Hdt. 1.1 (cf. § 17).

¢ Th. 2.102.2 (cf. §§ 202, 206).
4 See on § 202.

2 uév addidi ex § 202, Thuc.
3 8iefieis Thuc.: Sieéieto P.
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2 olots raocw Hammer: otov omracw P,
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ON STYLE 48-50

(48) In many passages grandeur is produced by a
series of ugly sounds, for example by the line, “mighty
Ajax aimed always at bronze-helmeted Hector” (Aids d’
ho megas aien eph’ Hektori chalkokorustéi).® In other
respects the ugly clash of sounds is perhaps unpleasant to
the ear, but by its very excess it brings out the greatness of
the hero, since in the grand style smoothness and
euphony find only an occasional place. Thucydides
almost invariably avoids a smooth, even structure. He
seems rather to be for ever stumbling, like men going
along rough roads, as when he says: “this year from other
diseases, by common consent, was as it happened free”
(... etunchanen on).b It would have been easier and
more euphonious to say, “from other diseases happened
to be free” (... on etunchanen). But this would have
destroyed the grandeur. (49) Harsh composition creates
grandeur, just as a harsh word does. Instances of harsh
words are “shrieking” instead of “crying out” (kekragds
and boon), and “bursting out” instead of “charging”
(rhégnumenon and pheromenon). They are the sort of
words Thucydides¢ uses everywhere, matching the words
to the composition and the composition to the words.

(50) Word order should be as follows: place first those
that are not specially vivid, next or last the more vivid. In
this way what comes first will sound vivid to us, and what

2 Hom. I 16.358. The whole line is harsh, but the focus is on
Ajax and § 105 specifies a clash of two sounds, so note either Aias
and aien, with their internal hiatus, or the “irregular” lengthen-
ing of ho mmegas (see note on opphin in § 255).

bTh.2.49.1. It ends on a monosyllable.

¢ He does not in fact use these particular examples.
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kataxéwv P: éméywr Plat.
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follows more vivid still. Otherwise we will seem to have
lost vigour.2 (51) An example is this passage from Plato,
“when a man lets music play over him and flood through
his ears.”® Here the second verb is far more vivid than the
first. And further on he says, “but when the flood fails to
stop and enchants him, at that point he melts and lique-
fies.” The word “liquefies” is more striking than the word
“melts,” and is closer to poetry.¢ If he had reversed the
order, the verb “melts,” coming later, would have
appeared weaker. (52) Homer similarly, in describing the
Cyclops, keeps augmenting his hyperbole and seems to
climb higher and higher with it: “for he was not like men
who eat bread but like a wooded summit,” and what is
more, the summit of a high mountain, one towering
above all the others.d For however big they are, things
which come first always seem less big when bigger things
follow.

(53) Connectives® should not correspond too precisely
(e.g. men and de, “on the one hand” and “on the other
hand”), since there is something trivial about exact preci-
sion. Use them with rather more freedom, as in Antiphon

a Here the transmitted text adds “and as it were collapsed

from strength into weakness.”

bpl. Rep. 411a.
¢ Pl. Rep. 411b (cf. §§ 183-85, from the same passage). The

verb Aeif3eu is poetic and rare in prose. o
d Hom. Od. 9.190-92, with paraphrase of the last line, wm-

~ > ¢ 5 5 >
Ao dpéwv, & Te palverar olov am’ aMwv.
/ .
e Since it covers both, I translate ovdeopos as connective or

particle as fits each case.
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! uev add. Capperonerius: quidem Lat.

2 &xouev edd.: éxouévn P.

3 87 add. Sauppe.

4 longum exemplum Platonis (Grg. 465¢2-466a3) pracbet M
(crucibus inclusum), suspicor ex margine in textum deductum.

5 mpérepov P, vix recte: mep Roshdestwenski.

2 Antiph. fr. 50 Blass.

384



ON STYLE 53-56

somewhere: “For on the ore hand the island which we
inhabit is clearly on the one hand even from a distance
high and rugged; and the part of it which is on the one
hand cultivated and useful is small, on the other hand the
uncultivated part is large, though the island itself is
small.”® There is only one “on the other hand” to answer
the three examples of “on the one hand.”P (54) Yet an
unbroken chain of connectives can often make even small
things great, like the names of the Boeotian towns in
Homer: they are ordinary and small, but they acquire a
certain dignity and greatness from the long chain of con-
nectives, for example “and Schoenus and Scolus and
mountainous Eteonus.”®

(55) Expletive particlesd should not be used as super-
fluous extras and, as it were, excrescences or fillings, as
“indeed” and “now” and “fearlier{” are sometimes aim-
lessly used. Use them only if they contribute to the
grandeur of what is being said, (56) as in Plato, “and

b M adds a passage, enclosed within cruces and probably an
intrusion from a marginal annotation: “Another example is Plato
in the Gorgias [465e-466a]: ‘Perhaps on the one hand I have
done something extraordinary in not allowing you to make long
speeches, while I myself have spoken at length. It is on the one
hand right to excuse me; for when I was speaking briefly, you did
not understand me, nor were you able to follow the reply.I gave
you, but you needed an explanation. So on the one hand, if T t(?o
am unable to follow your reply, deliver a long speech yourself in
turn. But otherwise let me use one, for that is only fair.””

¢ Hom. Il. 2.497 (cf. § 257). '

d These were a recognised grammatical category of particles
added for reasons of rhythm or style (e.g. Dion. Thrax, {er
Gramm. p. 96 Uhlig). The third example is corrupt, concealing
e.g. the intensifier mep, “truly.”

385



DEMETRIUS

/ 1 3 3 e ’3 \ y € / ce > y
péyas” €v ovpov® Zevs * kot wop’ Ounpw, oA\’ oTe
2 . ~ A~ 3 \ \
O7) wépov ov EUpPPELOS TOTAUOLO. GPKTLKOS YO

~ /
2 1ov TPOTEPWY

\ ¢ / \ > /
Tebels 6 TVVOeT oS KAl ATOOTATAS
\ 3 / ~/ b / < \ \
TO EXOUEVO EYONELOV TL €LPYATaTO" Al Yap TOANOL
5 \ / 3> / > » > ce > >
apyat oeuvémra épydlovrar. €l 8’ Goe elmev, “AAN
<, ~ ~ 33
OTe €mt TOV TOpoV ApikovTO TOU TOTAUOD, MLKPONO-
~ - >, \ /
YOUVTL €QKEL KAl €TL @S TEPL €VOS TPLYUATOS
/
AéyovTe.
(57) AauBdverar 8¢ kal mabnrikds> molNdkis 6
/ oY 14 > N\ ~ ~ < A
gUrdeTuos ovTos, womep émi s Kalvfovs mpos Tov
> /
Odvoaoéa,

Awoyeves AaepTiddm, mohvunyar’ ‘Odvooed,

oUTw Om 0lk6vde PtAnv €s waTpida yaiav;

3 ~ \ / > / / \
€l yovv Tov agvvdeapov €félos, oguveaipnoes Kal
\ / /

70 mdfos. kalBéhov ydp, @omep 6 Ipaliupdims
/ \ ~ ~
dnoiv, avtt puypudr mwapekauBdvorto ol ToLoUTOL

/ ~ -/ [£¢ N 3 53
TUVOETUOL KOl TTEVAYUDY, DTTEP TO @l al, Kol TO
ce ~ 3> \ce ~7 /3 »4 < > 7 \

ev,” kat tmotov Tt eoTwt,”* ws avrés dnoi, TO
c¢ / / s bl / 33 S5/ 3/ /
kai v0 K odvpouévolow émpelier, éudaciv Tva
3/ 3 ~ > / ¢ \ \ > \ S5
éxov otkTpov dvéuaros. (58) oi € wpos ovder dva-

@ / \ / > 7/ ~
TAnpovvTEs, Pnoil, TOV OVvdeomov €oikaoiy TOLS

1 éyas vyyeuov Plat. codd.

2 aroomdoas Finckh: dmoomacfels P.

3 mafnrikds Greg.: mafnrikols P.

*locus corruptissimus, e.g. ds yap pro domep et woavTws
pro ws avros Radermacher
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indeed mighty Zeus in his heaven,”2 and in Homer, “but
when indeed they came to the ford of the fair-flowing
river.”P Placed near the beginning and severing what fol-
lows from what precedes, the particle makes a dignified
impression. For the use of many opening words has an
imposing effect. If Homer had said, “but when they ar-
rived at the ford of the river,” he would have seemed to be
using trivial language and speaking of only one particular
event.

