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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.

9

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 
seems to reflect the theoretical energy of 
Hellenistic rhetorical works now lost, and 
is notable particularly for its theory and 
analysis of four distinct styles (grand, ele
gant, plain, and forceful). Doreen Innes’ 
fresh rendering of the work is based on the 
earlier 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 
considerableJcontingen^^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.1 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.
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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 irredeemably^ consequence of 
historical accident and arbitrariness We need only con
sider that even since its decline from the preeminence 
and authority with which, as late as the eighteenth cen
tury, it had been endowed by neoclassicists, it has contin- 
ued<fenaciously )o provide a valuable point of reference 
withinthe debates of literary criticism and theory—even, 
often enough, for those who have found its contents 
^ncongeniaT^ At the very least, therefore, we need to 
recognise mat 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 
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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. Ill 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 54b 18 is probably a reference) 
and the six-book discussion of interpretative difficulties in 
Homer, Homeric Problems (of which Poetics ch. X^V 
appears to provide a summary). All in all, it is highlVplauj 
sible |hat the Poetics, whatever its history of compohtiofi, 
■was^at any rate available for use during the final phase of 
Aristotle’s career, after the founding of his own school, 
the Lyceum, at Athens in 335.2

2 Halliwell (1986), appendix 1, collects views and evidence on 
the date of the Poetics.

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 
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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 genera 1” (47a8)—an approach

3 Details in DFA^, pp. 70—71.

which expresses not Plato’s and
other earlier thinkers’ views on the subject, but also the 
concepts, methods, and tendencies of his own philosophi
cal outlook.

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

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

to this tradition; his account of mimetic modes in ch. Ill, 
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. Withnut^eyer^o^prip^ 
a definition of the term (a perhaps sagaciou^pticencejj 
Aristotle employs mimesis as ^TupplejDoncepf oFthe 
human (propensityyto explore anuTTderstanding of the 
world—abew-afl^ of human experience its^l£=—through 
fictive representation and imaginative “{enactment) of 
experience. His views are sketched, not fufly"Slal5drated, 
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§re 
simultaneousl)\delineatedj|nd conceptuallydntertwined) 
This aspect of AnsfotIeF^>proach is particulaT^obvious 
in chs. IV-V, where he reconstructs the patterns of cul
tural evolution which saw tragedy and comedy emerge 
from the earlier branches of serious and humorous 
poetry. It must be added that, somewhat ironically (given 
his own comments, in chs. IX and XXIII, on the chroni
cle-type character of history), Aristotle’s perspective on 
poetic history is hardly straightforward or neutrally fac
tual. It is, on the contrary^pefmeatedyby an interpretative 
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INTRODUCTION

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 modesAm^cfls. 
I—III is precisely to suggest how genres can bt/delimited) 
in terms of their particular combinations of m©&e-fea- 
tures. It is also the steadiness of focus upon genres which 
was to be subsequently responsible for a large part of the 
work’s appeal to, and influence on, neoclassical-trSftds of 
jbonght^Ry organising discussion aroun^l juxtaposedjmd 
interhnkeW consideration of his chosefb-^sp^eiCs’’ of 
prjetiyr’Aristotle aims to ensure that the judgement of 
particular poems is controlled by standards which refer to 
the character and goals of a shared generic “nature” (cf. 
49al5).

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 
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INTRODUCTION

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 authors position: such concepts 
include the “necessity and/or probability” which provide 
criteria of what makes coherent sense in the dramatic 
depiction of human life (51al2-13, 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 
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INTRODUCTION

in Plato and others for Aristotle’s attitudes and epipha- 
ses.4 But the Poetics combines these and othef salient; 
concerns with a new argumentative firmness anaTfefail, 
and the result is a work which demarcates poetry as an 
jndependent subject for study, and does so in a manner 
copioupif sometimes frustratingly unclear, in philosophi- 
caTand 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 modem 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”;5 6 the other, Aristotle’s decision to 
make the treatment of epic (chs. XXIII-XXV) subordi
nate to that of tragedy, on the grounds that tragedy could 
be judged to have carried to superiopduffilniept certain 
goals which had been powerfully /adumbrated^ but not 
wholly crystallised, in the poetry ordHemerC^^he com
bined result of these two factors, onczdontingent and one 
conceptual, is that the Poetics now stands as^aBove all a 
treatise on tragedy; and it is to the discussion of this genre

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

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.
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INTRODUCTION

(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 andjgxi Lalist inclinations to identify a dark
essence, a ^rreduciblqjconception of “the tragic,” at the 
heart of the maiden uch attitudes were in a sense ^5 refig* 
ured^jy Plato, who, as an opponent of the psychology 

r 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.7 Aristotle’s distance from this Platonic view, 
as well as from many later theories of tragedy, ca

best be regarded as part of a more general ^lisincli- 
natibi^ to discover a single core of significance in

itT 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. VH-VIII), 
and the criteria of necessity and probability (e.g. ch. 
IX)—whose applicability js much wider than tragedy as 

. We should^notr-t before, expect the Poetics to 
account of the quintessen-neatly qircumscrib

7 See esp. Republic 10.605c-6b.
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INTRODUCTION

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—III); the subject matter 
of serious in contradistinction to comic poetry (48b34, 
49bl0); 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

8 Ar. s views leave no real room for tragedies that hinge 
around seriously corrupt characters: this is the cumulative impli
cation of 48al6-18, 52b36 ff, 54al6-17. Only 56a21-23, a very 
obscure passage, appears to contemplate plays whose central fig
ures have substantial vices.

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

tragedy’s own language of human experience — of move
ment or “transformation” (metabasis)9 between extreme 
poles of fortune: ‘‘prosperit^^t^uchia) and “adversity” 
(atuchia, dustuchia). Thi^polarity first mentioned at the 
end of ch. VII (51al3-14)r-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.10 But although this 
involves him in the perhaps problematic preference for 
plays of averted catastrophe in ch. XIV (54a4-9), its gen
eral import is not as paradoxical as might at first appear. 
Aristotle assumes that any tragic transformation from 
Adversity tio prosperity must give prominence to the first 
ofkth©s€<extremes, and will take place in the context of 
events entailing, or threatening, great suffering: at 
54al2—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

9 Ar. applies metabasis (52al6-18), with its cognate verb, to 
the movement of fortune which he regards as essential to all 
tragedy; metabole (52a23, 31), “change,” also with its cognate 
verb (51al4 being an exception), is reserved for the more abrupt 
twists which characterise the elements of the “complex” plot. 
But what Ar. means by metabasis is often expressed, in tragedy 
itself and elsewhere, by metabole.

10 See 51al3-14, 52a31 (perhaps), 55b27-8, as well as ch. 
XIVs preference for averted catastrophe.
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INTRODUCTION

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 twist^J action. They are, in other words,
hinge-hke^uncturesjat which the general tragic pattern of 
transforma ^encapsulated in a particularly intense 
and decisive manner. Accordingly, they exemplify in a 
special degree the way in which, within the Poetics’ 
account of tragedy, the idea of a change of fortune is 
closely related to two further elements: on the one h^jL 

^pity^nd fear;11 on the other, the exhibition of hum 
libility, gor which hamartia is Aristotle’s chosen expression

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” 

Pity and fear were traditionally held to be the combi
nation of emotions appropriately evoked by tragedy, in 
life as well as fiction. Aristotle gives his own definitions of 
them in Poetics XIII, and much more fully in Rhetoric 
II.5 and II.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- 
sal11 12 sense of human vulnerability—a vulnerability which 
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INTRODUCTION

is dramatically projected by events in which transforma
tions of fortune, and thus great swings in the potential 
happiness13 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.

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. 50al6-20.

14 See on 52a4.

When, therefore, in Poetics XIII Aristode-pre^cribes 
that the tragic agent should fall into fedversityy not 
“because of evil and wickedness, but through-frome kind 
of error (hamartia)’’ (53a8-10), it is not easy to see how 
hamartia, repeated a few lines later, can serve aijnimh 
more than a token for the various sources offfallibilitA 
which could activate a tragic calamity, while stnbfaltaig 
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 
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INTRODUCTION

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 agents part, includ
ing certain deeds of passion, cannot be ruled out.15 
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.

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

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,” ^purifi
cation,” and “purgation,” has long been the most yexechin 
the entire work. Opinion has been divided ovei—fene 
extent to which interpretative help can be found in Poli
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INTRODUCTION

tics VIII.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.

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

17 This aspect of Ar. s moral psychology is discussed by Nuss
baum (1992).

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

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. Vis 
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 (53b 10-13), 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.

18 For this and other interpretations of catharsis, see Halli- 
well (1986) ch. 6 and appendix 5.

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 
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INTRODUCTION

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 interpreters 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 It is 

19 I 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 Kassel’s, 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
contains" Variants with substantive implications for the 
sense. It should be noted, additionally, that I do not men
tion places where readings taken from recentiores involve 
a practically certain correction of the medieval manu-

they may be important for understanding the textual tra
dition as such; and I cite the medieval Latin translation
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INTRODUCTION

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 1447a8-48a29, and 1461b3-62al8).
Lat.: readings implied by the Latin translation of 

William of Moerbeke, completed in 1278.
rec.: readings of one or more Renaissance ms. 

(15th/16th cent.)

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

The following conventions in the translation should be 
noted:

<> = wordsfdeemed to be missing from the Greek text 
and conjecturaliy>su^pned by editors. ~----

( ) = parts of the text conveniently^renderpcl as paren
theses; round brackets are used more offelTm the transla
tion than in the Greek text.

22



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

INTRODUCTION

[ ] = transliterated Greek terms or translations of such 
terms, included to clarify verbal points.
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The following abbreviated references are used in the 
notes to the translation (abbreviations for ancient authors 
and works generally follow the Oxford Classical Dictio
nary, see below, though I use Ar. not Arist. for Aristotle).

DFA2: Pickard-Cambridge, Arthur. The Dramatic Fes
tivals of Athens, rev. J. Gould and D. M. Lewis. Oxford: 
Clarendon Press, 1968.

DK: Diels, H., and W. Kranz edd. Die Fragmente der 
Vorsokratiker. 7th ed. Berlin: Wiedmann, 1954.

Gigon: Gigon, O. ed. Aristotelis Opera III: Librorum 
Deperditorum Fragmenta. Berlin: de Gruyter, 1987.

Nauck: Nauck, August. Tragicorum Graecorum Frag
menta. 2nd ed. Leipzig: Teubner, 1889.

OCD: The Oxford Classical Dictionary, ed. N. G. L. 
Hammond & Η. H. Scullard. 2nd ed. Oxford: Clarendon 
Press, 1970.

PCG: Kassel, R., and C. Austin edd. Foetae Comici 
Graeci. Berlin: de Gruyter, 1983-.

PMG: Poetae Melici Graeci, ed. D. L. Page. Oxford: 
Clarendon Press, 1962.

P. Oxy. ·. The Oxyrhynchus Papyri. London: Egypt 
Exploration Society, 1898-.

TrGF: Tragicorum Graecorum Fragmenta, ed. B. 
Snell et al. Gottingen: Vandenhoeck & Ruprecht, 1971-

Rose: Rose, V. Aristotelis qui ferebantur librorum 
fragmenta. Leipzig: Teubner, 1886.

West: West, M. L. Iambi et Elegi Graeci. 2nd ed. 
Oxford: Clarendon Press, 1989-92.

23



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 
 

 

 

 

 

 

 

 

 

 

INTRODUCTION

The following selection of publications is restricted to 
writings in English; works in other languages can be 
traced through the bibliographies in many of the items 
listed here.

Commentaries

Bywater, Ingram. Aristotle on the Art of Poetry. Oxford: 
Clarendon Press, 1909.

Else, Gerald F. Aristotle’s Poetics: the Argument. Cam
bridge, Mass.: Harvard University Press, 1957.

Lucas, D. W. Aristotle Poetics. Oxford: Clarendon Press, 
1968.

Monographs

Belfiore, Elizabeth S. Tragic Pleasures: Aristotle on Plot 
and Emotion. Princeton: Princeton University Press, 
1992.

Halliwell, Stephen. Aristotle’s Poetics. London: Duck
worth, 1986.

House, Humphrey. Aristotle’s Poetics. London: Rupert 
Hart-Davis, 1956.

Translations

The following contain extensive annotation or commen
tary.
Golden, Leon, and Ο. B. Hardison. Aristotle’s Poetics: a 

Translation and Commentary for Students of Litera
ture. Englewood Cliffs: Prentice-Hall, 1968.

24



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

INTRODUCTION

Halliwell, Stephen. The Poetics of Aristotle: Translation 
and Commentary. London: Duckworth, 1987.

Hubbard, Margaret. "Aristotle: Poetics.” in D. A. Russell 
and M. Winterbottom. Ancient Literary Criticism. 
Oxford: Clarendon Press, 1972.

Hutton, James. Aristotle’s Poetics. New York: Norton, 
1982.

Janko, Richard. Aristotle Poetics. Indianapolis: Hackett, 
1987.

Other works

Cave, Terence. Recognitions: A Study in Poetics. Oxford: 
Clarendon Press, 1988.

Gallop, David. “Animals in the Poetics.” Oxford Studies in 
Ancient Philosophy (Oxford), 8 (1990), 145-171.

Halliwell, Stephen. “The Importance of Plato and Aristo
tle for Aesthetics.” in J. J. Cleary (ed.) Proceedings of 
the Boston Area Colloquium in Ancient Philosophy, 
vol. 5. Lanham: University Press of America, 1991, pp. 
321-348.

--------- “Aristotelian Mimesis Reevaluated.” Journal of 
the History of Philosophy (Chicago), 28 (1990), 
487-510.

Heath, Malcolm. “Aristotelian Comedy.” Classical Quar
terly (Oxford), 39 (1989), 344-354.

---------“The Universality of Poetry in Aristotle’s Poetics.” 
Classical Quarterly (Oxford), 41 (1991), 389-402.

Janko, Richard. Aristotle on Comedy: Towards a Recon
struction of Poetics II. London: Duckworth, 1984.

Kennedy, George A., ed. The Cambridge History of Liter
ary Criticism vol. 1: Classical Criticism. Cambridge: 
Cambridge University Press, 1989.

25



 

 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

INTRODUCTION

Lear, Jonathan. “Katharsis.” Phronesis (Oxford), 33 
(1988), 297-326.

Nussbaum, Martha C. The Fragility of Goodness: Luck 
and Ethics in Greek Tragedy and Philosophy. Cam
bridge: Cambridge University Press, 1986.

---------“Tragedy and Self-Sufficiency: Plato and Aristotle 
on Fear and Pity.” Oxford Studies in Ancient Philoso
phy (Oxford), 10 (1992), 107-159.

Richardson, Nicholas. “Aristotle’s Reading of Homer and 
Its Background.” in Lamberton, R. W., and J. Keaney 
edd. Homers Ancient Readers. Princeton: Princeton 
University Press, 1992, 30-40.

Rorty, Amelie Oksenberg, ed. Essays on Aristotle’s Poet
ics. Princeton: Princeton University Press, 1992.

Stinton, T. C. W. “Hamartia in Aristotle and Greek 
Tragedy.” Classical Quarterly (Oxford), 25 (1975), 
221-254.

26



 ΠΕΡΙ ΠΟΙΗΤΙΚΗΣ



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

ΠΕΡΙ ΠΟΙΗΤΙΚΗΝ

1447a
I

ίο

15

20

Πβρι ποιητικής αυτής τε και τών ειδών αυτής, ην 
τινα δύναμιν έκαστον βχβι, καί πώς δει συνιστασθαι 
τους μύθους ει μέλλει καλώς εζειν η ποίησις, ετι δε 
εκ πόσων και ποιων έστι μορίων, ομοίως δέ και περί 
των άλλων οσα της αυτής έστι μεθόδου, λέγωμεν 
άρζάμενοι κατα φύσιν πρώτον από τών πρώτων.

εποποιία δη και η της τραγωδίας ποίησις ετι δε 
κωμωδία και η διθυραμβοποιητικη και της αύλητι- 
κης η πλειστη και κιθαριστικης πασαι τυγχάνουσιν 
ούσαι μιμήσεις τό σύνολον διαφέρουσι δε άλληλων 
τρισιν, η γαρ τώ εν1 έτέροις μιμεϊσθαι η τώ ετερα η 
τώ ετέρως και μη τον αυτόν τρόπον, ώσπερ γαρ και 
χρώμασι και σχημασι πολλά μιμούνται τινες άπει- 
κάζοντες (ο'ι μεν δια τέχνης οι δε δια συνήθειας), 
ετεροι δε δια της φωνής, ούτω καν τάΐς είρημέναις 
τέχναις απασαι μεν ποιούνται την μιμησιν έν 
ρυθμώ και λόγω και αρμονία, τούτοις δ’ η χωρίς η

1 έν Forchhammer: γένει A

aA major genre of choral lyric, performed in honour of 
Dionysus; cf. 49al0—11 for its relation to tragedy
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POETICS

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

Now, epic and tragic poetry, as well as comedy, 
dithyramb/ and most music for aulosb and lyre, are all, 
taken as a whole, kinds of mimesis.*2 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, 
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, 61al8, b31.

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

dFor vocal mimicry, including that of actors; cf. Rh. 
1404a21-3.
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ARISTOTLE

25

1447b

10

15

μεμιγμενοις’ olov αρμονία μεν καί ρυθμώ χρωμεναι 
μόνον η τε αύλητικη και η κιθαριστικη καν ε’ι τινες 
ετεραι τυγχάνωσιν ούσαι τοιαύταώ την 8ύναμιν, 
οϊον η των συριγγών, αύτω δβ τω ρυθμω2, χωρίς 
αρμονίας η5 τ^ν ορχηστών (και yap οντοι 8ιά των 
σχηματιζο μενών ρυθμών μιμούνται και ηθη καί 
πάθη και πράξεις)’ η δβ4 μόνον τοϊς λόγοις ψιλοΐς η 
τοϊς μετροις και τοντοις είτε μιγνύσα μετ’ άλληλων 
εϊθ’ ενί τινι γένει χρωμένη των μέτρων ανώνυμος5 
τυγχάνει ούσα5 μέχρι του νυν ού8εν γάρ αν εχοι- 
μεν όνομάσαι κοινόν τούς Σώφρονος και αενάρχου 
μίμους και τούς Σωκρατικούς λόγους, ού8ε εϊ τις 8ιά 
τρίμετρων η ελεγείων η των άλλων τινών των τοιού- 
των ποιοΐτο την μίμησιν. πλην οί άνθρωποί γε συν- 
άπτοντες τω μετρώ τό ποιεΐν ελεγειοποιούς τούς 8ε 
εποποιούς όνομάζουσιν, ούχ ώς κατά την μίμησιν 
ποιητάς αλλά κοινή κατά τό μετρον προσαγορεύον- 
τες’ και γάρ αν ιατρικόν η φυσικόν? τι 8ιά των 
μέτρων έκφέρωσιν, ούτω καλείν ειώθασιν ού8εν 8ε 
κοινόν εστιν 'Ομήρω και "Έμπεόοκλεϊ πλην τό

1 τοιαϋται rec.: om. A
2 ρυθμω μιμούνται, Α: μιμ. del. Spengel (om. Arab.)
3 η rec.: ot A
4 8c εποποιία A: err. del. Ueberweg (om. Arab.)
5 ανώνυμος add. Bemays (Arab.)
6 τυγχάνει ουσα Suckow: τυγχάνουσα A
7 φυσικόν Heinsius (Arab.): μουσικόν A
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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,a 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 Λ For we 
have no common name to give to the mimes of Sophron 
and Xenarchusc and to Socratic dialogues; nor even to any 
mimesis that might be produced in iambic trimeters^ or 
elegiac coupletse or any other such metres. Of course, 
people attach the verbal idea of “poetry” [poiein] to the 
name of the metre, and call some “elegiac poets,” others 
“epic poets.” But this is not to classify them as poets 
because of mimesis, but because of the metre they share: 
hence, if writers express something medical or scientific 
in metre, people still usually apply these terms. But 
Homer and Empedocles^ have nothing in common except

a 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.

c 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).

e Used mostly in “elegiac” poetry such as that of Theognis.
f E. (c. 495-35) composed two philosophical/scientific works, 

On Nature and Purifications, in hexameters.
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ARISTOTLE

μέτρου, διό του μευ ποιητηυ δίκαιου καλεϊυ, του δε 
φυσιολόγου μάλλου τ) ποιητηυ. ομοίως δβ καυ el τις 

20 άπαυτα τά μέτρα μιγυύωυ ποιοίτο τηυ μίμησιυ 
καθάπερ Χαιρήμωυ έποίησε Κέυτανρου μικτηυ 
ραφωδίαυ έζ άπάυτωυ τώυ μέτρωυ, και ποιητηυ 
προσαγορευτέου. περί μευ ούυ τούτωυ διωρίσθω 
τούτου του τρόπου, είσί δέ τιυες αι πάσι χρώυται 
τοϊς είρημέυοις, λέγω 8έ οϊου ρνθμω και μέλει και 

25 μέτρω, ώσπερ η τε τώυ διθυραμβικώυ ποίησις και η 
τώυ υόμωυ και -η τε τραγωδία και η κωμωδία’ διαφέ- 
ρονσι δέ οτι αι μευ άμα πασιυ αι δέ κατα μέρος, 
ταύτας μευ ονυ λέγω τάς διαφοράς τώυ τεχυώυ ευ 
οίςΐ ποιούυται τηυ μίμησιυ.

II ΕπβΙ δβ μιμούυται οι μιμούμευοι πράττουτας,
1448a άυάγκη δέ τούτους η σπουδαίους η φαύλους εΐυαι 

(τά γάρ ηθη σχεδόυ άει τούτοις ακολουθεί μόυοις, 
κακία γάρ και αρετή τά ηθη διαφέρουσι πάυτες), 
ήτοι βελτίουας η καθ’ ημάς η χείρουας η και τοιού- 

5 τους, ώσπερ οι γραφείς- ΐϊολύγυωτος μευ γάρ κρείτ- 
τους, Τϊαύσωυ δέ χείρους, Διουύσιος δέ όμοιους 
είκαζευ. δηλου δέ οτι και τώυ λεχθεισώυ έκαστη 
μιμησεωυ εξει ταύτας τάς διαφοράς καί εσται έτέρα 
τώ ετερα μιμεΐσθαι τούτου του τρόπου, και γάρ ευ

1 οίς Vettori: αις A

a4th cent, tragedian (Rh. 1413bl3, TrGF I no. 71); Centaur 
was probably a polymetric drama, perhaps meant only for recital 
(hence “rhapsody,” elsewhere used of epic recitals). Cf. 60al-2. 
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POETICS 2

their metre; so one should call the former a poet, the 
other a natural scientist. Equally, even if someone should 
produce mimesis in a medley of all the metres (as 
Chaeremona 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,^ 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 elevated0 or base (for charac
ters almost alwaysialignjwith just these types, as it is 
through vice and virttie 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.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.

c 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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ARISTOTLE

20

10
καί την φιλομετρίαν, ο'ιον 'Όμηρος μεν βεΧτίους,

παρωδίας ποιηετας πρώτος καί Νικοχάρης δ την 
Δβύλιάδα χείρους' ομοίως δέ καί περί τους διθνράμ-

kcll περί τονς νομούς, ώσπερ γαρ ν^υκΧωπα.ς
15 Τιμόθεος καί Φιλόξενος ραρ.ησ~αιτο αν τις. εν αυτή

\ \ \ / '/

Άτι όε τούτων τρίτη όιαφορα το ως εκασπα τού
των μιμησ-αιτο αν τις. και γαρ εν τοϊς αύτοΐς και τα
αντα μιμεισ-σαι εεττιν οτε μεν απαγγεΚΚοντα η έτε
ρόν τι γιγνόμενον ώετπερ 'Όμηρος ποιεί, η ώς τον 
αυτόν καί μη μεταβάλλοντα, η πάντας ώς πράττον- 
τας και ένεργουντας τονς μιμούμενους, εν τρισΊ δη 
τανταις διαφοραΐς η μίμηοάς εσπιν, ώς εϊπομεν κατ’ 
άρχάς, εν ο'ις τε και ά και ώς. ώσπε τη μεν ό αυτός 
αν εϊη μιμητης Όμηρω Σοφοκλής, μιμούνται γαρ 
αμφω σ-πουδαίους, τη δε Άριστοφάνει, πράττοντας 
γαρ μιμούνται καί δρώντας αμφω. όθεν καί δρά
ματα καλεϊσθαί τινες αυτά φασΊν, οτι μιμούνται 
δρώντας. διό καί αντιποιούνται της τε τραγωδίας

1 γάρ Vahlen: γάς Α: Γαλατβίας καί Eden

a Minor tragic poet; cf. 58a20 and Rh. 1408al5.
b Probably late 5th cent.; cf. 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, Cleophona those like ourselves, Hegemon of Thasos^ 
(the first composer of parodies) and Nicocharesc (author 
of the Deiliad) inferior characters. Likewise with dithyra
mbs and nomes: for one could represent Cyclopses as did 
Timotheus and Philoxenus.^ 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.e Thus, the Dorians actually lay claim to

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

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

e The noun drama derives from the verb dran, “do” or “act” 
(cf. 48bl).
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ARISTOTLE

30 και τής κωμωδίας οί Δωριείς (της μεν γάρ κωμωδίας 
οί λΐεγαρεΐς οϊ τε ενταύθα ως επί τής παρ’ αύτοΐς 
δημοκρατίας γενομενης και οί εκ Σικελίας, εκεΐθεν 
γαρ ην ’Επίχαρμος δ ποιητής πολλώ πρότερος ων 
Χιωνίδον καί λίάγνητος- και τής τραγωδίας ενιοι 
των εν ΐίελοποννήσαύ) ποιούμενοι τα ονοματα

35 σημεΐον’ αύτοι1 μεν γαρ κώμας τάς περιοικίδας 
καλεΐν φασιν, ’Αθηναίους* 2 δε δήμους, ως κωμωδούς 
ούκ άπδ τού κωμάζειν λεχθεντας άλλα τή κατά 

1448b κώμας πλάνη άτιμαζομενους εκ τού άστεως' και τδ 
ποιεΐν αυτοί μεν δράν, ’ Αθηναίους δε πράττειν 
προσαγορεύειν. περί μεν ούν των διαφορών και 
πόσαι και τίνες τής μιμήσβως είρήσθω ταύτα.

a Mid-6th cent., much earlier than the introduction of com
edy into dramatic festivals at Athens (cf. 49b 1-2).

IV Έοίκασι δβ γεννήσαι μεν δλως τήν ποιητικήν 
αίτίαι δύο τινες καί αύται φυσικαί. τό τε γάρ μιμεί- 

5 σθαι σύμφυτον τοΐς άνθρώποις εκ παίδων εστί και 
τούτω διο.φ^ρουσι των άλλων ζώων οτι μιμητικώτα- 
τόν εστι καί τάς μαθήσεις ποιείται διά μιμήσεως 
τάς πρώτας, και τδ χαίρειν τοίς μιμήμασι πάντας. 
σημεΐον δε τούτου τδ συμβαΐνον επί των ερΎων" & 

10 γ°~Ρ αυτα λυπηρώς ορώμεν, τούτων τάς εικόνας τάς 
μάλιστα ήκριβωμενας χαίρομεν θεωρούντες, οΐον 
θηρίων τε μορφάς των ατιμότατων καί νεκρών.

1 αυτοί Spengel: ουτοι ΑΒ
2 Αθηναίους anon. Oxon., Spengel: -αιοι AB 
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POETICS 4

tragedy and comedy (comedy being claimed by the 
Megarians both here on the mainland, contending it 
arose during their democracy,a and in Sicily, the home
land of the poet Epicharmus, a much earlier figure than 
Chionides and Magnes;^ and tragedy being claimed by 
some of those in the Peloponnese);0 and they cite the 
names as evidence. They say that they call villages kdmai, 
while the Athenians call them demoi; their contention is 
that comic performers [kdmddoi] got their name not from 
revelling [komazein] but from wandering through villages 
when banned from the city. And they say their own word 
for acting is dran^ 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 mimesise 
(indeed, this distinguishes them from other animals: man 
is the most mimetic of all, and it is through mimesis that 
he develops his earliest understanding); and equally natu
ral that everyone enjoys mimetic objects. A common 
occurrence indicates this: we enjoy contemplating the 
most precise images of things whose actual sight is painful 
to us, such as the forms of the wilest-j animals and of

13 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.

c Cf the “tragic choruses” at Sicyon, Hdt. 5.67.
See on 48a28.

e Here a genus of activities including imitative behaviour and 
artistic “image-making” as two of its species.
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ARISTOTLE

αίτιον 8e καί τούτον,ότι μανθανειν ον μονον τοϊς 
φιλοσόφοις ηό ιστόν άλλα καί τοϊς άλλοις ομοίως, 
άλλ’ επί βραχύ κοινωνονσιν αντον. διά γάρ τούτο 
χαίρονσι τάς εικόνας όρώντες, otl σνμβαινει θεω- 
ρονντας μανθανειν καί ' ' 'Ϋ 71

a I.e. in a portrait—a deliberately rudimentary instance of an 
interpretative process which could take more complex forms.

OIOV
κώς,

15

20

25

30

σνλλογίζεσθαι τί έκαστον, 
ότι οντος εκείνος' έπεί εάν μη τύχη προεωρα- 
ούχ2 η μίμημα ποιήσει την ηόονην άλλα διά 

την άπεργασίαν η την χροιάν η διά τοιαύτην τινά 
άλλην αιτίαν.

κατά φύσιν 8έ οντος ημϊν τον μιμεϊσθαι καί της 
αρμονίας καί τον ρνθμον (τά γάρ μέτρα οτι μόρια 
των ρνθμων έστι φανερόν) εξ αρχής οι3 πεφνκότες 
πρός4^ αντά μάλιστα κατά μικρόν προάγοντες έγέν- 
νησαν την ποίησιν εκ των αντοσχεόιασμάτων. 8ιε- 
σπάσθη 8έ κατά τά οικεϊα ηθη η ποίησις' οι μεν 
γάρ σεμνότεροι τάς καλάς εμιμονντο πράξεις καί 
τάς των τοιούτων, οι 8έ εντελέστεροι τάς των φαύ
λων, πρώτον ψόγονς ποιονντες, ώσπερ έτεροι νμνονς 
και εγκώμια, των μεν ονν προ 'Ομηρον ονόενός 
εχομεν είπεϊν τοιοντον ποίημα, είκός 8έ εϊναι πολ
λούς, από 8έ 'Ομηρον άρξαμένοις εστιν, olov εκείνον 
ό Μαργίτης καί τά τοιαντα. εν οΐς κατά τό άρμότ- 
τον καί τό ίαμβεϊον ήλθε μέτρον—8ιό καί ιαμβεϊον

1 τούτου Lat.: τούτο A 2 ούχ η Ellebodius: ούχί ΑΒ
3 ο'ι Β: om. A 4 προς Β: και A
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POETICS 4

corpses. The explanation of this too is that understanding 
gives great pleasure not only to philosophers but likewise 
to others too, though the latter have a smaller share in it. 
This is why people enjoy looking at images, because 
through contemplating them it comes about that they 
understand and infer what each element means, for 
instance that “this person is so-and-so.”a 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 times13 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 
invectives0 (just as others produced h and en
comia).^ Now, we cannot name such anpnvective^by any 
poet earlier than Homer, though prob y poets
produced them; but we can do so from Homer onwards, 
namely the latter’s Margitese and the like. In these 
poems, it was aptness which brought the iambic metre too

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

c Satirical lampoons on individuals.
d Poems in praise of gods and outstanding humans.
e 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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ARISTOTLE

καλβΐται vvv, ότι εν τώ μετρώ τοντω Ιάμβίζον αλλη-

35 αλλά καί μιμήσεις δραματίκάς έποίησεν), όντως και 
τα1 τής κωμωδίας σχήματα πρώτος ύπβδβι^βΓ, ον 
ψόγον άλλα τδ γελοΐον δραματοποίήσας' δ γαρ 
Μαργίτης άνάλογον Ζχεμ ώσπερ Ίλιάς καί ή 

1449a ’Οδύσσεια προς τάς τραγωδίας, οντω καί οντος προς
τας κωμωδίας. παραφανείσης δε της τραγωδίας , καί 
κωμωδίας οι εψ’ εκατεραν την ποίησνν δρμώντες 
κατά την οίκείαν φνσνν οΐ μεν αντί τών ιάμβων

δοδίδασκαΚοί, δία το μβιςω και εντιμότερα τα σχή
ματα είναι ταντα εκείνων.