(57) The particle “indeed” is also frequently used to
add emotion, as in Calypso’s words to Odysseus,

“Born of Zeus, son of Laertes, Odysseus of the
many wiles,

do you indeed wish so much to go home to your
own dear land?P”c

Remove the particle, and you will simultaneously remove
the emotion. In general, as Praxiphanes says,d such parti-
cles were used as substitutes for moans and laments, like
“ah ah” and “alas” and fin the sort of wayf, as he himself
says, “and so now grieving”® was appropriate, since to
some degree it suggests a word of mourning. (58) But
those who use expletive particles aimlessly are, as Praxi-

3 Pl. Phdr 246e. P Hom. Il 14.433, 21.1.

¢ Hom. Od. 5.203—4; and cf. Od. 16.220, 21.226.

4 Praxiphanes 13 Wehrli.

¢ The text is corrupt, but particles and interjections are pre-
sumably compared, as in § 58, and the particle »v (or“the Cl,l,lStel‘
kai vi ke) is said to have the same piteous effect as “ah ah gnd
“alas.” For the last phrase, illustrating how kat vv ke emphasises
a verb of mourning, cf. e.g. Hom. Il. 23.154 “and as indeed they

mourned the sun set on them.”
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</ ce
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5 V4 -~ 6 ’ N 5/ 1%
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3/ (4 4 ~ \ Vd V4 ¢ \ b \ b V4 3y
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V4 \ b Vd ~ \ \ V4
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I b ~ / ~ ~ \ /
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1 é¢mNéyovow Nauck: émos Aéyovow P

2 Tlehomias (cf. Ar. Rhet. 1409b10): ITehomeias P
3 ovv8eopos Greg.: om. P

470 Dresd.: rov P

5 avadurhovvra Solmsen: durhovvra P
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ON STYLE 58-61

phanes says, like actors who add this or that exclamation
- without purpose, as though you were to say,

“This land of Calydon, of the land of Pelops (alas!)
the facing shore, with its fertile plains (ah! ah!).”a

For just as in this passage the “ah! ah!” and the “alas!” are
superfluous, so is any particle which is inserted indiscrim-
inately and without reason.

(59) Connectives then, as has been said, give grandeur
to the composition. Next, figures of speech: these are
themselves a form of composition, since it is practically a
matter of rearrangement and redistribution when you say
the same thing twice, through repetition or anaphora or
anthypallage.b Each style must be assigned its appropri-
ate figures, in the case of the grand style, our present con-
cern, the following: (60) First, anthypallage, as in
Homer’s line, “the two rocks, one of them reaches up to
the wide heaven.”® With this change from the normal
genitive, the line is far more imposing than if he had said,
“of the two rocks one reaches up to the wide heaven.”
That would have been the usual construction, but any-
thing usual is trivial and so fails to impress.

(61) Again, take Nireus, who is personally insignificant
and his contingent still more so, three ships and a few

a TGF Eur. Meleager fr. 515. The interjections make it seem

that Calydon is in the Peloponnese. .
b Anthypallage is a change of grammatical case, subdividing a

plural into its parts (a type of dihoyia, cf. § 103).
¢Hom. Od. 12.73.

6 r1s add. Kroll.
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~ > / \ ~ D> Ve / P74
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174 3 Ve 8 / > 7 8; ¢ ~ V
EKAOTOV® NANOUMEV@WY OXEOOV. alTl N TOU aXM-
’ ) 3 e/ 3 ce \ ¢
UATOS vaa,w,s" e O oUTws elmev, Nepevs o
"Ayhaias vios €k SUuns TPELS VNAS NYEV, TOPOTE-
¢/ ~
TLwTNKOTL €pkel Tov Nipéa' @omeEp yap €v Tals
[4 Ve \ b / / \ Ve
ETTLATETL TA ONlYQ SLaTaxﬁem'a Tws moANA datve-
¢/ bl ~ / ~ / \
TaL, OUT®W KAV TOLS AOYOLs. (63) TOANN@XOU pé€VTOL TO
b V4 ~ Vd ¢ Vd / S/
évavtiov T ANioe, 7 ovvadea, peyéfouvs airiov
Vd ~ [ 174 ¢e > /7 14 /
yiveTar waAAov, otov 0Tt €oTpaTevovTo EAAMvés Te
katr Kapes kat Avkior kat Ildudulot kat Dpvyes.” 1
vap TV avTov aurdéouov Béats Eudaiver TL dmeLpov
mA\nfos. (64) 70 O€ TowotTo “KUPTA, Palnpiéwrra,”

(44

) €€apéoer Tov “kal® ouvdéopov peyalewdTepov
L éyay edd.: uéya P.
2976 "Ihtov H\fev add. Greg. M.

3 éxkaortov edd. éxdoTwy P,
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ON STYLE 61-64

men. But Homer has made him and it impressive, and
has multiplied the small contingent by using the two com-
bined figures of anaphora and absence of connectives.
“Nireus,” he says, “brought three ships, Nireus, son of
Aglaia, Nireus the most handsome man. . ..”2 The verbal
anaphora of the same word, Nireus, and the absence of
connectives give an impression of a huge contingent, even
though it is only two or three ships. (62) Nireus is men-
tioned barely once in the course of the action,P but we
remember him no less than Achilles and Odysseus, the
subjects of almost every line. The impact of the figure is
the cause. If Homer had said, “Nireus, the son of Aglaia,
brought three ships from Syme,” he might just as well
have passed over Nireus in silence. Speech is like a ban-
quet: a few dishes may be arranged to seem many. (63) In
many passages, however, linking with connectives, the
opposite of asyndeton, tends to increase the grandeur, for
example “to the war marched Greeks and Carians and
Lycians and Pamphylians and Phrygians.”® The use of the
same connective suggests infinite numbers. (64) But in a
phrase such as “high-arched, foam-crested”d the omission
of the connective “and” makes the language more impres-

aHom. Il 2.671ff, a traditional example, e.g. Ar. Rhet.
1414a2-7 and Ps.Plu. Vit. Hom. 33. The name Nireus begins
three successive lines:
Nipevs ad Svunbev dye Tpels vijas éoas,
Nipeds "Ayhains vios Xapémos 7’ dvai«rog,
Nipeds 8s kdAhwaros dvnp vro “Ihov P\ Oev. |
b For 8paua of nondramatic genres, compare the mimes of
Sophron in § 156, and Plato’s Menexenus in § 266 (in both

because of the use of direct speech).
¢ Author unknown. d Hom. Il. 13.799 (cf. § 81).
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~ / ~
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\ ’
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/ 3 /7 \ ¢ 5 s 5 ~ S/ Ve 4
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4 ~ 3 /
N0 wolety ™y ovvbeoiy, ATéXvwS avVTA OU-
/ 3, ~ ~
TANoToOVTe Kol ©S €TUXE OLLoTATUD Yap TOv

/ \ ~ \
Aéyov 10 TowvTov Kkal Otapplfier €oikev: ovTeE pmy

! é{mep Radermacher: €l Greg.: om. P.

2 75 del. Radermacher et Roberts.
3 avadimhwais & émovs P2: avadimhdoas & émos P1L.
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ON STYLE 64-68

sive than if Homer had said “high-arched and foam-
crested.”

(65) Grandeur in figures is also produced from variety
in the use of cases, as in Thucydides, “the first to step on
the gangway, he fainted, and in his falling on the oars, his
shield . . .”2 This is far more striking than if he had kept to
the same case and said, “he fell on the oars and dropped
his shield.” (66) Repetition of a word is also imposing, as
in this passage of Herodotus, “there were serpents in the
Caucasus, <vast> in size, yes in size and number.” The
repetition of the word “size” adds weight to the style. (67)
Do not, however, crowd figures together. That is tasteless
and suggests an uneven style. The early writers, it is true,
use many figures in their works, but they position them so
skilfully that they seem less unusual than those who avoid
figures altogether.

(68) Next, hiatus, on which opinions have differed.
Isocrates and his school avoided any clash of vowels,
while others admitted it wholesale wherever it happened
to occur. You should, however, neither make your compo-
sition too sonorous by a random and unskilful use of hia-
tus (for that produces a jerky and disjointed style), nor yet

2Th. 4.12.1. The sentence continues, 1) oS TEPLEPPUN €S
™y Bdhaooav, “his shield slipped off into the sea.” .

b Text uncertain and perhaps a memory of Hdt. 1.203.1, éov
bpéwv ral wAHher uéyiorov xal peyéle vmhérarov. Bu.t the
parallel is not close, there are no snakes, and Orth, Philologische
Wochenschrift 45 (1925) 778-83, attractively suggests Hero-
dorus of Heraclea (FGrHist 31 F 63 addenda, p.*12 Jacoby).