το μεν ονν επίσκοπείν ei αρα εχεί ηδη η τραγω- 
8/ c «-'■Αν 5 / r>, <· \ια τοις είδεσνν ίκανως η ον, αντο τε κασ αντο 
κρΐναί2, καί προς τά θέατρα, άλλος λόγος, γενο- 
μενη3 δ’ ονν απ’ αρχής αντοσχεδίαστίκής (καί αντη 
καί η κωμωδία, καί η μεν από τών έξαρχόντων τον

1 τά . . . σχήματα A Lat.: τδ . . . σχήμα Β
2 κρΐναί Forchhammer: κρίνεταί η ναι Α: κρίνεταί είναι Β
3 γενομένη rec.: -ένης ΑΒ 

a Cf. on 47bll.
b See on 49b24.
c I.e. containing much direct/personative speech; cf. 48a21- 

2, 60a5-ll.
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POETICS 4

into use—precisely why it is called “iambic” now, because 
it was in this metre that they lampooned [iambizein] one 
another? Of the older poets some became composers of 
epic hexameters, others of iambic lampoons. Just as 
Homer wasHihe^sbpreme poet of elevated^ subjects (for 
he was wreeminentnot only in quality but also inpompps- 
ing dramhtic£mirriesis), so too he was the firsk-liidelineattv 
the forms of comedy, by dramatising no^nvectivABuFtEe 
laughable: thus Margites stands in the same-delation to 
comedies as do the Iliad and Odyssey to tragedies. And 
when tragedy and comedy had been glimpsed/ 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 ei^emiiQWSuffi- 
ciently developed in its types—judging iinntrinsically'mid 
in relation to audiences—is a separate matter/ Anyhow, 
when it came into being from an improvisatory origin 
(that is, both tragedy and comedy: the former from the 
leaders of dithyramb,? the other from the leaders of the

d I.e. potentially, within the nature of Homer’s poetry.
e 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.”

S See 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 I 62, T6.

41



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 
 

 

 

 
 

 

ARISTOTLE

μικρόν ηύξήθη προαγόντων οσον εγίγνετο φανερόν 
αυτής' καί πολλάς μεταβολας μεταβαλούσα η τρα-

λόγον πρωταγωνιστεϊν^ παρεσκεύασεν τρεις δβ και

τετράμετρου ίαμβεΐον εγενετο. το μεν yap πρώτον 
τετραμετρω εχρώντο διά το σατυρικήν και ορχηστι- 
κωτέραν είναι τήν ποίησιν, λέξεως 8ε γενομενης 
αυτή ή φύσις το οικεϊον μετρον εύρε' μάλιστα yap 
λεκτικόν των μέτρων το ίαμβεΐον εστιν' σημεΐον 8ε 

25 τούτου, πλεΐστα yap ίαμβεΐα λεγομεν εν τή 8ια- 
λεκτω τή προς άλλήλους, εξάμετρα 8ε ολιγάκις και 
εκβαίνοντες τής λεκτικής αρμονίας, ετι 8ε\ επεισ-

1 πρωταγωνιστήν Sophianus: -ιστήν ΑΒ

a 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.

c 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 (sfcene), to give it an 
active dramatic status.
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POETICS 4

phallic songsa 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,13 and made speech play the leading role. Three 
actors and scene painting came with Sophocles.0 A fur
ther factor was grandeur: after a period of slight plots and 
laughable diction, owing to development from a sa- 
tyric01 ethos, it was at a late stage that tragedy acquired 
dignity, and its metre became the iambic trimeter instead 
of the trochaic tetrameter.6 To begin with they used the 
tetrameter because the poetry was satyric and more asso
ciated with dancing; but when spoken dialogue was 
introduced/ tragedy’s own nature? 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 speak11 many trimeters in conversation with 
one another, but hexameters only rarely and when diverg
ing from the colloquial register. Further changes con-

d I.e. with the tone of a satyr play. Did Ar. connect this tone 
with the early dithyrambs from which tragedy developed 
(49al0-ll)?

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

f Ar. 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 Sc. unintentionally.
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ARISTOTLE

οδίωΓ πλήθη. καί τά αλλ’ ώς εκαστα κοσμηθήναι 
λέγεται έστω ήραν είρημένα" πολύ γαρ αν ίσως 

30 εργον εΐη διβ^ιβραι καθ’ έκαστον.
V Ή δβ κωμωδία έστίν ώσπερ είπομεν μίμησις 

φαυλότερων μεν, ον μέντοι κατά πάσαν κακίαν, 
άλλα του αισχρού έστι τδ γελοΐον μόριον. τδ γάρ 
γελοΐον εστιν άμάρτημά τι καί αίσχος άνώδυνον καί 

35 ού φθαρτικόν, ο'ιον ευθύς το γελοΐον πρόσωπον 
αισχρόν τι καί διεστραμμένον άνευ οδύνης, αι μεν 
ούν της τραγωδίας μεταβάσεις καί δι’ ών έγένοντο 
ού λελήθασιν, η δε κωμωδία διά το μη σπουδάζε- 

1449b σθαι έ£ αρχής ελαθεν καί γάρ χορον κωμωδών όψέ 
ποτέ ο αρχών εοωκεν, αλλ εσελονται ησαν. ηοη οε 
σχήματά τινα αύτης έχούσης οί λεγόμενοι αύτης 
ποιηταί μνημονεύονται, τις δε πρόσωπα άπεδωκεν η 
προλόγους η πλήθη υποκριτών καί όσα τοιαύτα,

5 ήγνόηται. το δε μύθους ποιεΐν^ το μεν έζ άρχής εκ 
Σικελίας ήλθε, τών δε ’Αθήνησιν Κράτης πρώτος 
ήρζεν άφέμενος τής ιαμβικής ιδέας καθόλου ποιεΐν 
λόγους καί μύθους.

1 ποιεΐν ’Επίχαρμος καί Φόρμις ΑΒ: Έ. κ. Φ. seel. 
Susemihl (om. Arab.)

a Early tragedy’s plots were shorter, less complex (cf. “slight 
plots,” 49al9).

b 48al7-18; cf. 48b26.
c Aischros, “shameful,” also covers “ugly,” and is so translated 

in the next sentence.
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POETICS 5

cemed 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

Com^dy^as we said/ is mimesis of baser but not 
wholly viciou^characters: rather, the laughable is one cat
ego rytrf-the^shameful.0 For the laughable comprises any 
fault or mark of shame which involves no pain or destruc
tion: most obviously, the laughable mask is something 
ugly and twisted, but not painfully Now, tragedy’s stages 
of development, and those responsible for them, have 
been remembered, but comedy’s early history was forgot
ten because no serious interest was taken in it: only at a 
rather late date did the archon grant a comic chorus/ 
previously performers were volunteers. It is from a timee 
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 cam^-drom^Sicily; of Athenian 
poets Crates was the first to relinquish fthe iambic manner 
and to create stories and plot^with-affOverall structure/

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.

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

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

ή μέν ovv εποποιία τή τραγωδία μέχρι μεν^ τον 
μετά21 μέτρου λόγω μίμησίς είναι σπουδαίων ήκο- 

10 λούθησεν τω δέ τδ μέτρον άπλούν εχείν καϊ απαγ
γελίαν είναι, ταύτη δίαφέρουσνν' ετί δέ τω μήκευ η 
μέν οτι μάλιστα πείράταί ύπδ μίαν περίοδον ήλιου 
εϊναί ή μικρόν έζαλλάττείν, ή δέ εποποιία αόριστος 
τω χρόνω καϊ τούτω διαφέρει, καίτοί τδ πρώτον 

15 ομοίως εν ταίς τραγωδίαίς τούτο έποίουν καϊ εν τοίς 
επεσίν. μέρη δ’ έστϊ τά μέν ταύτά, τά δέ ίδια της 
τραγωδίας' δίόπερ οστίς περϊ τραγωδίας οίδε σπου
δαίας καϊ φαύλης, οίδε καϊ περϊ επών ά μέν γάρ 
έποποάα έχει, υπάρχει τη τραγωδία, ά δέ αύτη, ού 

20 πάντα εν τη εποποιία.
C/ C

Πέ/η μέν ούν της εν έςαμέτροίς μιμητικής καϊ 

 

περϊ κωμωδίας ύστερον έρούμεν περϊ δέ τραγωδίας

/

οντες^ αυτής εκ των είρημενων τον
γινόμενόν ορον τής ουσίας, έστίν ούν τραγωδία 
μίμησίς πράξεως σπουδαίας καϊ τελείας μέγεθος

ω χωρίς εκαστω των είόων
εν τοϊς μορίοίς, δρώντων καϊ ού δί’ απαγγελίας, δι’ 
έλέου καϊ φόβου περαίνουσα τήν τών τοίούτων

1 μέν τον Tyrwhitt: μόνον ΑΒ
2 μετά μέτρον λόγω Kassel: μέτρον μετά λόγον Β: μέτρον 

μεγάλον Α
3 άναλαβόντες Bemays: άττο- ΑΒ
4 έκάστω Reiz: -ον ΑΒ
5 παθημάτων Β: μαθημάτων A Lat.
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POETICS 6

Epic matches tragedy to the extent of being mimesis 
of elevated mattersa in metrical language; but they differ 
in that epic has an unchanging metre and is in narrative 
mode Λ 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,0 but tragedy’s are not all to 
be found in epic.

We shall later discuss the art of mimesis in hexa
meters,·^ as well as comedy.*3 But let us now discuss 
tragedy, taking up the definition of its essence which 
emerges from what has already been said. Tragedy, then, 
is mimesis of an action which is elevated/ complete, and 
of magnitude; in language embellished by distinct forms 
in its sections; employing the mode of enactment, not nar
rative; and through pity and fear accomplishing the

a Or “characters”; for “elevated” see on 49b24.
b Cf. the distinctions in chs. I—III; Homer’s combination of 

narrative with personation (48a21-2) is here left aside.
c Cf. 62al4-15.
d I.e. epic; cf. 59al7.
e The discussion of comedy is lost; cf. on 62bl9, and see the 

Introduction at n. 5.
f Spoudaios, the same adj. used for characters at e.g. 48a2; it 

denotes ethical distinction and gravity of tone. Cf. the Introduc
tion.
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ARISTOTLE

λόγον τον εχοντα ρυθμόν και αρμονιανφ το δβ 
χωρίς τοϊς etSecrt το διά μζτρων ενια μονον περαινε- 

30 σθαι και πάλιν ετερα δια μέλους. επει δε πραττον- 
τες ποιούνται την μίμησιν, πρώτον μεν εξ αναγκης 
αν εϊη τι μόριον τραγωδίας ό της οφεως κόσμος' 
εΐτα μελοποιία και λέξις, εν τούτοις γάρ ποιούνται 
την μίμησιν. λέγω δε λέξιν μεν αυτήν την τών 
μέτρων σύνθεσιν, μελοποιίαν δβ δ την δύναμιν 

35 φανεράν εχει πάσαν, έπεί δε πράξεώς έστι μίμησις, 
πράττεται δε υπό τινών πραττόντων ους ανάγκη ποι
ους τινας είναι κατά τε το ήθος καί την διάνοιαν 
(διά γάρ τούτων και τάς πράξεις είναι φαμεν ποιάς 

1450a τινας,% και κατά ταύτας και τυγχάνουσι και άπο- 
τυγχάνουσι πάντες), εστιν δβ της μεν πράξεως ό 
μύθος η μίμησις, λέγω γάρ μύθον τούτον την σύν- 
θεσιν τών πραγμάτων, τά δε ηθη, καθ’ ό ποιους 

5 τινας είναι φαμεν τούς πράττοντας, διάνοιαν δε, εν 
οσοις λεγοντες άποδεικνύασίν τι η και άποφαίνονται 
γνώμην, άνάγκη ούν πάσης της^ τραγωδίας μέρη 
είναι εξ, καθ’ ό ποιά τις εστιν η τραγωδία' ταύτα δ’ 
εστί μύθος και ηθη και λέξις και διάνοια και οφις

10 και μελοποιία. οίς μεν γάρ μιμούνται, δύο μέρη 
εστιν, ώς δβ μιμούνται, εν, ά δε μιμούνται, τρία, και 
παρά ταύτα ούδεν. τούτοις μεν ούν ούκ ολίγοι

1 αρμονίαν καί μέλος ΑΒ: καί μ. del. Tyrwhitt
2 post τυνας seq. πέφυκεν αϊτοί δύο τών πράξεων είναι,, 

διάνοια [-αν, Α] καί ήθος in ΑΒ: πέφυκεν . . . ήθος seel. Else
3 της Β: om. A
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POETICS 6

catharsis a 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 
speeeh alone, others again through song. Since actors 
render me mimesis, some part of tragedy will, in the first 
pTacernecessarily be the arrangement of spectacle;^ to 
which can be added lyric poetry and diction, for these are 
the media in which they render the mimesis. By 
“diction”0 I mean the actual composition of the metrical 
speech; the sense of “lyric poetry”^ is entirely clear. Since 
tragedy is mimesis of an action, and the action is con
ducted by agents who should have certain qualities in 
both character and thought (as it is these factors which 
allow us to ascribe qualities to their actions too, and it is 
in their actions that all men find success or failure), the 
plot is the mimesis of the action—for I use “plot” to 
denote the construction of events, “character” to mean 
that in virtue of which we ascribe certain qualities to the 
agents, and “thought” to cover the parts in which, through 
speech, they demonstrate something or declare their 
views. Tragedy as a whole, therefore, must have six com
ponents, which give it its qualities—namely, plot, charac
ter, diction, thought, spectacle, and lyric poetry. The 
media of the mimesis are two components, its mode one, 
and its objects three;e there are no others. Now, these

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



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

 

ARISTOTLE

15

20

25

30

μέλος καί διάνοιαν ωσαύτως, μέγιστον 8έ τούτων 
έστίν η των πραγμάτων σύστασις. η γάρ τραγωδία

εστιν, και, το τεΚος πραςις τις εστιν, ον ποιοτης’ 
eicrip δβ κατά μέν τά ηθη ποιοι τινες, κατά δβ τάς 
πράξεις ενδαίμονες η τουναντίον, ονκονν όπως τά 
ηθη μιμήσωνται πράττονσιν, αλλά τά ηθη σνμπερι- 
λαμβάνονσιν διά τάς πράξεις' ώστε τά πράγματα 
καί ο μύθος τέλος της τραγωδίας, το δέ τέλος μέγι- 
στον άπάντων. βτι άνεν μέν πράξεως ούκ αν γένοιτο 
τραγωδία, άνεν δέ ηθών γένοιτ’ αν αί γάρ των νέων 
των πλείστων άηθεις τραγωδίαι εισίν, και ολως 
ποιηταί πολλοί τοιούτοι, olov καί των γραφέων Ζεύ- 
ξις πρέ>ς ΤΙολύγνωτον πέπονθεν ο μέν γάρ Πολύ
γνωτος άγαθος ηθογράφος, η δέ Ζεύξιδος γραφή 
ονοεν εχει ησος. ετι εαν τις εφεξής θη ρήσεις ηθι- 
κας καί λέξει^ καί διανοία εν πεποιημένας, ον ποιή
σει ο ήν της τραγωδίας εργον, αλλά πολύ μάλλον 
η καταδεεστέροις τούτοις κεχρημένη τραγωδία, 
εχονσα δέ μύθον καί σύστασιν πραγμάτων. πρέ>ς

1 αυτών ως είπεϊν ΑΒ: ώς είπεϊν post παν (al3) transpos. 
Bywater

2 οψβις rec.: οψις ΑΒ
3 πράξεως Α: -εων Β

λε^ει και διαροια Vahlen: λέξει,ς καί 3ίανοίας ΑΒ
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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 
persons^ but of action and life; and happiness and unhap
piness consist in action, and the goalc 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).^ 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

a Text and sense are here greatly disputed; cf. 52bl4.
b I.e. not of personal qualities perse.
c Of either drama or life: Ar. may mean both.
d Zeuxis (late 5th cent.) pioneered new techniques of realism; 

cf. 61bl2 (idealisation of human form). Polygnotus: see on 48a5.
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ARISTOTLE

δβ τούτοις τά μέγιστα οίς ψυχαγωγεί η τραγωδία 
του μύθου μέρη εστιν, αΐ τε περιπέτειαι καί αναγνω
ρίσεις. ετι σημεΐον ότι, καί οι e'yyeipovi're? ποιεΐν 

35 πρότερον δύνανται τή λέ^βι καί τοΐς ήθεσιν ακρι- 
βούν η τά πράγματα συνίστασθαι, οιον καί oi πρώ
τοι, ποιηταί σχεδόν άπαντες.

αρχή μεν ουν και οιον ψυχή ο μυνος της τραγω-αρχή μεν ουν και οιον ψυχή ο μυσος της τραγω
δίας, δεύτερον δε τά ηθη (παραπλήσιον γάρ εστιν 
καί επί τής γραφικής' εί γάρ τις έναλείψειε τοϊς

νειεν και λευκογραφησας εικόνα)’ εστιν τε μίμησις 
πράξεως και διά ταύτην μάλιστα τών πραττόντων. 
τρίτον δε ή διάνοια’ τούτο δε εστιν τδ λέγειν δύνα-
σναι τα ενοντα και τα αρμοττοντα, οπερ επι των 
λόγων τής πολιτικής καί ρητορικής εργον εστιν οί 
μεν γάρ αρχαίοι πολιτικώς έποίουν λέγοντας, οί δε 
νυν ρητορικώς. εστιν δε ήθος μεν τδ τοιούτον δ 
δηλοϊ τήν προαίρεσιν, δπόΐά^ τις εν οίς ούκ εστι 

ον η προαιρείται ή φεύγει \διοπερ ουκ εχουσιν

10 ρεϊται ή φεύγει δ λέγων), διάνοια δε εν οίς άποδει-
κνυουσι τι ως εστιν ή ως ουκ εστιν ή καυολου τι

λέγω δέ, ώσπερ πρότερον εϊρηται, λέξιν εϊναι τήν 
διά τής ονομασίας ερμηνείαν, δ καί επί τών εμμέ
τρων και έπι τών λόγων εχει τήν αύτήν δύναμιν.