4 ‘Hpébdoros P: ‘Hpbdwpos Orth.
5 lacuna subest, e.g. <favpaoToi 76> Kroll.
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1 76, év Roshdestwenski: ravra P.

2 Sodwva edd., Svadopa P.
3 kd\ éoriv (sic) Ahrens: kald *orwv P.
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ON STYLE 68-71

avoid hiatus altogether, since your composition will then
perhaps be smoother but it will be less musical and quite
flat when robbed of much of the euphony produced by
hiatus. (69) Note first that ordinary usage itself aims
above all at euphony, yet it has a clash of vowels within
such words as Aiakos and chién (“snow”), and it even
forms many words exclusively from vowels, e. g. Aiaié and
Euios,* and these words are no less pleasant than any oth-
ers and possibly even more musical. (70) Poetic formsP
where the resolution and hiatus are deliberate have more
euphony, for example éelios for hélios (“sun”) and oredn
for orén (“mountains”), since the separate sounds pro-
duced by the hiatus add a sort of singing effect. Many
other words would be harsh if the sounds were run
together, but are more melodious when they are sepa-
rated in hiatus, for example kala estin (at the end of the
sentence “all that is young is beautiful”®). Running the
vowels together, kal” estin, will make the phrase harsher
and more ordinary. (71) In Egypt when the priests sing
hymns to the gods, they sing the seven vowels in
succession,d and the sound of these vowels has such
euphony that men listen to it instead of the flute and the
lyre. The removal here of hiatus simply removes the

2 ].e. god of the bacchant cry, euoi (Dionysus). |
b Both examples (the first recurs in § 207) show epic forms, as
do those in § 73.

¢ Author unknown (cf. § 207).
d The seven vowels are ae &1 o u 6. Such vowel songs appear

in Egyptian/Greek magical texts. See H.D. Betz, The Greek
Magical Papyri in Translation, Chicago 1986, e.g. pp. 172-95.
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(75) "EoTi O€ kal év mpdyuaot 70 peyalompemés,

155 o P: ov del. Victorius.

2¢éml [r00] edd.: dmo vel dmo Tod codd. rec.: dwo Tov vel
fort. kara P.

3 kal add. Girtner.

396



ON STYLE 71-75

music and harmony of the song. But perhaps this is not
the time to enlarge on this subject.

(72) In the grand style the appropriate hiatus to use
would be between long vowels, for example “6” + “0” in
ldan and oOtheske (“he kept pushing the stone up”).2 The
line has been lengthened by the hiatus and has repro-
duced the stone’s upward movement and the effort
needed. Thucydides has a similar example, “6” + “8” in
mé épeiros einai (“not to be mainland”).P Diphthongs too
may clash with diphthongs, for example “0i” + “0i” in
Kerkuraioi oikistés (“its colonists were Corcyrean, its
founder was ...”).¢ (73) Hiatus then between the same
long syllables and the same diphthongs creates grandeur.
Yet so does hiatus between different vowels, producing
variety as well as grandeur from the change of sound, for
example é6s (“dawn”); and in the case of hoién (“such”)
not only are the vowels different but also the breathings,
rough followed by smooth, so there is considerable vari-
ety. (74) In songs, too, a note can be prolonged on one
and the same long vowel,d a sort of song within a song, so
that hiatus from similar vowels will produce a tiny part of
a song, a prolonged note. But let this be enough on hiatus
and the kind of composition appropriate to the grand
style.

(75) Grandeur also comes from the subject, for exam-

a Hom. Od. 11.596. It is given detailed and sensitive analysis
in DH. CV 20.
®Th.6.1.2.

¢Th.1.24.2. ‘
4 On the text and meaning (a prolonged note, not a trill), see

H. Girtner, Hermes 118 (1990) 214-19.
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TPOTA KEV OVY pETadopals XpnoTéor: avrar yap

1 76v add. edd. 2 71 add. Goeller.

3 Néyovras Hammer: Néyovra P.
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ON STYLE 75-78

ple when the subject is a great and famous battle on land
or sea, or when earth or heaven is the theme. For the
man who listens to an impressive subject immediately
supposes that the speaker too is impressive—mistakenly,
for we must consider not what but how he says it, since an
unimpressive treatment of an impressive topic produces
inappropriateness. Hence some writers like Theopom-
pus are said to be forceful, but it is their subject, not their
style that is forceful. (76) The painter Nicias? used to
maintain that no small part of the painter’s skill was the
choice at the outset to paint an imposing subject, and
instead of frittering away his skill on minor subjects, such
as little birds or flowers, he should paint naval battles and
cavalry charges where he could represent horses in many
different poses, charging, or rearing up, or crouching low,
and many riders hurling javelins or being thrown. He
held that the theme itself was a part of the painter’s skill,
just as plot was part of the poet’s. So it is no surprise that
in prose similarly grandeur comes from grandeur in the
subject. ,
(77) The diction in the grand style should be distin-
guished, distinctive and the less usual. It will then have
weight, while the normal, usual words may always be
clear but are in certain cases unimpressive. (78) In the
first place, we should use metaphors, for they more than

2 Nicias 1825 Overbeck, an Athenian painter of the later
fourth century. No cavalry battle is attested for him, but he was
famed for his paintings of animals, e.g. Pliny, Nat. Hist. 35.133.

4 kal del. Spengel.
5 ueydAwv M: magnis Lat.: ;w):of)\n P.
6 Gel 7 P: semper et Lat.: hevrn) Spengel.
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1 #wioxov Finckh: dpxovra P. 2 &’ Victorius: AN P.
376 add. Gale.
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anything make prose attractive and impressive, but they
should not be crowded together (or we write a dithyramb
instead of prose), nor yet far-fetched but from the same
general area and based on a true analogy. For instance,
general, pilot, and charioteer are similar in ruling over
something. So it will be safe to say that a general is “the
city’s pilot” and conversely a pilot “the ship’s charioteer.”
(79) But not all metaphors are reciprocal, like the above.
Homer could call the lower slope of Ida its footb but
never a man’s foot his slope.

(80) When a metaphor seems bold, convert it into a
simile for greater safety. A simile is an expanded meta-
phor. For example instead of saying “the orator Python
was then a rushing torrent against you,” expand it and say
“was like a rushing torrent against you.” The result is a
simile and a less risky form of expression, while the for-
mer was a metaphor and more dangerous. This is why
Plato’s use of metaphor in preference to simile is thought
risky. Xenophon by contrast prefers the simile.

(81) Aristotled thought that what is called the personi-
fying metaphor is the best, in which the inanimate is
introduced personified as animate, for example in the

2 For “charioteer of the ship” cf. EGF ‘Homerus” F19 and 20
(=Ps.Plu. Vit. Hom. 2.20, RG 3.228). The change of text from
“ruler” to “charioteer” provides a traditional example of
metaphor, and preserves the focus on analogical metaphor (on

which cf. Ar. Po. 1457b6ff). N
b Cf. Hom. Il. 2.824; 20.59 and 218. Like other later critics,

e.g. RG 3.228, he rejects Aristotle’s advice that metaphors should
always be reciprocal (Rhet. 1407al4-15).

¢ Dem. De Cor. 136 (cf. § 272).
d Nowhere explicitly, but cf. Ar. Rhet. 1410b35, 1411b321f,

which includes both the examples here.
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L fmep edd.: elmep P. 2 kal Tov add. Spengel.
3 dpa edd.: dua P. 4 s olrws Greg.: woavTws P.
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passage describing the arrow, “sharp-pointed, eager to
shoot into the crowd” and in the words “high-arched,
foam-crested.”@ All such expressions as “foam-crested”
and “eager” activate a personification. (82) Some things
are, however, expressed more clearly and properly by
metaphor than by the actual proper terms, for example
“the battle shuddered.”® No change of phrasing to intro-
duce the proper terms could convey the meaning with
greater truth or clarity. Homer has renamed as “shudder-
ing battle” the clash of spears and the low, continuous
sound they make. In so doing he has simultaneously
exploited the personifying metaphor of our earlier discus-
sion when he represents the battle shuddering as if alive.
(83) We must, however, keep in mind that some
metaphors produce triviality rather than grandeur, even
though the metaphor is intended to impress, for example
“all around the mighty heaven trumpeted.” The whole
heaven resounding ought not to have been compared
to a resounding trumpet—unless perhaps a defence of
Homer could be made that the mighty heaven resounded
in the way in which the whole heaven would resound if it
were trumpeting. (84) So let us consider a second exam-
ple of metaphor which has a trivial rather than grand
effect. Metaphors should compare the smaller to the
greater, not the reverse. Xenophon, for example, says,

a Hom. I. 4.126 and 13.799 (cf. § 64, illustrating asyndeton).

b Hom. 11. 13.339. _
¢ Hom. Il. 21.388, a controversial metaphor, cf. Longinus 9.6,

Pliny, Epist. 9.26.6. Since it may be defended, Demetrius adds a
second example, which incontrovertibly trivialises.
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7. Greg., Xen. codd.: om. P.

1

2 TR Tofw bopuryya Nauck: rov Tofod)opm'y'ya P
3 T M: 70 P,
4
5

0'X680v del. Roberts.
ovv addidi: autem Lat.
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“on the march a part of the phalanx surged out.”® He
~ compared a swerve from the line of march to a surging of
the sea, and gave it that name. But if conversely you were
to say that the sea swerved from its line of march, the
metaphor would possibly not even fit; in any case it would
be utterly and completely trivial.

(85) When they consider their metaphors risky, some
writers try to make them safe by adding epithets; for
example Theognis refers to the bow as a “Iyre with tune-
less strings,”b when describing an archer in the act of
shooting. The image of the bow as lyre is bold, but it is
made safe by the qualification “with tuneless strings.”

(86) Usage® is our teacher everywhere, but particularly
in the case of metaphors. Usage, in fact, expresses almost
everything in metaphors, but they are so safe that we
hardly notice them. It calls a voice pure, a man sharp, a
character harsh, a speaker long, and so on. All are applied
so harmoniously that they pass for the proper terms. (87)
So my own rule for the use of metaphor is the art—or nat-
ural instinct—of usage. Metaphors have in some cases
been so well established by usage that we no longer need
the proper terms, and the metaphor has usurped the

2 Xen. Anab. 1.8.18.

b TrGF i. Theognis F 1; cf. Ar. Rhet. 1413al.

¢ For appeal to usage, cf. §§69, 91, and 96; for its role as
Si8dakalos or kavdy, cf. Quint. 1.6.3 loguendi magistra, Hor.

Ars Po. 72 norma loquendi.
§§ 86-87 discuss metaphors of ordinary speech, examples of

usage so apt that we no longer try to find a proper term. qun-
pare the necessary metaphor in Cic. De Or 3.155 and Quint.

8.6.6, both with similar examples, e.g. durum hominem and gem-

mare vites.
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2 rocatta add. Schneider.
3 suvnbetas Finckh: d\nfeias P.

2 The eye is normal Greek for the bud of a plant or tree, e.g.
Xen. Oeconomicus 19.10.
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place of the proper term, for example the eye of the vine,2
and so forth. (88) The parts of the body,b however, which
are called the “disk” (vertebra), the “key” (collarbone),
and the “combs” (back of the hand) derive their names
not from metaphor but from the physical resemblance.

(89) When we turn a metaphor into a simile in the way
I described,® we must aim at conciseness, and do no more
than prefix “like,” or else we shall have a poetic compari-
son instead of a simile. Take, for example, “like a gallant
hound which recklessly charges a boar” (from Xeno-
phon)d and “like a horse let loose, kicking and proudly
prancing over the plain.”® Such descriptions no longer
seem similes but poetic comparisons, (90) and poetic
comparisons should not be used freely in prose nor with-
out the greatest caution. This concludes my outline on
the subject of metaphor.

(91) Next, we should use compound words, but not
those in dithyrambic formations, for example “god-
prodigied wanderings” or “the fiery-speared army of the
stars.”f They should be like those formed by usage., In
general, in all word formation I regard usage as the

bThe connection of thought is unclear, but the term
metaphor is now restricted to analogical metaphor (cf. § 78).
¢ See § 80.
d Xen. Cyrop. 1.4.21 (cf. § 274).
e Author unknown, an imitation of a famous simile in Hom.
1. 6.506ff.
Gs & Sre Tis TTATOS LITTOS, AKOTTNOAS €Tl bdTry),
Seauov dmoppias fely mediowo kpoaivwy . . .
KUOLOWV.

fPMG Adesp. 962(a) and (b).

407



DEMETRIUS

/ / \ > / \ /8
vouoléras Néyovooav kol ApXLTEKTOVAS, KOL TOLALOE
~ ~ </ 4
moAa €Tepa dodards ovvrifetoav. (92) é€e uévrol
~ \ / \ ~
70 ovvleror Ovoua OUOU Kol TOLKINLOY TLWa €K TT)S
/ \ € \ /
ovvbéoews kat péyefos, kar aua kat ovvTOMLAY
/ >/ N\ /4 > N ~ /
Twd. Ovoua yap TeMoerar avri Ohov ToU Aoyou,
3 N ~ \ / /
otov Av ™V TOU OiTOV KOULONY TLTOTOUTLOY NEYNS”
\ \ o ~ ’ PR \ ’
moND yap ovrw merlov. Tdxa O av kat Avbfévros
4 / ~ /
ovéuatos €is Noyov érepov Tpoémov uetlov yévoiro,
» ’ N \ ’ >/ 8:
otov oitov woum Avti ouromoutias. (93) dvopa
3 \ V4 7/ e 4 (4 e ~ ¢/
avrt Noyov tiflerar, otov ws 0 Eevodov dmow or
b [ ~ 3 Sy bl \ ¢ ¢ ~ /
ovk Ny haBety vov dypiov, € un ol irmels dlaoTTdy-
~ 8 8 / > / 8 ~ 1 < 4 \
Tes Onpder Oadexouevor, ovouatt ONAGOY* OTL OL eV
5 Q7 3 > > ’ ¢ 7
Smialer édiwkov, of & amMyTov VmehadvovTes
/ 4 \ 3/ 3 4 3 /
TPoow, WoTE TOV dvov €v uéodw amolapBaveafal.
~ \ / \ ~
duhdrrecfar pévror det moAlNa? Tifévar Ta Surha
> 7 ~ \ >/ 3 /7 ~ \ @8
ovéuara TovTo yap €€eai® Noyov melov 70 €160s.
\ \ / 3 / ¢ ré \ \
(94) Ta O¢ memomuéva dvéuara optlovrar pev Ta
\ / 7/ / \ /
KaTo Mlumow €éxkdepoueva mallovs v mpdyparos,
o 4 \ (44 / 33 N\ \ (44 / 3 ~ \
otov ws 70 “otle’ kal T0 “Ndmrovres,” (95) moier O
/ / \ =
[ndhioral? peyalompémeiar Sta 16 otov Yiddois €ot-
/ \ /’ ~ / 3 \ 3 d /
kévar kol pwdhiora 79 E€ve: oV yap dvra Svduara
/ \ / \ </
Aéyer aANa TéTe ywopeva, kol auo aodpov Tv datve-

b / ~ / « /7 3/
ToL OVOUATOS KaLVOU YEVeTis, olov aguvnbleias: €olkev

1 8n\&év Roberts: otov P. 2 8€t woANa Spengel: 8umha P.
3 &ewo Victorius: é€el P. 4 pakora del. Richards.

% A rare meaning of woum, e.g. Th. 4.108.1.
bXen. Anab. 1.5.2. The text is uncertain but concerns the
terse effect of the compound verb, Stadexduevor, “in relays.”
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arbiter, usage which speaks of “lawgivers” and “master
~ builders,” and forms many other such safe compounds.
(92) A compound word will usually, from the very fact
that it is composite, have variety, grandeur, and simulta-
neously conciseness. One word will stand for an entire
phrase. For instance, you might speak of “grain convoy”
instead of “the transport of grain,” using a much more
striking expression. Still, the greater impact may some-
times result from the converse process of resolving a
word into a phrase, “convoy? of grain,” for instance,
instead of “grain convoy.” (93) An example of a word
replacing a phrase is Xenophon’s sentence: “It was not
possible to capture a wild ass unless the mounted men
separated and hunted in relays.”b By the single word
“relays” he says that some horsemen gave chase from
behind, while others rode forward to meet them, so that
the wild ass was caught in the middle. The use, however,
of many compounds® should be avoided, since it over-
steps the limits of prose.