1 οποία τις ΑΒ: οποία τις Lat.
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POETICS 6

potent means of emotional effect are components of plot, 
namely reversals and recognitions.a 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 chiefly for the sake of the 
action that it represents the agents Λ 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 otherwise0 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. XI for definitions.
b The same principle as 50al6-17. 
c Sc. from the action; cf. 54al7-19.
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ARISTOTLE

20
VII

25

30

35

1451a

των, η δέ οψις ψυχαγωγικόν μέν, άτεχνότατον δε και 
ήκιστα οικείον της ποιητικής' ή γαρ τής τραγωδίας 
δύναμις καί άνευ άγώνος και υποκριτών εστιν, ετι δε 
κυριωτέρα περί την άπεργασίαν των όψεων η του 
σκευοποιού τέχνη τής των ποιητών εστιν.

Διωρισμένων δε τούτων, λέγωμεν μετά ταύτα 
ποιαν τινα δει την σύστασιν είναι τών πραγμάτων, 
επειδή τούτο και πρώτον και μέγιστον τής τραγω
δίας εστίν. κεΐται δη1 ήμίν την τραγωδίαν τελείας 
καί όλης πράξεως είναι μίμησιν έχούσης τι μέγε
θος’ εστιν γάρ ολον και μηδέν έχον μέγεθος, ολον 
δέ εστιν τδ έχον αρχήν καί μέσον και τελευτήν, 
άρχή δέ εστιν δ αύτδ μεν μη εξ άνάγκης μετ’ άλλο 
εστιν, μετ’ εκείνο δ’ έτερον πέφυκεν είναι ή γίνε- 
σθαΐ’ τελευτή δέ τουναντίον δ αύτδ μέν μετ’ άλλο 
πέφυκεν είναι ή εξ άνάγκης ή ώς έπι τδ πολύ, μετά 

ε τούτο αΚΚο ουοεν μέσον οε ο και αυτό μετ άλλο 
και μετ’ εκείνο έτερον, δει άρα τούς συνεστώτας ευ 
μύθους μήθ’ δπόθεν έτυχεν άρχεσθαι μήθ’ όπου 
ετυχε τελευτάν, αλλά κεχρήσθαι ταϊς είρημέναις 
ιοεαις. ετι ο επει το καλόν και ίωον και απαν 
πράγμα δ συνεστηκεν εκ τινών ου μόνον ταύτα 
τεταγμενα δει εχειν αλλα και μεγεθος ύπάρχειν μή 
τδ τυχόν τδ γάρ καλόν εν μεγέθει και τάξει εστίν, 
διο ούτε παμμικρον αν τι γενοιτο καλόν ζ,ώον 
(συγχεϊται γαρ η θεωρία εγγύς τού άναισθήτου 
χρόνου γινομένη) ούτε παμμέγεθες (ού γάρ άμα ή 
θεωρία γίνεται άλλ’ οίχεται τοϊς θεωρούσι τδ έν και
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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, besides, the costiimier’sa art 
has more scope than the poet’s for renderingWfects of 
spectacle. ------- —

Given these definitions, let us next discuss the 
required qualities of the structure of events, since this is 
the principal and most important factor in tragedy. We 
have stipulated that tragedy is mimesis of an action that is 
complete, whole, and of magnitude (for one can have a 
whole which lacks magnitude). A whole is that which has 
a beginning, middle, and end. A beginning is that which 
does not itself follow necessarily from something else, but 
after which a further event or process naturally occurs. 
An end, by contrast, is that which itself naturally occurs, 
whether necessarily or usually, after a preceding event, 
but need not be followed by anything else. A middle is 
that which both follows a preceding event and has further 
consequences. Well-constructed plots, therefore, should 
neither begin nor end at an arbitrary point, but should 
make use of the patterns stated. Besides, a beautiful 
object, whether an animal or anything else with a struc
ture of parts, should have not only its parts ordered but 
also an appropriate magnitude: beauty consists in magni
tude and order, which is why there could not be a beauti
ful animal which was either mirpsctile ()a5^ontemplation 
of it, occurring in an almost rfmperceptible\moment, has 
np^istinQtness) or gigantic (as*£ontemplajtion of it has no 
cohesion; put those who contemplate it lose a sense of

a Responsible, above all, for mask-making.

1 δή Bywater: AB
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ARISTOTLE

10

το ολον εκ της θεωρίας), οιον ει μνριων στα8ιων ειη 
ζώον ώστε 8εΐ καθάπερ επί των σωμάτων και επι 
τών ζώων έχειν μεν μέγεθος, τοντο 8έ εύσύνοπτον 
είναι, οντω καί επί τών μύθων eyetr μεν μήκος, 
τοντο 8έ εύμνημόνεντον είναι,, τον 8έ μηκονς ορος 
ό1 μεν προς τούς αγώνας καί την αϊσθησιν ον της 
τέχνης εστιν εί γαρ ε8ει εκατόν τραγω8ίας άγωνί- 
ζεσθαι, προς κλεφύ8ρας αν ηγωνίζοντο, ώσπερ ποτέ 
καί άλλοτέ φασιν. ο 8έ κατ’ αντην την φύσιν τον 
πράγματος ορος, αεί μεν ο μείζων μέχρι τον σύν8η- 
λος είναι καλλιών έστι κατά το μέγεθος’ ώς 8ε 
απλώς 8ιορίσαντας είπεΐν, εν οσω μεγέθει κατά το 
είκος η το άναγκαΐον εφεξής γιγνομένων σνμβαινει 
εις εντνχίαν εκ 8νστνχίας η έξ εντνχίας εις 8νστν- 

15
VIII

20

χίαν μεταβάλλειν, ικανός ορος εστιν τον μεγέθονς.
Μύθος 8’ εστιν εις ονχ ώσπερ τινές οϊονται εάν 

περί ενα η’ πολλά γάρ καί άπειρα τώ ένί σνμβαινει, 
εξ ών ένίων ον8έν εστιν εν ούτως 8ε καί πράξεις 
ενός πολλαί είσιν, εξ ών μία ον8εμία γίνεται πράξις. 
8ιο πάντες έοίκασιν άμαρτάνειν οσοι τών ποιητών 
Ή.ρακληι8α Θησηι8α καί τά τοιαντα ποιήματα 
πεποιηκασιν οϊονται γάρ, έπεί εις ην ο 'Ίάρακλης, 
ενα καί τον μνθον είναι προσηκειν. ο 8’ 'Όμηρος 
ώσπερ και τα αλλα 8ιαφερει καί τοντ’ εοικεν καλώς

1 ό add. Ellebodius

a The ref. is obscure, but Ar.’s rejection of contingent conven
tions is clear.
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POETICS 8

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 ^xtrinsm; 
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.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 plote too must be 
unitary. But Homer, in keeping with his general superior
ity, evidendy grasped well, whether by art or nature, this

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

c On alternative directions of “transformation,” see esp. chs. 
XIII-XIV.

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

e Sc. of H.’s life.



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

ARISTOTLE

Ιδείν, rprob 3ca τέχνην η 8ba cfwabv "OSvaaebav γαρ 
25 TTObatv ovk έποίησεν άπαντα οσα αύτω συνέβη (olov 

πληγηνα^ μέν έν τω ϊίαρνασσω, μανηναχ δέ προσ- 
πobησaσθab έν τω άγερμω), ών ουδεν θατερου γενο-

περί μίαν πράξνν οϊαν λέγομεν την Όδύσσεbav 
σννέστησεν, ομοίως δέ καί την ’Ιλύάδα. χρη ούν,

30 καθάπερ καί έν ταίς aKKabs μbμητbκdbς η μία μίμη-
abs ενός εστνν, οντω καα τον μυσον, επεb πραςεως 
μίμησίς έσπ, μbάς τε εΐ/vab καί τούτης όλης, καί τά 
μέρη συvεστάvab των πραγμάτων ούτως ώστε μετα-

Kab κbvεbσϋab το οκον ο γαρ προσον ή μη προσον 
έστίν.

, Γ Π _ __ >ν το τα
γενόμενα λέγεbv, τούτο πobητov εργον έστίν, άλλ’ 
ota άν γέvobτo καί τά δυνατά κατά το είκος η το 
άναγκαΐον. ό γάρ ίστopbκoς καί δ πobητης ού τω η 

είη Ιστορία πς μετά μέτρου η άνευ μέτρων' άλλα

σπουδεαοτερον πobησbς bστopbaς έστίν' η μέν γάρ 
πobησbς μάλλον τα καθολου, η δ’ Ιστορία τά καθ’ 
έκαστον λέγεν εσπν δέ καθόλου μέν, τω ποίω τά 
ποΐα άττα συμβαπ^ λέγεbv η πράπ^ν κατά τδ
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POETICS 9

point too: for though composing an Odyssey, he did not 
include every featurerOfrSh hero s life (e.g. his wounding 
on Parnassus, or hi^feigned/madness in the call to arms),a 
where events lackecTTreUessary 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 elevated^3 than his
tory, since poetry relates more of the universal, while his
tory relates particulars.0 “Universal” means the kinds of 
things which it suits a certain kind of person to say or do,

a 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. c On history and particulars cf. 59a21-9.
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ARISTOTLE

10

15

20

25

30

είκος η τδ άναγκαΐον, ον στοχάζεταυ η ποίησυς ονό
ματα έπυτυθεμένη- τό 8έ καθ’ έκαστον, τί ’ Αλκυβυά- 
8ης επραξεν η τί επαθεν. επί μεν ονν της κωμω8υας 
η8η τοντο 8ήλον γεγονεν σνστησαντες γάρ τον 
μύθον 8υά τών ευκότων οντω τά τνχόντα ονόματα 
νποτυθέασυν, καί ούχ ώσπερ ου υαμβοπουου περί, τον 
καθ’ έκαστον πουονσυν. επί 8ε της τραγω8ίας τών 
γενομενων ονομάτων άντέχονταυ. αίτυον 8’ οτυ πυθα- 
νόν έστυ τό 8ννατόν τά μεν ονν μη γενόμενα ονπω 
πυστεύομεν είναυ 8ννατά, τά 8ε γενόμενα φανερόν 
οτυ 8ννατά’ ον γάρ αν έγένετο, ευ ην ά8ύνατα. ον 
μην αλλά καί εν ταΐς τραγω8ίαυς εν ένίαυς μεν εν η 
8ύο τών γνωρίμων έστυν ονομάτων, τά 8ε άλλα 
πεπουημένα, εν ένίαυς 8ε ούθέν, 
νος
καί τά ονόματα πεποίηται,, καί ον8εν ηττον εύφραί- 
νευ.
μενών μύθων, 
σθαυ. καί γάρ γελοΐον τοντο ζητεΐν, επεί καί τά 
γνωρυμα ολίγους γνώρυμά έστυν, αλλ’ όμως εύφραί- 
νευ παντας. 8ηλον ονν εκ τούτων otl τον πουητην 
μάλλον τών μνθων είναυ 8εΐ πουητην η τών μέτρων, 
όσω πουητης κατά την μίμησίν έστω, μυμεΐταυ 8έ 
τάς πράξευς. καν άρα σνμβη γενόμενα πουεΐν, ούθέν 
ηττον πουητης έστυ- τών γάρ γενομενων ενυα ον8έν

1 Ανθεί Weicker: άνθευ ΑΒ

ouov εν τώ Αγάθω- 
Ανθεΐ'^ ομοίως yap εν τούτω τά τε πράγματα

ώστ’ ον πάντως είναι, ζητητέον τών παρα8ε8ο- 
περυ ονς αί τραγω8ίαυ ευσυν, άντέχε- 

καυ γάρ γελοΐον τοντο ζητεΐν, επεί

a Names denote particulars. 
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POETICS 9

in terms of probability or necessity: poetry aims for this, 
even though attaching namesa to the agents. A “particu
lar” means, say, what Alcibiades did or experienced. In 
comedy, this point has by now*3 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.0 But in tragedy 
they adhere to the^ctugl^ names. The reason is that the 
possible seems/plausiblep about the possibility of things 
which have not oeeurreCTwe are not yet sure;e 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 AntheusJ 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 makerS 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

13 Some time in the mid-4th cent.: see the Introduction.
c See on 49b8.
d I.e. supplied by the traditional myths (cf. 51b24-5); Ar. 

treats this, by simplification, as synonymous with historical fact.
e The sentence characterises an ordinary mentality.
f Nothing else is known about this work (TrGF I 161—2); 

Agathon was active c. 420-^00. 8 Poietes means both
“maker” and “poet.” 11 Cf. 47b 15.
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ARISTOTLE

35

1452a

5

10
X

κωλύει τοιαύτα είναι ola αν είκός γενεσθαι και 
δυνατά γενεσθαι, καθ’ ο εκείνος αντών ποιητής 
εστιν.

των δέ άπλών^ μύθων καί πράξεων al επεισοδιώ- 
δεις είσίν χείρισται' λέγω δ’ επεισοδιώδη μύθον εν 
ω τά επεισόδια μετ’ άλληλα οντ’ είκός οντ’ ανάγκη 
είναι. τοιαύται δε ποιούνται νπό μεν των φαύλων 
ποιητών δι αντούς, νπό δέ των άγαθών διά τονς 
νποκριτάς'2 άγωνίσματα γάρ ποιούντες και παρά 
την δύναμιν παρατείνοντες τον μύθον πολλάκις δια- 
στρέφειν αναγκάζονται τό εφεξής, επεϊ δε ον μόνον 
τελείας εστϊ πράξεως η μίμησις αλλά καί φοβερών 
καί ελεεινών, ταύτα δέ3 γίνεται καί μάλιστα4 όταν 
γενηται παρά την δόξαν δι άλληλα' τό γάρ θανμα- 
στόν ούτως εξει μάλλον η εί από τού αντομάτον καί 
της τύχης, επεί καί τών άπό τύχης ταύτα θανμασιώ- 
τατα δοκεί οσα ώσπερ επίτηδες φαίνεται γεγονεναι, 
οίον ως ο ανδριας ο τού Μίτυος εν 'Α,ργει άπεκτεινεν 
τον αίτιον τού θανάτον τω Μίτυι, θεωρούντι εμπε- 
σων εοικε γαρ τα τοιαύτα ονκ έίκή γίνεσθαν ώστε 
ανάγκη τονς τοιούτονς είναι καλλίονς μύθονς.

Εισχ δέ τών μνθων οι μεν απλοί οι δε πεπλεγμε- 
νοί' και γαρ αι πράξεις ών μιμήσεις οι μύθοι είσιν 
νπάρχονσιν ενθνς ονσαι τοιαύται. λέγω δε απλήν

1 απλών AB (om. Arab.): ατελών Essen
2 νποκριτάς ΑΒ: κριτάς rec.
3 δέ A: om. Β
4 μάλιστα καί μάλλον ΑΒ: καί μ. del. Ellebodius 
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POETICS 10

some actual events being probable as well as possible, and 
it is through probability that the poet makes his material 
from them.

Of simplea 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,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 awesome0 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,

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

b Works designed to lend themselves to histrionic brilliance.
c Awe (or “wonder”) will be aroused by something astonish

ing and suggestive of deeper significance: cf. 60all-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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ARISTOTLE

15

20

XI

25

/λ€γ πράξιν ης γινομένης ώσπερ ώρισται συνεχούς 
και μιας άνεν περιπετείας η άναγνωρισμού η μετά- 
βασις γίνεται, πεπλεγμένην 8e εξ ης μετά αναγνω- 
ρισμού η περιπέτειας η άμφοΐν η μεταβασις εστιν. 
ταύτα δέ δει γίνεσθαι εξ αυτής της συστάσεως του 
μύθου, ώστε εκ των προγεγενημενων συμβαίνειν η 
εξ ανάγκης η κατά το είκος γίγνεσθαι ταύτα' διαφέ
ρει γάρ πολύ το γίγνεσθαι τάδε διά τάδε η μετά 
τάδε.