(94) Onomatopoeic words are defined as those which
are uttered in imitation of an emotion or action, for exam-
ple “hissed” and “lapping” (size and laptontes).d (95) They
create grandeur by their resemblance to inarticulate
sounds, and above all by their novelty. The speaker is not
using existing words but words which are only then com-
ing into existence, and at the same time the creation qf a
new word is thought clever, as though it were the creation

©Cf. e.g. Ar. Rhet. 1404b23. Less probably, keeping the t?’xt
of the mss, translate “The doubling of double compounds . ..,” a
warning against triple compounds, cf. Ar. Po. 1457a34.

d Hom. Od. 9.394; Il. 16.161 (cf. § 220).

409



DEMETRIUS

~ 3 1 2 ~ ~ I4 7 \
yovv <o0>1 ovoparovpydv Tots wpwrois Oepévors Ta
ovéuara. <. ..>2
/7 - ~ \ ~ ~
(96) SroyaoTéov <ovv>3 mpdTov pev Tov Taovs
oA / / \ / b4 ~
év 76 mowovuévy ovéuatt kat ovvnbovs, émera TS
\ \ / > / 4 \ /
OMOLOTYTOS TPOS TA KELLEVA OVOMATA, WS 1) PPUYyL-
N\ / / \ < Ve ~
lew 7 oxvlilew Tis O6éer peraév éNnrilwv Tols
> 7 4 I4 /4 L4 \ N
ovéuaoct.® (97) momréov pévror NToL TA W) WYOMAC -
/ e ¢ \ /7 \ 3/ ~ ~
péva, otov 6 Ta TOumava kai TaAAa Tov palfakdv
1% 8/ 5 > N D / \ >
opyava Kwololas® emr@v Kat ApLoToTéNNS TOV €Ne-
/ 2\ / /
bavTioTiv 1) wapo Ta Kelpevo mapovoudalovra
b 7/ I 4 \ /7 3/ \ \ /
aDTéV, olov WS TOV OKApLTNY TIS €PN TOV TNV OKO-
s 7 N ’ \ s 7 -
oMy épéooovra, kar ApLoToTéANS TOV AUTLTHV OLOV
\ \ 3/ ~ \ ¢C > / 73
Tov wévov adrov dvra. (98) Eevoddv Se “MAENEEO
ce ¢ ’ 337 \ ~ > ~ > ’ A
dnow “6 orpatds,”’ ™y Tov €\eed avaBomow M

~ / /
8 OVVEXWS TOAPOATOLNTAS 6VO[.LQTL.

aveBéa o oTparods

16 add. Rutherford.

2 Jacunam statui, ut transeamus ad conficta et declinata, cf.
etiam § 98 w5 edmv.

3 ot addidi.

* ENnrilowv Tols ovépaot Lockwood: é\Anuikois dvépact
P: EAN\nuikadv ovopdrwv Dresd.

5 an kwaidua?

6 INé\iEe Victorius: 7ANaer P.

T orpatés Victorius: orparnyds P.

8 orparés Victorius: orparnyés P.

2 §§ 94-95 recognise only onomatopoeic neologism, §§ 97-98
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of a new usage. So the creator of new words is like those
- who originally created language. <. . .>#

(96) The first aim in the formation of neologisms is to
be clear and fit usage; the next, to follow the analogy of
established words, in order to avoid the appearance of
introducing Phrygian or Scythian speech in our Greek.
(97) Neologisms should be either newly invented forms,
as was done by the person who described the drums and
other musical instruments of the effeminate priests as
“lecheries,”® or by Aristotle when he invented “ele-
phanteer”;¢ or the writer may create secondary meanings
from existing words, for example when someone gave the
name “boatman”? to someone rowing a boat, and Aristo-
tle called a man who lived alone by himself “selfish.”® (98)
Xenophon similarly says, “the army hurrah’d,” denoting
by the derivative the shout “hurrah” which the army

abruptly introduce neologism from compounds and derivatives,
and in § 98 “as I said” lacks reference. I posit a lacuna, with the
general sense, “There are also derivative neologisms; they are
full of risk, even in poetry.” For the three types, cf. fingere, con-
fingere, declinare in Varro, Ling. Lat. 5.7, a classification of the
Alexandrians.

b Author unknown.

¢ Ar. Hist. Anim. 497b28.
d Author unknown, cf. Strabo 17.1.49. The form could alter-

natively (though it is not attested) have the meaning “digger” (cf.
oKrapevs).

® Ar. fr. 668 Rose (cf. §§ 144, 164). The translation atter’ngts a
similar pun on self(ish)/being by one’s self. Elsewhere avritys

refers to homemade wine, i.e. wine made by one’s self.
fXen. Anab. 5.2.14. Here (also Anab. 1.8.18) it refers to the

cry eleleu, but normally it means “to whirl around, cause to
vibrate.”
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1 &s Victorius: kal s P,

2 goovraw edd.: dpdvrac P.

3 yauéfer M (cf. § 243): yaudfev P.
* pavepov Goeller: poBepov P.
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ON STYLE 98-102

kept continuously shouting. The practice is, however, as I
said,? full of risk even for the poets themselves. Note too
that any compound is a form of neologism, for anything
which is composite must, of course, derive from preexist-
ing parts.

(99) Allegory is also impressive, particularly in threats,
for example that of Dionysius, “their cicadas will sing
from the ground.”® (100) If he had said openly that he
would ravage the land of Locris, he would have shown
more anger but less dignity. As it is, he has shrouded his
words, as it were, in allegory. What is implied always
strikes more terror, since its meaning is open to different
interpretations, whereas what is clear and plain is apt to
be despised, like men who are stripped of their clothes.
(101) This is why the mysteries are revealed in allegories,
to inspire the shuddering and awe associated with dark-
ness and night. In fact allegory is not unlike darkness and
night. (102) Here again in the case of allegory we should
avoid a succession of them, or our words become a riddle,
as in the description of the surgeon’s cupping glass: “I saw
a man who had with fire welded bronze to a man.”® The
Spartans too often spoke in allegory to evoke fear, as in
the message to Philip, “Dionysius in Corinth,”d and many
other similar threats.

2 See note on § 95.
b Stesichorus according to Ar Rhet. 1395al-2 and

1412a22-23 (= PMG 281(h)); cf. § 243.
¢ Cleobulina 1.1 West; cf. Ar. Rhet. 1405b1.

dCf §§8, 241.

5 k6t Victorius: avrd P.
6 okér Victorius: avrd (sic) P.
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L \dvrov Xen. codd.: éNGSvrov P.

a3 Xen. Anab. 1.8.20. Compare anthypallage in § 60.
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ON STYLE 103-106

(103) In certain cases conciseness, and especially apo-
siopesis, produce grandeur, since some things seem more
significant when they are not openly expressed but only
implied. In other cases, however, triviality is the result.
In fact, grandeur may result from repeating words, as in
Xenophon, “The chariots rushed on, some of them right
through the ranks of their friends, some right through the
ranks of their enemies.” This wording is far more striking
than if he had said, “right through the ranks of both
friends and enemies alike.” (104) Often too an indirect
construction is more impressive than the direct, for exam-
ple “the intention was that of charging the ranks of the
Greeks and cutting their way through,”® rather than “they
intended to charge and cut their way through.” (105) The
assonance of the words and a conspicuous lack of
euphony have also contributed to its impact. For
cacophony is often impressive, as in the words, “mighty
Ajax aimed always at Hector,”¢ where the clash of the two
sounds brings out the greatness of Ajax more vividly than
his famous shield with its seven layers of oxhide. ,

(106) What is called the epiphoneme may be defined
as additional decorative detail. It is the most imposing
kind of verbal grandeur. Language can be functional; it
can also be decorative. It is functional in a passage like
this, “as the hyacinth in the mountains is by shepherds
trampled underfoot,” but what comes next adds decora-

b Xen. Anab. 1.8.10. Indirect construction is at least primar-
ily the use of subordinate participial constructions, cf. §198.
The example (so § 105) also illustrates assonance (from the end-
ings, -on/-on/-ontén/-ontén, cf. § 25) and clashing sounds (includ-
ing hiatus of long syllables, cf. § 72).
¢ Hom. I 16.358 (cf. § 48).
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L rpoefevmreyuévors Lockwood: wpoevmreyuévors P.

2 Sappho 105(c) L-P.
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ON STYLE 106-111

tive detail, “and on the ground the purple flower. .. .”a
For this addition to the preceding lines clearly adds deco-
ration and beauty. (107) Homer’s poetry is full of exam-
ples, for example

“I have put the weapons away, out of the smoke,
since they no longer look

like those which Odysseus left behind earlier when
he went to Troy.

Moreover a god has put this yet greater fear in my
heart,

that you may become drunk, start up a quarrel

and wound each other.”

Then he adds the detail, “for iron of itself draws men to
fight.”P (108) In general, the epiphoneme resembles the
things which only the rich display—cornices, triglyphs,
and broad bands of purple.¢ For it is in itself a sort of rich-
ness in speech.

(109) The enthymeme might be thought to be a kind
of epiphoneme. But it is not, since it is used for proof, not
decoration—though admittedly it may come last iri the
manner of an epiphoneme. (110) Similarly a maxim
resembles in some ways a detail added to a previous state-
ment, but it in its turm is not an epiphoneme, since it
often comes first and only sometimes takes the final Ef)si—
tion of an epiphoneme. (111) Again, take the line “the
fool! he was not going to escape hard fate™:d that would

b Hom. Od. 16.288-94 = 19.7-13 (with omissions).

° In juxtaposition to cornices and triglyphs, the broad ban.ds
of purple will be an architectural feature, such as bands of paint
on metopes or walls. Less probably, it is purple cloth, as in the
“purple patch” of Hor. Ars Po. 15-16. d Hom. II. 12.113.
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ON STYLE 111-114

not be an epiphoneme either. For it is not a later addi-
tion, nor is it decorative, nor is it in any way like an epi-
phoneme, but rather an exclamatory address or a rebuke.
(112) Poetic vocabulary in prose adds grandeur, as, in
the words of the proverb, even a blind man can see.? Still,
some writers imitate the poets quite crudely, or rather,
they do not imitate but plagiarise them, as Herodotus has
done. (113) Contrast Thucydides. Even if he borrows
vocabulary from a poet, he uses it in his own way and
makes it his own property. Homer, for instance, says of
Crete: “There is a land of Crete, in the midst of the wine-
dark sea, beautiful, fertile, wave-surrounded.”®? Now
Homer used the word “wave-surrounded” to be im-
pressive. Thucydides, for his part, thinks it right that
the Sicilians should act in unity, as they belong to one
single “wave-surrounded land.”® He uses the same
words as Homer, “land” instead of “island” and “wave-
surrounded,” yet he seems to be saying something differ-
ent. The reason is that he uses the words not to impress
but to recommend unity. This concludes my account of
the grand style. '
(114) But just as in the sphere of ethics certain bad
qualities lie close to certain good ones (rashness, for
example, next to bravery, and shame to modest respect),
so too the types of style have neighbouring faulty styles.

2 Cf. § 239, Paroem. Gr. ii.156.

b Hom. Od. 19.172-73. o
cTh. 4.64.3 (the speaker is Hermocrates of Syracuse) 7o €

Edumrav yelrovas dvras kal Evvotkovs pias XOPAS Kal TEPLP-
pvTov Kkal Gvopa € kekAnuévous SikehtwdTas. The use of
mepippuros in Hdt. 4.42.2 and 4.45.1 may make the general ref-
erence to Herodotus in § 112 more pointed.
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! lacunam stat. Victorius.
2 ¢l add. edd.
3 wpdypara Victorius (cf. Ar. Rhet. 1406b9): ypdupara P.
4 evpvé’pog Finckh: eppv@uog (sic) P.
5 wakpav Schneider: paxpov P.
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ON STYLE 114-117

We will discuss first the faulty style which is adjacent to
the grand style. Its name is the frigid style, and frigidity is
defined by Theophrastus® as “that which exceeds its
appropriate form of expression,” for example “an unbased
cup is not tabled,” instead of “a cup without a base is not
put on a table.”® The trivial subject does not allow such
magniloquence.

(115) Frigidity, like grandeur, has three aspects. It
may be in the thought, as in one writer’s description of the
Cyclops throwing a rock at Odysseus’ ship, “as the rock
was rushing along, goats were browsing on it.”¢ This is
frigid because the thought is exaggerated and impossible.
(116) In diction, Aristotled lists four types, <...>, for
example Alcidamas’ “moist sweat”;® from compounds,
when the words are compounded in a dithyrambic man-
ner, for example “deselrt—wamderimg”f in one writer, and
any other similarly pompous expressions; and from
metaphors, for example “the situation was trembling and
pale.”8 These then are the four types of frigidity in dic-
tion. (117) Composition is frigid when it lacks good
rhythm, or has no rhythm when it has exclusively long syl-

2 Theophr. F 686 Fortenbaugh.

b TrGF iv.Soph. Triptolemus F 611.

¢ Author unknown, a grotesque elaboration on Hom. Od.
9.481 ke & dmoppriéas kopudmy dpeos peydAoto.

d Cf. Ar. Rhet. 1405b34ff for the four types of frigid diction:
compounds, glosses, epithets, and metaphors. Aristotle helps us
to 1l the lacuna in our text, which will have covered glosses and
introduced epithets. e Alcidamas, fr. 15 Sauppe, the first
example of frigid epithet in Ar. Rhet. 1406a21.

f Author unknown, not one of Aristotle’s examples.

& Gorgias B16 D-K; cf. Ar. Rhet. 1406b8-10 xAwpa xat

3/ N 7
arvatpua Ta 7Tpa'y,ua7a.
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! lacunam stat. Victorius, e.g. Oepoirnr Maass.

2 Author unknown (cf. §42); the second phrase lacks a sub-
ject, e.g. “city.”
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ON STYLE 117-120

lables, for example “arriving inside our land, since it now
is all stirred up” (hékén hémén eis tén choran, pdsés
hémén orthés ousés).2 Owing to the unbroken succession
of long syllables, this sentence is quite unlike good prose
and finds no safe footing. (118) It is also frigid to intro-
duce, as some do, continuous metrical phrases, since
their continuity makes them obtrude. A line of verse in
prose is out of place, and as frigid as too many syllables to
the line in verse.P (119) In general, there is a sort of anal-
ogy between boastfulness and frigidity. The boaster pre-
tends that qualities belong to him even if they do not,
while the writer who adds pomp to trifles is himself like
the man who boasts about trifles. The use of a heightened
style on a trivial subject recalls the proverbial “orna-
mented pestle.”

(120) There are, however, people who hold that we
should use grand language on slight themes, and regard it
as a sign of exceptional skill. For my own part, I excuse
the rhetorician Polycratesd who eulogised <. ..> like an
Agamemnon with antithesis, metaphor, and every artifice
of eulogy. He was being playful and not in earnest; the
very inflation of his writing is part of the play. So play, as 1
say, is legitimate, but otherwise preserve propriety, what-
ever the subject; or in other words, use the relevant style,

bOr alternatively “as metre which is too regular.”

¢ Paroem. Gr. i.459. '
d Polycrates, Art. Scr. B.xxi.11; he specialised in paradoxical

encomia of villains and trifles such as pots, pebbles, and mice. In
the lacuna add a name such as Busiris, the wicked king who was
the subject of his most famous encomium, or the ugly Thersites
(cf. §163). For an extant walyviov see Gorgias’ Helen (cf. Hel.
91 ‘ENévns v éyrdpiov, éudv 8 malyviov).
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1 rorapov Schneider: flumen Lat.: motaud P.
2 3 add. Roberts. 3 r0vrw edd.: Toi7o P.
4 éroiooper Hemsterhuys: émovjoauer P.

5 rovrew ¢ P2: rov7o PL. 63 PZ om. PL
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ON STYLE 121-123

slight for slight themes, grand for grand themes, (121)
just as Xenophon does when he describes the small and
beautiful river Teleboas, “this was not a large river; it was
beautiful, however.”2 Through the conciseness of the con-
struction and the final position of “however” he makes us
all but see a small river. Contrast another writer who
describes a river similar to the Teleboas, saying that it
“rushed from the hills of Laurium and disgorged itself
into the sea,” as though he were writing about the
cataracts of the Nile or the mouth of the Danube. All
such language is called frigid. (122) Minor themes, how-
ever, may be magnified in another way, a way which is not
inappropriate and sometimes necessary, for instance
when we wish to praise a general for some small victory as
though he had actually won a major victory; or the ephor
in Sparta who scourged a man who played ball with
extravagant gestures and not in the local manner. The
offence in itself sounds trivial, so we wax eloquent on its
gravity, pointing out that men who/permit minor bad
habits open the way to more serious ones, and that we
ought to punish minor offences against the law rather
than major ones; and we will introduce the proverb,
“work begun is half-done,”® arguing that it fits this minor
offence, or even that no offence is minor. (123) In this
way, then, we may legitimately magnify a small success,

aXen. Anab. 4.4.3, cf. § 6.

b Author unknown.
¢ Hesiod, Op. 40, cf. Paroem. Gr.1.213.
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ON STYLE 123-127

but without doing anything unsuitable. Just as major
themes can often be usefully depreciated, so can minor
themes be magnified.