’Έστι 8e περιπέτεια μέν η εις το εναντίον των 
πραττομένων μεταβολή καθάπερ εϊρηται, και τούτο 
δε ώσπερ λέγομεν κατά το εικος η άναγκαίον, olov 
εν τω Οιδίποδι ελθών ώς εύφρανών τον Οίδίπουν και 
άπαλλάξων τού προς την μητέρα φόβου, δηλώσας 
δς ην, τουναντίον εποίησεν και εν τω Ανγκεί δ μέν 
άγόμενος ως άποθανούμενος, δ δέ Δαναός άκολου- 
θών ως αποκτενών, τον μέν συνέβη εκ των πεπρα
γμενών αποθανείν, τον δέ σωθηναι. άναγνώρισις 

ώσπερ καί τούνομα σημαίνει, εξ άγνοιας εις 
γνώσιν μεταβολή, η εις φιλίαν η εχθραν, τών προς 
ευτυχίαν η δυστυχίαν ωρισμένων καλλίστη δέ άνα- 
γνωρισις, όταν άμα περιπετείεβ γένηται, οίον εχει η 
εν τω Οιδίποδι. εισιν μεν ούν καί άλλαι αναγνωρί
σεις' και^ γαρ προς αψυχα καί. τά τυχόντα εστιν^

1 περιπετεία γένηται Gomperz: περιπέτεια γένηται Β: 
περιπετειαι γίνονται Α

2 καί γάρ . . . άναγνωρίσαι om. Β
3 εστιν ώς οπερ Spengel: εστιν ώσπερ A 
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POETICS 11

in the sense d^fin^dA and unitary, but whose transfor
mation^ lack/re vers ayand recognition; “complex,” one 
whose transfornTntToncontains recognition or reversal or 
both. And these elements shoulcLesi^rge from the very 
structure of the plot, so that theylmisue/from the preced
ing events by necessity or probabimyfas 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,0 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/ And in the 
Lynceus,e the one figure is led off to die, while Danaus 
follows with the intention of killing him, yet the upshot of 
events is Danaus’ death and the other’s survival. Recogni
tion, as the very name indicates, is a change from igno
rance to knowledge, leading to friendship or to enmity/ 
and involving matters which bear on prosperity or adver
sity. The finest recognition is that which occurs simulta
neously with reversal, as with the one in the Oedipus.§ 
There are, of course, other kinds of recognition too, since 
what has been stated11 occurs, after a fashion, in

a In ch. VII’s schema of beginning, middle, end.
b Between prosperity and adversity; see on 51al3—14.
c 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). e Probably Theodec- 
tes’; see on 55b29. 1 See on 53bl5. 8 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. h I.e. in the 
preceding definition.
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ARISTOTLE

35

1452b

5

10

XII

15

ώς όπερ εΐρηται συμβαίνει, καί εί πέπραγε τις η μη 
πέπραγεν εστιν άναγνωρίσαι. αλλ’ η μαλιστα τον 
μύθον καί η μάλιστα της πράξεως η είρημενη εστιν" 
η γάρ τοιαντη άναγνώρισις και περιπέτεια η ελεον 
εζει η φόβον, οΐων πράζεων η τραγωδία μιμησις 
ύπόκειται" ετι χδέ και τό άτνχείν και τό εύτυχεϊν έπί 
των τοιούτων συμβησεται. έπεί δη η άναγνώρισις 
τινών εστιν άναγνώρισις, αί μεν είσι θατερον προς 
τον έτερον μόνον, όταν η δηλος άτερος τις εστιν, ότε 
δε άμφοτερονς δει άναγνωρίσαι, οίον η μεν Ιφιγέ
νεια τω Όρέστη άνεγνωρίσθη εκ της πέμφεως της 
επιστολής, εκείνον2 δέ προς την ’Ιφιγένειαν άλλης 
εδει άναγνωρίσεως.

δύο μεν ονν τον μύθον μέρη ταντ’ εστί, περιπέ
τεια και άναγνώρισις" τρίτον δέ πάθος, τούτων δέ 
περιπέτεια μέν και άναγνώρισις εϊρηται, πάθος δέ 
έστι πράζις φθαρτικη η οδυνηρά, οίον οΐ τε έν τω 
φανερω θάνατοι καί αί περιωδννίαι καί τρώσεις καί 
όσα τοιαντα.

λΐέρη δέ τραγωδίας οίς μέν ώς εϊδεσι δει χρη- 
σθαι προτερον εϊπομεν, κατά δέ τδ ποσδν καί εις ά 
διαιρείται κεχωρισμένα τάδε έστίν, πρόλογος έπεισ- 
οδιον εζοδος χορικον, και τούτον τδ μέν πάροδος τδ 
δε στασιμον, κοινά μεν απάντων ταύτα, ϊδια δέ τά 
άπδ της σκηνης καί κομμοί, εστιν δέ πρόλογος μέν 
μέρος ολον τραγωδίας τδ προ χορού παρόδου, έπ-

1 ετι δε ΑΒ: επειδή Vahlen
2 εκείνον Bywater: -ω ΑΒ
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POETICS 12

relation to/inanimate/and even chance things, and it is 
also possibfe^to-reCognise that someone has or has not 
committed a deed. But the kind most integral to the plot 
and action is the one described: such a joint recognition 
and reversal will yield either pity or fear, just the type of 
actions of which tragedy is taken to be a mimesis; besides, 
both adversity and prosperity will hinge upon such cir
cumstances. Now, because recognition is recognition 
between people,3 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.’3

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 earlier0 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

aAr. ignores recognition of inanimate objects, mentioned 
above.

b Eur. IT 727-841.
c Cf. esp. 50a9-14.
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ARISTOTLE

20
χορικών μελών, έξοδος δβ μέρος δλον τραγωδίας
etcroStor δβ μέρος δλον τραγωδίας τδ μεταξύ όλων

θρήνος κοίνδς χορού καί άπδ σκηνής. μέρη δέ τρα- 
25 γωδίας οϊς μέν ώς2 είδεσί δει χρήσθαί πρότερον 

ε’ίπαμεν, κατά δέ τδ ποσδν καί είς ά διαιρείται κεχω- 
ρίσμένα ταύτ’ έστίν.

XIII
συνίσταντας τονς μναονς καί ποϋεν εσταί το της 
τραγωδίας εργον, εφεξής αν εϊη λεκτέον τοίς νύν 
είρημένοίς. επειδή ούν δεί τήν σύνθεσίν είναι τής 
καλλίστης τραγωδίας μη απλήν άλλα πεπλεγμένην 
καί ταύτην φοβέρων καί ελεεινών είναι μιμητικήν 
(τούτο γάρ ίδιον τής τοίαύτης μίμήσεώς έστίν),
πρώτον μεν δηλον οτι οντε τονς επιεικείς ανδρας δει 
μεταβάλλοντας φαίνεσθαί έξ ευτυχίας είς δνστν-

ρον εξ ευτυχίας είς δυστυχίαν μεταπίπτείν τδ μέν 
γαρ φιλάνθρωπον έχοί αν η τοίαντη σύστασίς

1 όλη Susemihl: όλου ΑΒ etSecrt rec.: om. AB

a Usually accompanying their entrance onto the scene.
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POETICS 13

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 utterance21 of the chorus; a stasi- 
mon is a choral song witfieojC anapaestic and trochaic 
rhythms;’3 a kommos is / dirgeJshared between chorus 
and actors. We spoke e^clier 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,0 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 prosperityjicuadyer- 
sity, as this is not fearful nor yet pjtiabled^ut yepugnamN’ 
nor the depraved changing from ladversity^o piospefrty, 
because this is the least tragic oiafi;^possessing none 
of the necessary qualities, since it arouses neither 
fellow-feelinge 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

k 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).

c In the senses defined in ch. X. d Cf. 53b39, 54a3.
e 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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ARISTOTLE

5

10

15

20

δ μεταξύ άρα τούτων λοιπός. can δέ 
ό μήτε άρετή διαφέρων καί δικαιοσύνη

άλλ’ ούτβ έλέορ ούτέ φόβον, δ μεν γάρ περί τον άνα- 
ξιόν εστιν δυστυχοΰντα, δ δέ περί τον ομοιον 
(έλβοςΐ μεν περί τον άνάξιον, φόβος δέ περί τον 
ομοιον), ώστε ούτε ελεεινόν ούτε φοβερόν εσται τδ 

Γ) e if f \ 'συμραινον. < 
τοιούτος 
μήτε διά κακίαν καί μοχθηρίαν μεταβάλλων είς την 
δυστυχίαν άλλα δι αμαρτίαν τινά, τών εν μεγάλη 
8όξη οντων καί ευτυχία, οίον Οίδίπους και Θυέστης 
καί οί εκ τών τοιούτων γενών επιφανείς άνδρες. 
άνάγκη άρα τον καλώς εχοντα μύθον άπλούν είναι 
μάλλον η διπλούν, ώσπερ τινες φασι, και μεταβάλ- 
λειν ουκ είς ευτυχίαν εκ δυστυχίας άλλά τουναντίον 
εξ ευτυχίας είς δυστυχίαν μη διά μοχθηρίαν άλλά 
δι άμαρτίαν μεγάλην η οϊου ειρηται η βελτίονος 
μάλλον η χείρονος. (σημείον 8ε και τδ γιγνόμενον' 
πρώτον μεν γάρ οί ποιηται τούς τυχόντας μύθους 
απηρίθμουν, νυν δε περί δλίγας οικίας αί κάλλισται 
τραγωδίαι συντίθενται, οίον περί ’Αλκμεωνα και 
Οιδιπουν και Ορεστην και λάελεαγρον καί θυεστην 
και Τηλεφον και οσοις άλλοις συμβεβηκεν η παθεϊν 
δείνα η ποιήσαι.) η μεν ούν κατά την τέχνην καλλί- 
στη τραγωδία εκ ταύτης της συστάσεώς εστι. διό 
και οι Έϊυριπιδη εγκαλούντες τδ αύτδ άμαρτάνουσιν

1 έλβος . . . ομοιον om. Β

a Hamartia: the term, repeated at 53al6, could cover a range 
of possible factors in tragic agency. See the Introduction.
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POETICS 13

for the undeserving victim of\idversi£y, the other for one 
like ourselves (pity for the undeserving, fear for one like 
ourselves); so the outcome will be neither pitiable nor 
fearful. This leaves, then, the person in-between these 
cases. Such a person is someone not preeminent in virtue 
and justice, and one who falls into adversity not through 
evil and depravity, but through some kind of error;a and 
one belonging to the class of those who enjoy great 
renown and prosperity, such~=as_Qedipus, Thyestes,b and 
eminent men from such (lineages)/ The well-made plot, 
then, ought to be single^rSflier 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, Thyestesv-Tefep^us,^ and as 
many others as have suffered or perpetrated terrible 
things.) So the finest tragedy of whichrhe-art-permits fol
lows this structure. Which is why the same mistakee is

b T, 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.

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

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

25 otl τοντο δρά εν τα?? τραγωδίαν? καί1 at πολλαί 
αντον εις δνστνχίαν τεΚεντώσνν. τοντο γάρ έστυν 
ώσπερ ενρηταν ορθόν’ σημεΐον 8e μέγνστον’ επί γάρ 
των σκηνών καί τών αγώνων τραγνκώταταν al τον- 
ανταν φαίνονταν, αν κατορθωθώσνν, καν δ Έώρνπίδης, 
εί καν τά άλλα μη εν οίκονομεν, άλλα τραγνκώτατός

1 καί al Knebel: καί A: at Β
2 ot αν Bonitz: αν οί ΑΒ

30 γε τών πονητών φαίνεταν. δεντέρα δ’ η πρώτη Χεγο- 
μένη νπδ τννών εστνν σνστασνς, η δυπλην τε την 
σνστασνν εχονσα καθάπερ η Όδύσσενα καν τεάεν- 
τώσα έξ εναντίας τοΐς βεΚτίοσν καί χείροσνν. δόκεΐ 
δε είναν πρώτη δνά την τών θεάτρων άσθενεναν’ άκο- 
Κονθονσν γάρ ον πονηταί κατ’ ενχην πονονντες τοΐς

35 θεαταίς. εστνν δε ονχ αντη άπδ τραγωδίας ηδονη 
άλλα μάλλον της κωμωδίας οικεία’ εκεί γάρ ον^ αν 
εχθνστον ώσνν εν τώ μνθω, olov Όρεστης καί Α,νγν- 
σθος, φίλον γενόμενον επί τελεντης εξέρχονταν, καί 
άποθνησκεν ονδείς νπ’ ονδενός.

1453b Ecrrtr μεν ονν τδ φοβερόν καί εΧεευνδν εκ της
XIV δφεως γννεσθαν, εστνν δέ καί έξ αντης της σνστά- 1 2

5 γννομενα καν φρνττενν καί έλεεΐν εκ τών σνμβαννόν-

72



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

POETICS 14

made by those who complain that Euripides does this in 
his plays, and that mosta end in adversity For this, as 
explained, is the right way And the greatest indication of 
this is that in theatrical contests such plays are found the 
most tragic, if successfully managed; and Euripides, even 
if he does not arrange other details well, is at least found 
the most tragic of the poets. Second-best is the structure 
held the best by some people: the kind with a double 
structure like the Odyssey and with opposite outcomes 
for good and bad characters. It is thought to be best 
because of the weakness of audiences: the poets follow, 
and pander to the taste of, the spectators. Yet this is not 
the pleasure to expect from tragedy, but is more appropri
ate to comedy, where those who are deadliest enemies in 
the plot, such as Orestes and 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,0 but also from the actual structure of events, 
which is the higher priority and the aim of a superior 
poet. For the plot should be so structured that, even 
without seeing it performed, the person who hears the 
events that occur experiences horror^ and pity at what

a Or, 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.

c See on 49b33.
d Here, and only here, Ar. uses a verb which literally means to 

“shudder” with fear.
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ARISTOTLE

παρασκενάζοντες ονδεν τραγωδία κοννωνονσνν' ον 
γάρ πάσαν δει ζ,ητεϊν ηδονην άπδ τραγωδίας άλλα 
την οίκείαν. επεί δε την άπδ εΧεον καί φόβον δίά 
μι,μήσεως δει ηδονην παρασκενάζεεν τον πονητην,

10

15

20

25

ανερον ως τοντο εν τους πραγμασνν εμποι/ητεον.
πουα ονν όεννα η πουα ουκτρα φαννεται, των σνμ- 

πνπτόντων, Χάβω μεν. ανάγκη δη1 η φίΧων είναι, 
προς άΧΧηΧονς τάς τοι,αντας πράζει,ς η εχθρών η 
μηδετερων. αν μεν ονν εχθρός εχθρόν, ονδεν εΧεευ- 
νδν οντε ποι,ών οντε μεΧΧων, πΧην κατ’ αντδ τδ

1\ C\ Ζ -Λ Ζ t X C \ Ζ 3η νι,ος πατέρα η μητηρ vlov ή νι,ος μητέρα απο- 
κτείνη η μέΧΧη η tl άΧΧο tolovtov δρά, ταντα ζητη- 
τεον. τονς μεν ονν παρει,Χημμενονς μύθονς Χνενν

Αλκμεωνος, αντον δε ενρι,σκει,ν δει και τοϊς παραδε-
αι καΧως. τδ δε καΧως τί Χεγομεν,

ενπωμεν σαφεστερον. εση μεν γάρ οντω γίνεσθαι, 
την πραζνν, ώσπερ οι, παΧαυου επουονν είδότας καί

1 δη Spengel: δβ ΑΒ

a Soph. ΟΤ, as usual; Ar. may have in mind recitation (a com
mon Greek practice), rather than mere plot summary.
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POETICS 14

comes about (as one would feel when hearing the plot of 
the Oedipus).3· To create this effect through spectacle has 
little to do with the poet’s art, and requires material 
resources.13 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,0 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 
suffering^ 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,e 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.
c Philoi, “friends,” here embraces all (esp. kin) who share 

strong personal or social ties.
d Defined at the end of ch. XI.
e 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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ARISTOTLE

γιγνώσκοντας, καθάπερ καί Έινριπιδης εποιησεν 
άποκτείνονσαν τούς παΐδας τήν Μήδβιαν^ εστιν δβ 
πράζαι μεν, άγνοονντας δε πράζαι το δεινόν, είθ’ 

30 ύστερον άναγνωρισαι τήν φιλίαν, ώσπερ ο Χοφο- 
κλέονς Οίδίπονς' τοντο μεν ονν εζω τον δράματος, 
εν δ’ αντή τή τραγωδία olov δ ’Αλκμεων^ δ Αστν- 
δάμαντος ή δ Ύηλεγονος δ εν τω τρανματία Όδυσ- 
σεΐ. ετι δε τρίτον παρά ταντα τδ3 μέλλοντα ποιεΐν 

35 τι τών άνηκεστων δι’ άγνοιαν άναγνωρισαι πριν 
ποιήσαι. και παρά ταντα ονκ εστιν άλλως' η γάρ 
πράζαι άνάγκη η μη και είδότας η μη είδότας. τού
των δε τδ μεν γινώσκοντα μελλησαι και μη πράζαι 
χείριστον τό τε γάρ μιαρόν εχει, και ον τραγικόν 
άπαθες γάρ. διόπερ ονδείς ποιεί ομοίως, ει μη δλι- 

1454a γάκις, οιον εν "Αντιγόνη τον Κρεοντα ό ΑΪμων. τδ 
δε πράζαι δεύτερον, βελτιον δβ τδ άγνοονντα μεν 
πράξαι, πράζαντα δε άναγνωρισαι' τό τε γάρ μια
ρόν ον πρόσεστιν καί η άναγνώρισις εκπληκτικόν, 
κράτιστον δε τδ τελενταΐον, λέγω δε οιον εν τω

1 post Μήδειαν lacunam stat. Gudeman (cf. “quod non faciat 
. .. ubi cognoscunt,” Arab.)