(124) The most frigid of all devices is hyperbole,
which is of three kinds. It is expressed either in the form
of a likeness, for example “like the winds in speed”; or of
superiority, for example “whiter than snow”;2 or of impos-
sibility, for example “with her head she reached the sky.”b
(125) Admittedly every hyperbole is an impossibility.
There could be nothing “whiter than snow,” nothing “like
the winds in speed.” But this last kind is especially called
impossible. And so the reason why every hyperbole
seems particularly frigid is that it suggests something
impossible. (126) This is also the chief reason why the
comic poets use it, since out of the impossible they create
laughter, for example when someone said hyperbolically
of the voracity of the Persians that “they excreted entire
plains”¢ and that “they carried oxen in their jaws.”d (127)
Of the same type are the expressions “balder than a
cloudless sky” and “healthier than a pumpkin.”® Sappho’s
phrase, “more golden than gold™ is also in form a hyper-
bole and impossible, but by its very impossibility it is
charming, not frigid. Indeed, it is a most marvellous
achievement of the divine Sappho that she handled an
intrinsically risky and intractable device to create charm.

This concludes my account of frigidity and hyperbole.

a Hom. Il. 10.437 (of horses). bHom. Il. 4.443 (of Strife).

¢ Author unknown; cf. Arist. Acharnians 82 rdxelov OkTw
prvas €émt Xpvodv Opov. dAuthor unknown, a proverb
(Paroem. Gr. ii. 749). In § 161 it describes a Thracian.

¢ Sophron 108 and 34 Kaibel (cf. § 162). -

f Sappho 156 L-P (cf. § 162 for a longer citation).
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| We will next discuss the elegant style, (128) which is

speech with charm and a graceful lightness. Some kinds
of charm, those of the poets, are more imposing and dig-
nified, others are more ordinary, closer to comedy and
resembling gibes, like those of Aristotle,® Sophron, and
Lysias. Such witticisms as “whose teeth could be counted
sooner than her fingers” (of an old woman) and “he has
taken as many coins as he has deserved beatings”b are
exactly like gibes, and come close to buffoonery. (129)
Contrast the lines, “At her side the nymphs play, and Leto
rejoices in her heart” and “she easily outshone them all,
yet all were beautiful.”® This is the charm that can be
called imposing and dignified. (130) Charm is also used
by Homer sometimes to make a scene more forceful and -
intense. His very jesting adds to the terror, and he seems
to have been the first to invent the grim joke, as in the
passage describing that least charming of figures, the
Cyclops: “No-man I will eat last, the rest before
him”d—the Cyclops™ gift of hospitality. No other detail

2 A surprising choice for comic wit (§ 164 is also suspect), and
Aristophanes has been proposed.
b Lys. fr. 1 (cf. § 262) and 93 Thalheim.
¢ Hom. Od. 6.105ff (of Artemis).
d Hom. Od. 9.369-70 (cf. §§ 152, 262),
Odrw éyd miparov Edopar pwerd. ols €rdpotat,
Tovs & dAhovs mpbofev, T 8¢é ToL Eewniov éoTar.

. \ > \
4 oov P, om. edd.: fort. delenda sunt verba omnia 76 émt . ..

70 ovv Roberts.
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ON STYLE 130-133

reveals so clearly the grimness of the monster—not his
eating two of Odysseus’ companions for supper, nor his
door made from a rock, nor his club—as this piece of wit.
(131) Xenophon is also familiar with this type, and he too
uses charm to grim effect, as in the passage describing the
dancing girl in armour: “A Greek was asked by the
Paphlagonian whether their women accompanied them
to war. “Yes,” he replied, ‘in fact they were the ones who
routed the king.””2 This witticism is tellingly forceful in
two ways, the implication that it was not mere women but
Amazons who accompanied them, and the implied insult
to the king that he was so feeble that he was put to flight
by women. (132) This, then, is the number and variety of
the forms of charm.

The charm may lie in the subject matter, such as gar-
dens of the nymphs, marriage songs, loves, or the poetry
of Sappho generally. Such themes, even in the mouth of a
Hipponax,b have charm, and the subject has its own
graceful lightness. No one could sing a marriage song in
frenzied anger, nor could style change Love into a Fury or
a Giant, or laughter into tears. (133) There is, then, charm
in the theme itself, but sometimes diction can give an
added charm, as in the lines:

“Just as Pandareus’ daughter, the pale nightingale,
sings beautifully at the beginning of spring.”

aXen. Anab. 6.1.12-15.
b Cf. §301. cHom. Od. 19.518-19.

3 rovjoerer Hammer: mowjae év F.
4 wpdrypact Victorius: mpdypatt P,
5 avSapéov codd. Hom: Navdapén P.
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This passage refers to the nightingale, which is a delight-
ful little bird, and to spring, which is of its nature a
delightful season of the year, but the style has made it
much more beautiful, and the whole has added charm
from “pale” and the personification of the bird as Pan-
dareus’ daughter. Both these touches are the poet’s own.

(134) Often subjects which are naturally unattractive
and sombre acquire a lighter tone from the writer’s skill.
This secret seems to have been discovered first by
Xenophon, who took the gloomy and sombre figure of the
Persian Aglaitadas and exploited him for a charming joke,
“it would be easier to strike fire from you than laughter.”?
(135) This is, indeed, the most effective kind of charm,
and one which most depends on the writer. The subject
was in itself sombre and hostile to charm P but the writer
virtually gives a demonstration that even with such
unpromising material jokes are possible, just as cold can
heat and heat can cool.

(136) Now that we have set out the varieties of charm
and where it is found, we will next list its sources. As we
have already said, it lies partly in the style and partly in
the subject. So we will list the sources under both cate-
gories, beginning with those from style.

(137) The very first source of charm is brevity, when a
thought which would lose its charm if it were expanded is

2 Xen. Cyrop. 2.2.15. )
b The Greek text adds “as Aglaitadas certainly was.

3 paov codd. Xen.: pddiov P.
4 del. Schenkeveld.
5 rapadeiéoper Gale: mapadetéopar P.
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given charm by a quick mention, as in Xenophon: “This
- man has really nothing Greek about him, for he has (and I
saw it myself) both his ears pierced like a Lydian; and so
he had.”® The ending, “and so he had,” has charm from its
brevity, but if it had been expanded at greater length,
“what he said was true, since he had evidently had them
pierced,” it would have become a bald piece of narrative
instead of a flash of charm. (138) Often too the conflation
of two ideas in one sentence gives a delightful effect. A
writer once said of a sleeping Amazon: “Her bow lay
strung, her quiver full, her shield by her head; but they
never loosen their belts.”? In one and the same phrase the
general custom about their belts is indicated, and so is the
fact that she had not loosened her belt—two things at
once. There is a touch of elegance in this brevity.

(139) The second source is word order. The very
thought which would have no charm if it is put at the
beginning or middle of a sentence, is often full of charm if
it comes at the end, for example Xenophon on Cyrus, “He
gives him gifts too—a horse, a robe, a torque, and the
assurance that his country would no longer be plun-
dered.”@ It is the last item in the sentence (“the assurance
that his country would no longer be plundered”) that cre-
ates the charm, from the novel and unique nature of the
gift. And the charm is due to its position. If it had b“een
put first, it would be less attractive, for example, “He

a2 Xen. Anab. 3.1.31. bAuthor unknown. The Amazon
custom was to remain virgins. ¢ Xen. Anab. 1.2.27.

2 rerpvmmpévov codd. Xen.: perforatas Lat.: Terpiupévor P.
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2
3

émov edd.: wov P.

> / . 3 . /
émvxapitws Finckh: éme (sic) xdperos P.
oty Paulus Manutius: oivov P.

2 Sappho 114 L-P.
b Sappho 104(a) L-P. The text has some uncertainties and
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gives him gifts, the assurance that his country would no
longer be plundered, a horse, a robe, and a torque.” As it
is, he listed the customary gifts first, and then added last
the novel and unusual gift, and all this combines to give
charm.

(140) There is obvious charm from the use of figures,
preeminently in Sappho, for example the use of repetition
when a bride addresses her own virginity, “virginity, vir-
ginity, why have you gone and left me?” and it replies to
her with the same figure, “never again shall I come to you,
never again shall I come.” The idea has clearly more
charm than if it had been expressed only once, without
the figure. Repetition, it is true, is thought to have been
invented more particularly to add force, but Sappho
exploits even the most forceful features for charm. (141)
Sometimes too she makes attractive use of anaphora, as in
the lines on the evening star,

“Evening star, you bring everything home,
you bring the sheep, you brin%the goat, you bring
the child to its mother.” ’

Here the charm lies in the repetition in the same position
of the phrase, “you bring.” (142) Many other examples of

this could be cited.
Charm also comes from the use of a single word, for

example from metaphor, as in the passage about the
cicada,

“from under his wings
he pours out a stream of piercing song, as

the second line may contrast the bride who does not return home

to her mother.

437



DEMETRIUS

rrduevovt katavhel,” (143) 7l ék ovvBérov [T0D]?

3
4

~ (44 / /
dvéparos kal OSwvpaufikod, “6éomora IIhovrwy
7 N\ / 7
UENOVOTTEPUYWY—TOUTL  OEWOV, TUPPOTTEPV YWV
> \ / 3 AN / 8\ 8 N\ / /
aUTO TOMOOV. O MANOTA 07 KOUEOLKG Talyvia
3 ~ /
€oTL KAl O'aTvpLKd.s (144) kol €€ (OtwTLKOD O€ Svdua-
S5 /7 e ¢ / 3 /
TOS Ylyveral, ws 0 AploToTé\ns, 60 vap, Pnot,
N\ >
“wovadtns etpi, Pthopvlhérepos yéyova Tt kal €k
v
TEMOMUEVOU, ®S O aUTOS € TO aUT®, O0® yap
/ N\
adTiTys Kal povaTns etpl, phopvlorepos yéyova.”
\ A A\ 34 ’ » > / > 6
TO pev yap povarns OwwtikoTépov eldovs® Mon
> /7 \ 8\ 43 > 7/ 3 / > ~ > /
€0TL, TO O€ QUTLTMS TTETONUEVOV €K TOU QUTOS.
hY \ /
(145) moAha ¢ dvopata kat mapa Ty Béow ™y émt
/ / Q (44 Lls I
Twos Yapievtd éoTw, olov 6 yap 8pris ovTos k6N

337 >

> N\ N\ / ~ ¢ / > \ ~ ~
€oti kat k6Balos.” ! évravfa m xdpis amo TOV TK®-

\ 3/ / 3/ N\ ¢/ \ \

Yar Tov opvw kabamep avlpwmov, kai 6TL TA UM
/ E74 / ~ 5 - ¢ N\ ) ~
ovvnfn €fero ovopata T4 oprifi. ai pev ovv Tolav-

/ ;] > N\ \ /
TaL xdpires wap’ avras Tas Aé€es.

Yocus corruptus, at recte koravAel 4 Finckh: karavéein P.

2 700 del. Finckh.

3 I\ ovrwr M2 Bergk: mhovrov P.

4 muppomrrepywr Wilamowitz (qui et personas distinxit):
wpo TTeEpUywv P.

5 rarvpird Gale: caripua P,

6 €ldovs Orth: €fous P.

7 k6Baros Wilamowitz: k6 akos P.

2 Alcaeus 347 (b) L-P. The text is corrupt, the metaphor
probably the attractive conjecture, xaravier, “flutes.” The
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in the blazing theat of summer he flies and+
flutes™;2

>

(143) or from dithyrambic compounds, “‘Pluto, lord
of the sable-winged’—‘that is terrible, make it red-
Winged.’”b Such freaks of language are best suited for
comedy and satyr drama. (144) Idiosyncratic language is
another source, as in Aristotle: “the more I am a solitary,
the more I have become a lover of stories.”® So too are
neologisms, as in the same author and passage: “the more
I am a solitary and selfish, the more I have become a lover
of stories.” The word “solitary” is already of a rather
idiosyncratic type, and “selfish” is coined from “self.”
(145) Many words owe their charm to their application to
a particular object, for example: “this bird is a flatterer
and a rogue.”d Here there is charm because the author
mocked the bird as though it were a person, and applied
words not usually applied to a bird. These then are the
types of charm from single words.

author is likely to be Alcaeus, since like 347 (a) L-P it imitates
Hesiod, Op. 5821f.

b Author unknown, presumably comedy (Supp. Com. Adesp.
1) rather than lyric (PMG 963). The text is corrupt, but parodies
tragic compounds in “-winged,” and is probably a dialogue.

© Ar. fr. 668 Rose (cf. §§ 97, 164). The surrounding context
involves unusual words and uses, and povdrys is rare outside
Aristotle, so iSwwrikds should here mean “idiosyncratic.” If the
text of § 164 were sound (see note), the meaning must be “ordi-
nary,” as in §§ 15, 207-8, and it is an accident that we lack proof
that pwovdrns was indeed part of ordinary speech (so D. J. Allen,
Mnemosyne 27 (1971) 119-22). ‘

d Author unknown, cf. Ar. Hist. Anim. 597b23 (of a kind of
owl) kéBakos kal pwunTs.
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I s Radermacher: xai P.
2 Bpov edd.: viow P: o Radermacher.
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(146) Charm also comes from the use of comparison,
* as in Sappho’s description of an exceptionally tall man as
“preeminent, like the poet of Lesbos among strangers.”?
Here the comparison creates charm rather than grandeur,
as would have been possible if she had said, “preeminent
like the moon among the stars,” or the sun, which is even
brighter, or any other more poetic comparison. (147)
Sophron uses the same type when he says: “See how many
leaves and twigs the boys are throwing at the men—as
thick as the mud, my dear, which they say the Trojans
threw at Ajax.”b Here again the comparison is charming,
as it makes fun of the Trojans as though they were boys.
(148) There is a kind of charm from a change of direc-
tion which is peculiarly characteristic of Sappho. She will
say something and then change direction, as though
changing her mind, for example: “Raise high the roof of
the hall, builders, for the bridegroom is coming, the equal
of Ares, much taller than a tall man.”¢ She seems to check
herself, feeling that she has used an impossible hyper-
bole, since no one is the equal of Ares. (149) The same
type appears in Telemachus: “Two hounds were leashed
in front of the courtyard. I can tell you the actual names
of the hounds. But why should I want to tell you their
names?”d By this sudden change of direction in the mid-
dle, suppressing their names, he too is elegantly v.vittz/.
(150) Charm also comes from parody of another writer’s

& Sappho 106 L~P. o
b Sophron 32 Kaibel; cf. Hom. Il. 11.358f, where Ajax slow

retreat is like a donkey being beaten by boys. .
¢ Sappho 111 L-P. d Telemachus, otherwise unknown

(or, but less natural Greek, an unknown author describes
Telemachus, son of Odysseus).
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1 év6dde dv Schneider: évfadeov P.
2 mévrov apréar Kaibel: mévriov vai vel movrivas P.
3 Mixvevua apud Athenaeum 86e: ixvevpuact P.

4 pypidrepa Victorius: puypnrikarepa P,

5 v P: del. Schneider.
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line, like Aristophanes’ mockery of Zeus somewhere
- because “he does not strike the wicked with his thunder-
bolts but his own very temple, and ‘Sunium, headland of
Athens.”” It seems as though it is no longer Zeus who is
being laughed at, but Homer and Homer'’s line, and this
fact increases the charm.

(151) Some allegories have a colloquial turn of wit, as
in: “Delphians, that bitch of yours is with child”;? and in
Sophron’s passage on the old men: “Here I too wait with
you, whose hair is white like mine, outside the harbour,
ready for the voyage out to sea: for men of our age always
have our anchors weighed”; and his allegory of women,
when he speaks of fish: “tube fish, sweet-fleshed oysters,
dainty meat for widows.”® Jokes of this kind are ugly and
suit only the mime.

(152) There is also a sort of charm from the unex-
pected, as in the Cyclops’ words, “No-man I will eat
last.”d Neither Homer nor the reader was expecting this
kind of hospitality gift. Similarly Aristophanes says of
Socrates, “He m