2 ' Αλκμαίων o Vettori: άλκμαίωνος AB
3 to Theod. Rentius, Bonitz: τον AB

a 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 I no. 
60.

c Apparently a variant title of Soph.’s Odysseus Akanthoplex, 
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POETICS 14

poets who made the agents act in knowledge and cogni
sance (as Euripides too made Medea kill her children).a 
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,^ or Telegonus 
in Odysseus Wounded.0 This leaves a third*11 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 
repugnante 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.S Better is the act done in ignorance, 
and followed by recognition: there is nothin^repugnant^ 
here, and the recognition is thrilling. But best is" the Tast 
option:11 I mean, for example, in Cresphontes1 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.

fAt 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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ARISTOTLE

την μητέρα έκ8ί86ναί μέλλων άνεγνώρισεν. 8ίά γάρ 
τούτο, οπερ πάλαι ειρηται, ού περί πολλά γένη αί 

10 τραγωδίαν εισίν. ζητουντες γάρ ούκ άπο τέχνης 
άλλ’ άπο τύχης ενρον τδ τοιούτον παρασκευάζειν έν 
τοϊς μύθοις’ αναγκάζονται, ούν έπϊ ταύτας τάς οικίας 
άπαντάν οσαις τά τοιαύτα συμβέβηκε πάθη, περί 
μέν ούν της τών πραγμάτων συστάσβω? και ποιους 

15 τινάς είναι, 8ει τούς μύθους ειρηται ίκανώς.
KV Ilept δβ τά ήθη τέτταρά έστιν ών 8εΐ στοχάζε- 

σθαι, έν μέν καί πρώτον, όπως χρηστά ή. εζει 8έ 
ήθος μέν εάν ώσ-περ έλέχθη ποιή φανερόν 6 λόγος ή 
ή πράξις προαίρεσήν τινα ή^ τις αν ή, χρηστόν 8έ 
εάν χρηστήν, εστίν 8έ έν έκάστω γένεί' καί γάρ 

20 γννη εστίν χρηστή καί 8ούλος, καίτοι γε ίσως τού
των το μεν χείρον, τό 8έ ολως φανλόν έστίν. 8εύτε- 
ρον 8ε το αρμοττοντα’ εστιν γάρ άν8ρεΐον μέν τό

του χρηστόν το ήθος καί άρμόττον ποιήσαι ώς προ-

τίς ή ο την μίμησίν παρεχων καί τοίούτον ήθος ύπο-

1 ή τις άν add. Vahlen: om. ΑΒ
2 όντως Vahlen: ον τω Β: **τώι A: το rec.
3 νποτεθή Β: νποτιθείς A 
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POETICS 15

about to kill her son, but recognises him in time; likewise 
with sister and brother in Iphigeneia;3 and in Helle0 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.c Characterisa
tion appears when, as said earlier/ 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*3 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 Ί1Ί ff. b Play unknown.
c Since “elevated” characters are a defining feature of 

tragedy; cf. esp. 48al6-18.
d 50b8-10; in fact, the earlier definition was narrower, men

tioning only “speech.”
e Character encompasses intellectual virtues; cf. EtA 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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ARISTOTLE

30

35

1454b

5

παράδευγμα πονηριάς μεν ηθονς μη αναγκαίας1 οιον 
δ Me^eAao? ό εν τω Όρεστη, τον δβ άπρεπούς καί 
μη άρμόττοντος 6 τε θρήνος Οδνσσεως εν τη 
Χκύλλη καί, η της λίελανίππης ρησυς, τον δε ανώμα
λον η εν Αύλίδι Ίφυγενευα- ονδεν γάρ εοίκεν η Ικε- 
τενονσα τη νστερα. χρη δε καί εν τοϊς ηθεσνν 
ομοίως ώσπερ καί εν τη τών πραγμάτων σνστάσει 
αεί ζητεϊν η τδ άναγκαϊον η τδ είκός, ώστε τον tol- 
οντον τά τοίαντα λεγευν η πράττεεν η άναγκαίον η 
είκός καί τούτο μετά τοντο γί,νεσθαι, η άναγκαίον η 
είκός. (φανερόν ονν otl καί τάς λνσευς τών μύθων εζ 
αντον δεΐ τον μνθον% σνμβαίνευν, καί μη ώσπερ εν 
τη Νίηδεία άπδ μηχανης καί εν τη Ίλιάδι τά περί 
τον άπόπλονν. αλλά μηχανη χρηστεον επί τά εζω 
τον δράματος, η οσα προ τον γεγονεν ά ονχ οϊόν τε 
άνθρωπον είδεναυ, η οσα ύστερον, ά δεϊταυ προαγο- 
ρενσεως καί άγγελίας' άπαντα γάρ άποδίδομεν τοϊς 
θεοϊς δράν. άλογον δε μηδέν είναυ εν τοϊς πράγμα- 
συν, εί δβ μη, εζω της τραγωδίας, olov τδ εν τώ 
Ococ770oc τω ^οφοκΧεονς.) επευ οε μυμησυς εστνν η

1 αναγκαίας Thurot: -αΐον ΑΒ
2 μύθον ΑΒ: ήθους Arab.

a Eur. Or. 356 ff, 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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POETICS 15

sistently inconsistent. An example of unnecessary 
wickedness of character is Menelaus in Orestes;a <jfjnap£, 
and inappropriate character, Odysseus’ dirge in Scylla)3 
and the speech of Melanippe;c of inconsistea^lhe Iphi- 
geneia at Aulis (since the girl who peseechej/oears no 
resemblance to her later self).d With character, precisely 
as in the structure of events, one should always seek 
necessity or probability—so that for such a person to say 
or do such things is necessary or probable, and the 
sequence of events is also necessary or probable. 
e(Clearly the denouements^ of plots should issue from the 
plot as such, and not from a deus ex machina as in MedeaZ 
and the scene of departure in the Iliad)1 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 irrational1 in the events; 
if there is, it should he outside the play, as with Sophocles’ 
Oedipus.!) Since tragedy is mimesis of those superior

c 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.

e 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 II. 2.155 ff: Athena’s intervention prevents the Greeks from 

abandoning the war.
11.e. grossly contrary to what is plausible or intelligible.
1 Ar. alludes to Oedipus’ ignorance about the death of Laius: 

cf. 60a29-30.
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ARISTOTLE

τραγωδία βελτιόνων η ημείς, Set /zt/zetcr$at τονς 
αγαθούς είκονογράφους' και γαρ έκεϊνοι άπο8ι8ον- 

10 τες την ί8ίαν μορφήν όμοιους ποιούντες καλλίους 
γράφουσιν' οντω και τον ποιητην μιμούμενου και 
οργίλους και ράθυμους και τάλλα τά τοιαύτα έχον
τας έπι των ηθών τοιούτους όντας έπιεικεΐς ποιεϊν, 
οιον τον ’Αχιλλέα αγαθόν^ και παράδειγμα2 σκλη- 
ρότητος 'Όμηρος, ταύτα 8η διατηρεΐν, και προς 

15 τούτοις τά3 παρά τάς έξ άνάγκης άκολουθούσας 
αισθήσεις τη ποιητική' και γάρ κατ’ αύτάς εστιν 
άμαρτάνειν πολλάκις' ειρηται 8ε περί αυτών εν τοϊς 
εκ8ε8ομενοις λόγοις Ικανώς.

XVI ’Αναγνώρισις 8ε τί μέν έστιν, ε’ίρηται πρότερον’ 
εϊ8η 8έ άναγνωρίσεως, πρώτη μέν η άτεχνοτάτη και 

20 η πλείστη χρώνται 8ι άπορίαν, η 8ιά τών σημείων.
τούτων 8έ τά μέν σύμφυτα, οίον "λόγχην ην 
φορούσι Γηγενείς” η άστέρας οϊους έν τω Θυέστη 
ΊΑαρκίνος, τά 8έ έπίκτητα, και τούτων τά μέν έν τω 
σώματι, οίον ούλαί, τά 8έ έκτος, οίον τά περι8έραια 

25 και οίον εν τη Τυροί 8ιά της σκάφης. εστιν 8έ και 
τουτοις χρησθαι η βέλτιον η χεϊρον, οίον Ό8υσ-

1 αγαθόν Β: αγαθών Α: Αγαθών rec.
2 παράδειγμα σκληρ. ante olov habent ΑΒ: transpos. Lobel
3 τά rec.: τάς AB 

a See 48al7-18. 
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POETICS 16

to us,a poets should emulate good portrait painters, who 
render personal appearance and produce likenesses, yet 
enhanet^p^ople’s beayi^sLikewise the poet, while show
ing! irascible/ and iiraolent/people and those with other 
sucm<JiaFcicter traits,—should make them nonetheless 
deceyrtr-a^for example Homer made Achilles good though 
an epitomA of harshness. These things are to be watched, 
as al^o-argpoints arising from the perceptions necessarily 
attending the art of poetry.-^ one can commit many errors 
in respect of these; I have discussed them sufficiently in 
my published discourses.0

The definition of recognition was stated earlier.^ 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,”e or stars like those Carcinusf uses in Thyestes; 
others are acquired, and can be divided into the bodily, 
such as scars, and external, such as necklaces or the boat 
in Τΐ/ro.S 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.”

c Presumably in the dialogue On Poets: cf. the Introduction. 
d Ch. XI.
e Quotation from an unknown tragedy (fr. adesp. 84 Nauck): 

the “spear” is a birthmark of the “earthbom” men sown from 
dragon’s teeth by Cadmus.

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

§ In Soph.’s Tyro, T. identified her children by the boat in 
which they had been placed as infants.
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ARISTOTLE

μάν πίστεως ενεκα άτεχνδτεραε, καί αε τοεανταε 
πάσαε, αε 8ε εκ περεπετείας, ώσπερ ή εν τοϊς

γενεία άνεγνωρεσεν οτε Όρέστης' εκείνη μεν yap 
δ\ η 5 \ 5 ζχ X ’X \ Ζ Λ Γ) /\εα της επεστοΚης, εκεενος οε αντος Κεγεε α ρονΚε- 
ταε δ ποεητης άλλ’ ονχ δ μύθος' 8εδ τε εγγύς τής 

35 εερημενης αμαρτίας εστεν, έξην yap αν ενεα καε

όος φωνή, η τρετη όεα μνημης, τω αεσνεσναε τε 
ε8όντα, ώσπερ η εν Ίίνπρεοες τοϊς Δεκαεογενονς, 

ia ε8ων γάρ την γραφήν εκΚανσεν, καε η εν ’ΑΚκενον 
άπολόγω, άκονων γάρ τον κεθαρεστον καε μνησθεες 
εάάκρνσεν, οθεν άνεγνωρεσθησαν. τετάρτη 8ε η εκ 
σνλΑογεσμον, οεον εν Χοηφόροες, οτε ομοεός τες 

5 εληλυθεν, ομοεος 8ε ουθεες άλλ’ η ’(Αρεστής, οντος 
άρα εΧηΚνθεν. καε η Πολνίδον τον σοφεστον περε

1 "Ορεστης A: om. Β
2 ή τρίτη Spengel (τρίτη ή rec.): ήτοι. τη ΑΒ

a Od. 19.386 ff (Eurycleia sees the scar when washing Od.),
21.205 ff (Od. shows it to the swineherds for proof).

b I.e. 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. 

c See on 52b6.
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POETICS 16

use (e.g. through hisQcanOdysseus was differently recog
nised by his nurse ancFthe 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:c 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’ TereusA The third kind is through memory, when 
the sight of something brings awareness, like the case in 
Dicaeogenes’e 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)/ 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.S And the recognition used by Polyidus^1 the

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

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

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

S 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. 55b 10-11.
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ARISTOTLE

καϊ εν τώ θεοδέκτου Τυδεΐ, δτι

10

15

20
XVII

τής Ίφιγεκείας· είκός γάρ εφη^ τον Ορέστην σνλ- 
Χογίσασθαν otl η τ’ αδελφή έτύθη καϊ αύτω συμ- 
βαίνεν θύεσθαν.
έλθών ώς εύρήσων τον υιόν αυτός άπόΧΧυταν. καν η 
εν τοϊς Φννείδανς' ίδονσαν γάρ τον τόπον συνελογί- 
σαντο την ειμαρμένην otl εν τούτω ενμαρτο άποθα- 
νεϊν αύταϊς, καϊ γάρ έζετέθησαν ενταύθα, εστνν δέ 
τις και συνθέτη εκ παραλογνσμού τον θεάτρου,% οίον 
εν τω Όδυσσεϊ τω ψευδαγγέλω’ τδ μεν γάρ τό τοζον 
έντείνεννβ άΧΧον δε μηδένα, πεπονημένον υπό 'του 
πονητού καϊ ύπόθεσνς, καϊ εϊ γε τό τόζον εφη γνώ- 
crecr^at4 δ ονχ εωράκεν’ τό δε ώς δι’^ εκείνου άνα- 
γνωρνούντος δνά τούτου πονησαν παραλογνσμός. 
πασών δε βέλτιστη άναγνώρνσνς η εζ αυτών τών 
πραγμάτων, της έκπληζεως γνγνομένης 8l’ είκότων, 
οίον εν τω Σοφοκλεους Οίδίποδν και τη ’Ιφνγενεία" 
είκός γάρ βούλεσ~θαν έπνθεϊναν γράμματα, αί γάρ 
τοναύταν μάναν άνευ τών πεπονημενών σημείων καϊ 
περνδεραίων. δεύτεραν δε αί εκ συΧΧογνσμού.

Δει δέ τούς μύθους συννστάναν καϊ τη Χεζεν συν- 
απεργαζεσθαν οτι μάλνστα προ όμμάτων τνθεμενον' 
ούτω γαρ αν εναργέστατα ορών ώσπερ παρ’ αύτοϊς 
γνγνομενος τοϊς πραττομενονς εύρίσκον τό πρεπον

1 εφη Β Arab.: om. A
2 θεάτρου ΑΒ: θατέρου Hermann
3 εντείνεσ . . . τόξον Β: om. A
4 γυώσεσθαι Α: ευτείνεσ Β
5 δι’ ΑΒ: 8η Tyrwhitt
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POETICS 17

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’a 
Tydeus, the reflection that having come to find his son he 
was doomed himself. Again, the instance in the 
Phineidae:0 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 audiences mistaken reasoning, as in 
Odysseus the False Messenger:0 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).^ 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 ihpT&r 
sent at the actual events, one will discover what is pppoy

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

b I.e. 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.

c Apparently an unknown tragedy (TrGF II15), related to the 
events of Hom. Od. bk. 21; the following clauses are irre
deemably dark. d Eur. IT 578 ff.
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ARISTOTLE

25

30

1455b

5

καί ήκιστα αν λανθάνοι τά νπεναντία. σημεΐον δβ 
τούτον ο έττετιμάτο Καρκίνω. ο yap Αμφιαραος εζ 
Ιερόν άνηει, ο μη όρωντα1 έλάνθανεν, έπϊ 8έ της 
σκηνης έζέττεσεν 8νσχερανάντων τοντο τών θεατών, 
οσα 8e 8ννατον καϊ τοϊς σχημασιν σνναττεργαζόμε
νον π ιθ ανώτατοι γάρ άπο της2 αύτης φύσεως οΐ εν 
τοϊς ττάθεσίν είσιν, καϊ χειμαίνει ό χειμαζόμενος και 
χαλετταίνει ό όργιζόμενος άληθινοοτατα. 8ιο ενφν- 
ονς η ποιητική εστνν η^ μανικού’ τούτων γάρ οί μεν 
ενπλαστοι οί 8έ εκστατικοί είσιν. τους τε λόγους 
καϊ τούς πεποιημένονς 8ει και αντον ττοιονντα έκτί- 
θεσθαι καθόλον, εϊθ’ ούτως έπεισο8ιονν και τταρα- 
τείνειν. λέγω 8έ ούτως αν θεωρεΐσθαι το καθόλον, 
οιον της "Ιφιγένειας’ τνθείσης τίνος κόρης καϊ άφα- 
νισθείσης ά8ήλως τοϊς θύσασιν, ί8ρννθείσης 8έ εις 
άλλ.7μ> χώραν, εν ή νόμος ην τούς ζένονς θύειν τη 
θεώ, ταύτην έσχε την ίερωσύνην χρόνω 8ε ύστερον 
τω αοελφω σννερη εκαειν της ιερειας, το οε οτι 
ανειλεν ο νέος ελνειν εκεί και εφ ο τι οε εςω τον

1 όρώντα τον θεατήν ΑΒ: τον θ. seel. Butcher
2 της αυτής ΑΒ: αυτής της Tyrwhitt
3 η ΑΒ: μάλλον η Tyrwhitt
4 post θεός seq. 8ιά τινα αιτίαν εζω του καθόλου in ΑΒ: 8ιά 

. . . καθ. seel. Christ

a See on 54b23. Both play and situation referred to are 
unknown; TrGF I 211-12.

b The Greek verb implies that the work was hissed off stage; 
cf. 56al8-19,59b31.
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POETICS 17

site? and not miss contradictions. An indication of this is 
the criticism that wasmaade of Carcinus:a Amphiaraus was 
returning from a shrinei which was missed by one who 
failed to visualise performance the audience was
annoyed at this and the play foundered Λ So far as possi
ble, one should also work out the plot in gestures, since a 
natural tfinniW makes those in the grip of emotions the 
most conviftemg, and the truest distress or anger is con
veyed by one who actually feels these things.0 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,6 the poet should lay out the general^ 
structure, and only then develop the sequence of 
episodes. For what I mean by contemplating the general 
structure, take the Iphigeneia.^ 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

c 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.

e Cf. 51bl5-26.
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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ARISTOTLE

10

15

20

XVIII

25

μύθου’ έλθών δέ καί ληφθείς θύεσθαι μβλλωρ ανε- 
γνώρισεν, ειθ’ ώς Εύριττιδτ^ς είθ’ ως Πολυιδος εποιη- 
σεν, κατά το είκός είπών otl ονκ άρα μόνον την 
αδελφήν άλλά καί αντόν έ'δει τυθηναι, καί εντεύθεν 
η σωτηρία, μετά ταύτα δε ηδη ύποθέντα τά ονό
ματα έπεισοδιούν’ όπως δέ εσται οικεία τά επεισ
όδια, olov εν τώ Όρέστη η μανία δι’ ης εληφθη καί 
η σωτηρία διά της καθάρσεως. εν μεν ούν τοϊς δρά- 
μασιν τά επεισόδια σύντομα, η δ’ εποποιία τούτοις 
μηκύνεται, της γάρ ’Οδύσσειας ού1 μάκρος δ λόγος 
εστίν άποδημούντός τίνος ’έτη πολλά καί παρα- 
φνλαττομένου ύπό τού ΤΙοσειδωνος καί μόνου οντος, 
ετι δε τών οϊκοι ούτως εχόντων ώστε τά χρήματα 

1 ον Arab.: om. ΑΒ

ύπό μνηστήρων άναλίσκεσθαι καί τον υιόν έπιβου- 
λεύεσθαι, αυτός δε άφικνεϊται χειμασθείς, καί άνα- 
γνωρίσας τινάς έπιθέμενος αυτός μεν εσώθη τούς δ’ 
εχθρούς διέφθειρε. τό μεν ούν ίδιον τούτο, τά δ’ 
άλλα έπΕίσόδια.

5,Ecttl δέ πάσης τραγωδίας τό μεν δεσις τό δε 
λυσις, τα μεν έξωθεν και ενια τών έσωθεν πολλάκις 
η δεσις, τό δε λοιπόν η λυσις' λέγω δέ δέσιν μέν 
είναι την απ’ αρχής μέχρι τούτου τού μέρους δ 
έσχατον εστιν εξ ού μεταβαίνει είς εύτυχίαν η είς 
ατυχίαν, λυσιν δε την απο της αρχής της μεταβά- 
σεως μέχρι τέλους’ ώσπερ εν τώ Λ,υγκεϊ τώ θβο- 
δεκτου δεσις μεν τα τε προπεπραγμένα καί η τού 
παιδιού ληψις καί πάλιν η αύτών * * * λυσις2 δ’ η 
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POETICS 18

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 Polyidusa 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.13 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.

ery tragedy has both a complication0 an^aenoue
ment/the complication comprises events outside
ana often some of those within it; the remainder is the 
denouement. I define the complication as extending 
from the beginning^ 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’ Lynceuse 
the complication covers the preceding events, the

a See on 55a6. b IT 281 ff, 1029 ff.
c 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.
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ARISTOTLE

τραγωδίας δβ βϊδη eicrt τεσσαρα (τοσαντα γάρ καϊ,

οιον οί re Αϊαντες καϊ οί Ίξίονες, η δβ ηθικη, olov αί

ά8ον. μάλιστα μεν ονν άπαντα 8εΐ πειράσθαι εχειν, 
εί 8ε μη, τά μέγιστα καϊ πλείστα, άλλως τε καί ώς 
ννν σνκοφαντονσιν τονς ποιητάς' γεγονότων γάρ 

5 καθ' έκαστον μέρος άγαθών ποιητών, εκάστον τον
ι8ιον αγαθόν άζιονσι τον ενα νπερβάλλειν. 8ίκαιον
0€ Kat τραγωδίαν αλκήν καί την αυτήν λεγείν 
ον8ενι% ώς τώ μύθω" τοντο 8ε, ών η αντη πλοκή καϊ

10

\ \ 3 \

κις μεμνησααι και μη ποιεΐν εποποιικον σνστημα 
τραγω8ίαν—εποποιικον 8ε λέγω τό πολνμνθον— 
olov εί τις τον της Ίλίάδος ολον ποιοι μνθον. εκεί 
μεν γάρ 8ιά τό μήκος λαμβάνει τά μέρη τό πρεπον

1 η άπλη Bursian: οης Β: όης Α: οψις Bywater
2 οί>§ενϊ ώς Zeller: ούόεν ϊετως ΑΒ
3 άμφω άεϊ κροτεατθαι Α (κρατεΐσθαι, Vahlen): άμφότερα 

άντικροτείαθαι Β: άμφότερα άρτι,κροτεΐσ-θαι, Immisch 
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a 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.



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

POETICS 18

seizure of the child, and again their * * *, while the 
denouement runs from the accusation of murder to the 
end. There are four types of tragedy (as that is the num
ber of components we mentioned) :a the complex, whose 
essence is reversal and recognition; the kind rich in 
suffering,13 such as those about Ajax and Ixion; the char
acter-based, such as Phthiotidesc and Peleus;^ and, fourth, 
<the simple>,e 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.

c Women ofPhthia, 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. 
e 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.

f I.e. a plot of epic scope.
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ARISTOTLE

μέγεθος, εν δέ τοϊς δράμασι πολύ παρά την ύπόλη- 
15 ψίΡ αποβαίνει. σημεϊον δέ, οσοι πέρσιν ’Ιλίου ολην

έποίησαν και μη κατά μέρος ώσπερ Έώριπίδης, η1 
Νιόβην καί μη ώσπερ Αισχύλος, η έκπίπτουσιν η 
κακώς αγωνίζονται, έπεί και ’Αγάθων έξέπεσεν εν 
τούτω μόνω. εν δέ ταϊς περιπετείαις και εν τοϊς 
άπλοϊς πράγμασι στοχάζονται ών βούλονται τω21 

20 θαυμαστώ’ τραγικόν γάρ τούτο και φιλάνθρωπον.
εστιν δέ τούτο, όταν ό σοφός μέν μετά πονηριάς 8’ 
έξαπατηθη, ώσπερ Σίσυφος, και ό άνδρεϊος μέν άδι- 
κος δέ ηττηθη. εστιν δέ τούτο και είκός ώσπερ 
"Αγάθων λέγει, εικος γάρ γίνεσθαι πολλά και παρά 

25 το είκός. και τον χορόν δέ ένα δει νπολαμβάνειν 
τών υποκριτών, και μόριον είναι τού ολον καί συν- 
αγωνίζεσθαι μη ώσπερ Έτυριπίδη άλλ’ ώσπερ Σοφο- 
κλεϊ. τοϊς δέ λοιποϊς τά αδόμενα5 ούδέν4 μάλλον 
τού μύθου η άλλης τραγωδίας έστίν διό εμβόλιμα 
αδουσιν πρώτου άρξαντος ’Αγάθωνος τού τοιούτου. 

30 καίτοι τί διαφέρει η εμβόλιμα αδειν η εί ρησιν εξ 
άλλου είς άλλο άρμόττοι η έπεισόδιον ολον;

XIX Hept μέν ούν τών άλλων ειδών5 ειρηται, λοιπόν δέ

1 η add. Vahlen
2 τω θαυμαστώ Castelvetro: θαυμαστώς ΑΒ
3 αόόμενα Arab.: όιόόμενα ΑΒ
4 ονόέν Arab. (Vahlen): om. ΑΒ
3 είόών Β: ήδ’ Α
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POETICS 19

An indication of this is that those who have treated the 
entire fall of Troy, rather than part of it (like Euripides)/ 
or Niobe s whole story (instead of what Aeschylus did),b 
either founder0 or do badly in competition; even Agathon 
foundered through just this flaw/ In reversals and simple 
structures of events, poets aim for what they want by 
means of the awesome:*3 this is tragic and arouses 
fellow-feeling/ This occurs when an adroit but wicked 
person is deceived (like Sisyphus)/ or a brave but unjust 
person is worsted. These things are even probable, as 
Agathon puts it,h since it is probable that many things 
should infringe probability. The chorus should be treated 
as one of the actors; it should be a part of the whole and 
should participate,1 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 singingpiterludfe odes. Yet what is 
the difference between singingjjntejddde odes and trans
ferring a speech or whole episode from one work to 
another?

The other components have now been discussed; it

a 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 III 265-80.
c Cf. on 55a28.
d Ref. unknown; for Agathon, see 51b21.
e A difficult sentence; but Ar. apparently allows that “awe” 

(see on 52a4) can be achieved by simple as well as complex plots.
fCf. on 52b38.
§ We cannot identify the stories/plays about Sisyphus (OCD 

s.v.) which Ar. has in mind.
h Fr. 9 TrGF (1164); see Ar. s quotation at Rh. 1402a9-13.
1 Sc. “in the action.”
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ARISTOTLE

35

1456b

10

15

5

περϊ λέζεως και1 διαροίας ενπενν. τά μεν ονν περί 
τήν 8νάνοναν εν τονς περί ρητορνκής κενσθω" τούτο 
γάρ ίδιοι, μάλλον εκείνης της μεθό8ον. εστν δέ κατά 
την 8νάνοναν ταντα, οσα νπό τον λόγον 8εν παρα- 
σκενασθήναν. μέρη δέ τούτων τό τε άπο8ενκνύναν 
καϊ τό λύενν καί τό πάθη παρασκενάζενν (οίορ ελεον 
η φόβον η οργήν καϊ οσα τοιαΰτα) καϊ ετν μέγεθος 
καϊ μικρότητας. 8ήλον δέ οτι καϊ εν τοΐς πράγμασνν 
από των αντών ν8εών 8εν χρήσθαν όταν ή eXeeira η 
8εννά η μεγάλα η είκότα 8έη παρασκενάζενν πλην 
τοσοντον 8ναφέρεν, οτν τά μέν 8εν φο/ννεσθο.ν άνεν 
διδασκαλίας, τά 8ε εν τω λόγω νπό τον λέγοντος 
παρασκενάζεσθαν καϊ παρά τον λόγον γίγνεσθαν. 
τί γάρ αν ενη τον λέγοντος εργον, εν φαίνοντο τβ

1 καί Hermann: η ΑΒ 2 ή δέον Vahlen: ήδέα ΑΒ

€oc καυ μ/η oca τον λογον; των O€ rrepb την ΚΕςυν ev 
μέν έστνν εΐ8ος θεωρίας τά σχήματα της λέξεως, ά 
εστνν εν8έναν της νποκρντνκής καϊ τον την τοναύτην 
εχοντος αρχιτεκτονικήν, olov τί εντολή καϊ τί ^νχή 
καυ 8νηγησνς καυ απειλή καϊ ερώτησνς καϊ άπόκρνσνς 
καν εν τν άλλο τονοντον. παρα γάρ τήν τούτων γνω- 
σνν η αγνοναν ον8εν ενς τήν πονητνκήν επντίμημα 
φέρεταν ο τν καϊ άξνον σπον8ής. τί γάρ αν τις νπο- 
λάβον ήμαρτήσθαν ά Πρωταγόρας έπντνμα, ότν ενχε- 
σθαν ονόμενος έπντάττεν ενπών "μήννν άεν8ε θεά”; τό 
γάρ κελενσαν, φησίν, πονενν τν ή μή έπίταξίς έστνν. 
8νο παρενσθω ως άλλης καν ον της πονητνκής ον 
θεώρημα.
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POETICS 19

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 ne^d-toj^ficreated by speech: their ele
ments are proof, ^efutatiojx the conveying of emoticms 
^pity^&ar, anger, etc/, aswell as enhancement andmelitj 
tlemenC It is clear that the same principles shoula“also 
be used in the handling of events, when one needs to cre
ate impressions of what is pitiable, terrible, important, or 
probable—with this difference, that the latter effects 
must be evident without direct statement, while the for
mer must be conveyed by the speaker in and through 
speech. For what would be the point of the speaker, if the 
required effects were evident even without speech? As 
for matters of diction, one type of study concerns forms of 
utterance (knowledge of which belongs to the art of 
delivery^ and the person with this mastery)—namely, 
what is a command, prayer, narrative, threat, question, 
reply, and all the like. Knowledge or ignorance of these 
things can support no serious criticism of poetry. Why 
should anyone think it is a fault where Protagoras' criti
cises Homer for purporting to pray but giving a command 
by saying “Sing, goddess, of the wrath . . .”?c (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.

a 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 (hupokrites) and orator: cf. 57a21, 
with Rh. III.l.

c We do not know where P. (c. 490-20) made his pedantic 
criticism of II. 1.1.
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ARISTOTLE

XX
20 χβΐορ συλλαβή σύνόεσ μος όνομα ρήμα άρθρον

tol φωναί, ών ουόεμίαν λέγω στονχεϊον. ταύτης δέ

ecrrtp δέ ταυτα φωνήεν μεν τό2 άνευ προσβολής 
εχον φωνήν ακουστήν, ήμίφωνον δέ τό μετά προσ
βολής 0χον φωνήν ακουστήν, οίον τδ X καϊ τό Ρ, 
άφωνον δέ τό μετά προσβολής καθ’ αυτό μεν ουόε- 
μί,αν εχον φωνήν, μετά δέ τών εχόντων τννά φωνήν 

30 γινόμενον ακουστόν, οίον τό Γ καϊ τό Δ. ταυτα δέ
ίαφερεί σχημασνν τε του στόματός και τοποίς καί

όε οςυτητί καί ραρυπητί καί τω μεσω' περί ων καν 
έκαστον εν τοϊς μετρίκοϊς προσήκεί θεωρεΐν. συλ-

/ \

φωνήν εχοντος- καϊ γάρ τό ΓΡ άνευ του Α συλ-
ωνου kcu

1 σύνθετή Arab.: συνετή ΑΒ
2 τό add. Reiz
3 συλλαβή καϊ ΑΒ: (?)ού συλλαβή, συλλαβή δέ Arab.

a What follows, in chs. XX-XXI, is not “stylistics” but an out
line of grammatical/linguistic categories.
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POETICS 20

The components of all diction are these:a 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.”11 The classes of sound0 
are vowel, continuant,d and stop. A vowel is an audiblee 
sound without oral contact; a continuant an audible sound 
with contact (e.g. s and r); while a stopf (e.g. g and d) 
involves contact but in itself produces no sound, and 
becomes audible by combination with elements that do 
produce a sound. Elements are distinguishable by the 
mouth shape and the points of contact; by aspiration 
and lack of it; by length and shortness;S and also by 
acute, grave, and intermediate accent:11 detailed study 
of these things belongs to discourses on metre.1 A syllable 
is a non-significant) sound, compounded of a stop and a 
voiced^ 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 I.e. animals make some vocal sounds, but these do not com
bine to produce the syllables and words of language.

c From now on “sound,” phone, denotes speech sounds.
d Sometimes termed “semi-vowel.”
e Sc. in itself (unlike a stop).
f Also known as “mute.” 6 Of vowels.
11 Pitch accent, not dynamic stress.
1 Works which treated phonology within analysis of metrical 

patterns; cf. Part. An. 660a8.
J I.e. not a semantic unit.
k I.e. (apparently) vowel or continuant.
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ARISTOTLE

μίαν σημαντικήν έκ πλειόνων 
σνντίθεσθαι καϊ έπϊ τών άκρων 
ην^ μη άρμόττει έν αρχή λόγον 

tol de. η φωνή

1457a

10

5

οντε ποιεί φωνήν 
φωνών, πεφνκνϊα^ 
καϊ έπι τον μέσον, 
τιθέναι καθ’ αντην,^ olov μέν δτβ 
άσημος η έκ πλειόνων μέν φωνών μιας σημαντικών^ 
δβ ποιεϊν πέφνκεν μίαν σημαντικήν φωνήν, άρθρον 
δ’ έστι φωνή άσημος η λόγον αρχήν η τέλος η διο
ρισμόν δηλοΐ. οίον τδ άμφί® καϊ τό περί καϊ τά 
άλλα, η φωνή άσημος η οντε κωλνει οντε ποιεί 
φωνήν μίαν σημαντικήν έκ πλειόνων φωνών, πεφν- 
κνϊα τίθεσθαι καϊ έπϊ τών άκρων καϊ έπϊ τον μέσον.
ονομα δδ έστι φωνή σννθετη σημαντική άνευ χρό
νον ης μέρος ονδέν έστι καθ’ αντό σημαντικόν έν 
γάρ τοϊς διπλοΐς ον χρώμεθα ώς καϊ αντό καθ’ αντό 
σημαίνον, οίον έν τώ Θεόδωρος^ τό δωρος ον σημαί
νει. ρήμα δέ φωνή σννθετη σημαντική μετά χρόνον 
ης ονδέν μέρος σημαίνει καθ’ αντό, ώσπερ καϊ έπϊ 
τών ονομάτων τό μέν γάρ άνθρωπος η λενκόν ον 
σημαίνει τό πότε, τό δέ βαδίζει η βεβάδικεν προσ- 
σημαίνει τό μέν τον παρόντα χρόνον τό δέ τον

1 πεφνκνΐα Β: -αν Α
2 ην . . . μέσον (57a3-10) om. Β
3 αντην Tyrwhitt (Lat.): αυτόν Α
4 δη τοί Bywater: ήτοι Α
5 σημαντικών Robortelli: -όν Α
6 άμφί Hartung: φ.μ.ι. Α
7 Θεόδωρος τό δωρος Ritter (Arab.): θεοδώρω τό δώρον ΑΒ

a I.e. connective particles, though the definition is corrupt. 
Cf. Rh. 1407a20 ff.
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POETICS 20

from a plurality of sounds, usually placed at the ends or in 
the middle of a statement, but not on its own at the start 
of one: e.g. men, de, toi, de.& Or a nonsignificant sound 
which naturally produces a single semantic utterance 
from a plurality of sounds that have a single significance. 
A conjunction is a non-significant sound which indicates 
the beginning, end, or division of a statement: e.g. amphi, 
perif 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.0 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.^ 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”*1 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.

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

d The term covers adjs. too; cf. 57al6.
e As in the following definitions of verb and statement, “com

pound” qua consisting of more than one phonological “element”; 
cf. 56b35.

f Cf. 57a32.
§ I.e. no functional meaning (as opp. to etymology, from 

doron, “gift”) in the use of the name; cf. 57a33 f.
h In Greek, both verbs are single-word inflected forms.
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ARISTOTLE

20

30
XXI

35
1457b

παρεληλυθότα. πτώσίς δ’ ecrrtr ονόματος η ρήμα
τος ή μέν κατά^ τό τούτου ή τούτω σημαίνον καί 
οσα τοίαύτα, ή δέ κατά το ενι η πολλοίς, οίον 
άνθρωποί η άνθρωπος, η δε κατά τά ύποκρίΤίκά, 
οϊ,ον κατ’ έρώτησυν ή έπίταζυν’ τό γάρ έβάόίσεν; η 
βάόίζε πτώσίς ρήματος κατά ταύτα τά εϊόη έστίν. 
λόγος δέ φωνή σύνθετή σημαντίκή ής εν ία μέρη 
καθ’ αυτά σημαίνεί τί' ού γάρ άπας λόγος εκ ρημά
των καί ονομάτων σύγκευταί, olov ό τού άνθρώπου 
όρίσμός, άλλ’ ένόέχεταί άνευ ρημάτων είναί λόγον, 
μέρος μέντοί αεί τί σημαίνον εξεί, οίον εν τω βαόί- 
ζεί Κλέων ό ΚλέωτΛ είς δέ εστί λόγος 8ίχώς, ή γάρ 
ό εν σημαίνων, ή ό εκ πλείόνων συνύέσμω, olov ή 
Ίλίάς μέν συνόέσμω είς, ό δέ τού ανθρώπου τω έν 

δέ 
δέ

σημαίνευν.
’Ονόματος δέ εϊόη τό μέν άπλούν, άπλούν 

λέγω ό μη εκ σημαίνόντων σύγκευταί, οίον γη, τό 
όυπλούν τούτου δέ τό μέν εκ σημαίνοντος καί άσή- 
μου, πλην ουκ εν τω όνόματί^ σημαίνοντος καί άσή- 
μου, τό δέ εκ σημαίνόντων σύγκευταί. εϊη δ’ αν καί 
τρυπλούν καί τετραπλούν ονομα καί πολλαπλούν, 
οίον τά πολλά των λάασσαλίωτών,3 'Έ>Ρ μΟ Κάί Κόξ aV- 
νος . απαν οε ονομα εστυν η κυρίον ή γλωττα

1 κατά τό Reiz: τό κατά ΑΒ
2 όνόματί Vahlen: -τος ΑΒ
3 Μασσαλίωτών Diels (ex Arab.): μεγαλίωτών ΑΒ
4 lacunam stat. edd. (cf. Arab.: “supplicans domino caelo- 

rum”)
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POETICS 21

respectively. Α,η inflectionjk the feature of a noun or verb 
which signifies case 1,” “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,”c 
but one can have a statement without verbs; yet it will 
always have a part with separate significance, e.g. “Cleon” 
in “Cleon is walking.” A statement can be unitary in two 
ways, by signifying one thing or by being combined from 
a plurality: e.g. the Iliad is unitary by combination,but 
the definition of “man” by signifying one thing.

Nouns can be classed as “single” (by which I mean 
those not comprising significant parts, e.g. ge [“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),e and 
those comprising only significant parts. One could fur
ther distinguish “triple,” “quadruple,” and “polysyllabic” 
(e.g. most Massaliote^ terms: Hermocaicoxanthus ***).

a See on 56bl0. b All exx. in this para, again involve sin
gle-word inflected forms in Greek.

c I.e. a verbless phrase such as “rational, bipedal animal.”
d “Combination,” sundesmos, is the same term as “connec

tive” at 56b38 ff: the word cannot have quite the same sense in 
both places, though the second use may imply the first.

e Cf. 57all-14.
f Belonging 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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ARISTOTLE

5

10

15

20

η μεταφορά η κόσμος η πεποιημένον η έπεκτεταμέ- 
νον η ύφηρημένον η έζηλλαγμένον. λέγω δβ κύριον 
μέν ω χρώνται έκαστοι, γλωτταν δβ ώ έτεροι’ ώστε 
φανερόν ότι και γλωτταν και κύριον είναι δυνατόν 
το αυτό, μη τοϊς αύτοις δέ’ τδ γάρ σίγυνον Κυπρίοις 
μέν κύριον, ημϊν δέ γλώττα.

μεταφορά δέ έστιν ονόματος άλλοτρίου έπιφορά 
ή απο του γένους επι ειοος ή απο του ειοους επι το 
γένος η από τού είδους επι είδος η κατά τό άνάλο- 
γον. λέγω δέ άπο γένους μέν έπι είδος οιον "νηύς 
δέ μοι ηδ’ εστηκεν”’ τό γάρ όρμεϊν έστιν έστάναι τι. 
απ tboovs 06 επι γένος Ύ] οη μ,υρί ΟουοΎΓβυς 
έσθλά εοργεν”’ τό γάρ μυρίον πολύ έστιν, ω νυν 
άντι τού πολλού κέχρηται. απ’ είδους δέ έπϊ είδος 
οιον "χαλκω άπο ψυχήν άρύσας”1 καϊ "τεμων 
ταναηκεϊ χαλκω”’ ένταύθα γάρ τό μέν άρύσαι 
ταμεϊν, τό δέ ταμεϊν άρύσαι εΐρηκεν’ αμφω γάρ 
άφελειν
εχη το δεύτερον προς τό πρώτον καϊ τό τέταρτον 
προς το τρίτον’ ερεϊ γάρ άντι τού δευτέρου τό τέταρ
τον η άντι τού τετάρτου τό δεύτερον, καϊ ένίοτε 
προστιθεασιν ανθ’ ού λέγει προς ο έστι. λέγω δέ 
οιον ομοίως εχει φιάλη προς Διόνυσον καϊ άσπϊς 
προς Αρη’ ερεϊ τοινυν την φιάλην άσπίδα Διονύ-

ιάρνσ-ας καϊ τεμων Tyrwhitt (rec.): άερνετασκετεμών Α: 
έρνετασκε τεμών Β

τι έστιν. to 8e ανάλογου λέγω, όταν ομοίως

a Onoma, used above for “noun,” but here carrying the wider 
sense; cf. e.g. 57b7, 25.
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POETICS 21

Every worda 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 metaphor0 is the application of a word that belongs 
to another thing: either from genus to species, species to 
genus, species to species, or by analogy. By “from genus 
to species” I mean, e.g., “my ship stands here”:d mooring 
is a kind of standing. Species to genus: “ten thousand 
noble deeds has Odysseus accomplished”;® ten thousand 
is many, and the poet has used it here instead of “many.” 
Species to species: e.g. “drawing off the life with bronze, 
and “cutting with slender-edged bronze”;§ here he has 
used “drawing off’ for “cutting” and vice versa, as both 
are kinds of removing. I call “by analogy” cases were b is 
to a as d is to c: one will then speak of d instead of b, orb 
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

13 For Ar. a “loan word” cannot be a naturalised borrowing, 
but must be perceived as exotic (cf. Rh. 1410bl2-13).

c 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. e Hom. II. 2.272.
f Empedocles fr. 138 DK; image is the killing of an animal.
8 Empedocles fr. 143 DK; the ref. is to filling a bronze vessel 

with water.
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ARISTOTLE

25

30

35
1458a

σον καϊ, την ασπίδα φιάλην ’Ά,ρεως. η ο γήρας 
προς βίον, καϊ εσπέρα προς ημέραν έρει τοίννν την 
εσπέραν γήρας ημέρας, η ώσπερ Εμπεδοκλής και 
το γήρας εσπέραν βίον η δνσμάς βίον. ένίοις δ’ 
ονκ εστιν ονομα κείμενον των άνάλογον, άλλ’ σύδέν 
ηττον ομοίως λεχθησεται' olov το τον καρπόν μέν 
άφιέναι σπείρειν, το δέ την φλόγα άπδ τον ηλίον 
άνώννμον άλλ’ ομοίως έχει, τούτο προς τον ήλιον 
καϊ τδ σπείρειν προς τδν καρπόν, διό εϊρηται "σπει
ρών θεοκτίσταν φλόγα”, έστι δέ τω τρόπω τοντω 
της μεταφοράς χρησθαι και άλλως, προσαγορεν- 
σαντα τδ άλλότριον άποφησαι των οικείων τι, οίον 
εί την ασπίδα εϊποι φιάλην μη "Α,ρεως άλλ’1 άοινον.

* * * πεποιημένον δ’ εστιν δ ολως μη καλονμενον 
νπό τινων αντδς τίθεται ό ποιητης' δοκεϊ γάρ ενια 
είναι τοιαντα, οίον τά κέρατα ερννγας21 καϊ τδν ιερέα 
άρητηρα. έπεκτεταμένον δέ εστιν η άφηρημένον τδ 
μέν εάν φωνηεντι μακροτέρω κεχρημένον η τον 
οίκείον η σνλλαβη έμβεβλημένη, τδ δέ αν άφηρη
μένον τι η αντον, έπεκτεταμένον μέν οίον τδ πόλεως 
ποληος και τδ Πτ/λβΖδου^ ΤΙηληιάδεω, άφηρημένον 
δε οίον το κρϊ καϊ τδ δω καϊ "μία γίνεται άμφοτέρων

Υάλλ’ άοινον Vettori: αλλά οίνον ΑΒ
2 ερννγας Vettori: έρννγας Α: έριννγας Β
3 πηλείδον rec.: πηλέος Α: πηλέως Β

a Fr. 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.^ 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,c 
hence the phrase “sowing his divine fire.”^ 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 areter for 
hiereus [“priest”] J A lengthening uses a longer vowel than 
the standard form, or an extra syllable; a contraction has 
had some part removed: lengthenings are e.g. poleos for 
poleos, and Peleiadeo for Peleidou;& contractions, e.g. kri, 
do)A and “a single vision [ops] comes from both.”1 A

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

d Unidentified quotation, from tragedy or lyric poetry.
e It is assumed that an explanation of “ornament,” kosmos, 

has dropped out here; see 57b2, and cf. Rh. 1408al4.
fThe second occurs 3x in the Iliad; the first is not found in 

extant literature.
8 Genitive forms of, respectively, polis (city/citadel) and 

Peleides (son of Peleus, i.e. Achilles); the first form in each case is 
epic.

b Shortened epic forms olkrithe (barley) anddoma (house).
1 Empedocles fr. 88 DK.
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ARISTOTLE

10

οψ”.1 εζηλλαγμενον δ’ eortr όταν τον όνο μπαζόμενου 
το μεν καταλείπη το 8e ποιη, olov το 8εξιτερον 

\ 9* / 33 3 \ > /κατα μαςον am τον οβςνον.
αυτών 8e τών ονομάτων τά μεν άρρενα τά δβ 

θηλεα τά δβ μεταξύ, appeva μεν οσα τελευτά εις το 
Ν και Ρ και X και οσα εκ τούτου σύγκειται (ταντα 
δ’ εστιν δύο, Ψ και Ξ), θηλεα 8ε οσα εκ τών φωνη
έντων εις τε τά άει μακρά, olov εις Η και Π, και τών 
επεκτεινομενών εις Α* ώστε ΐσα συμβαίνει πληθει

15
/ 3 * * *πεντε° τά 8ε

XXII είναι.

20

εις οσα τά άρρενα και τά θηλεα’ το γάρ Ψ και το Ξ 
σύνθετά2 εστιν. εις 8ε άφωνον ον8εν ονομα, τελευτά, 
ου8ε εις φωνήεν βραχύ. εις 8ε το I τρία μόνον, μέλι 
κομμι πεπερι. εις 8ε τό Τ 
μεταξύ εις ταύτα και Ν και X.

Αεξεως 8ε άρετη σαφή και μη ταπεινήν 
σαφεστάτη μεν ούν εστιν η εκ τών κυρίων ονομά
των, αλλά ταπεινή’ παρά8ειγμα 8ε η Κλεοφώντος 
ποίησις και η ^θενελου. σεμνή 8ε και εξαλλάτ- 
τουσα το ι8ιωτικόν η τοϊς ξενικοΐς κεχρημενη’ ζενι
κόν 8ε λέγω γλώτταν και μεταφοράν και επεκτασιν 
και πάν το παρα το κύριον, αλλ’ άν τις άπαντα τοι- 
αύτα ποίηση, η αίνιγμα εσται η βαρβαρισμός’ άν

1 δψ Vettori: δης Α: δης Β
2 σύνθετα Arab.: ταντα ΑΒ: ταντά rec., Lat.
3 post πεντε add. nomina quinque Arab.

a Hom. II. 5.393. 
b Alpha, iota, upsilon. 
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POETICS 22

modification is one where part of the form is kept, part 
added: e.g. “in his right [dexiteron] breast,”a 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 same0 (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, 
peperiA Five end in upsilon * * *.e Neuter nouns have 
these endings/ 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 CleophonS 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-

c 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.

e 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).
S See on 48al2.
h Tragedian of later 5th cent.; TrGF I no. 32.
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ARISTOTLE

25

μεν ονν

30
"άν8ρ’ εί8ον πνρι χαλκόν επ’ άνερι κολλη- 

τά 8ε εκ των γλωττών βαρ-
- - ' \ X

1458b

5

10

μεν ονν εκ μεταφορών, αίνιγμα, εάν 8ε εκ γλωττων, 
βαρβαρισμός. αινίγματος τε γάρ ι8εα αντη εστί, το 
λεγοντα νπάρχοντα ά8ύνατα σννάφαί' κατά 
την των άλλων^ ονομάτων σύνθεσιν ονχ οίόν τε 
τοντο ποιήσαι, κατά 8ε την μεταφορών2 εν8εχεται, 
οίον
σαντα”, καί τά τοιαντα.
βαρισμός. 8εΐ άρα κεκράσθαί πως τούτοις' το μεν 
γάρ το μη ι8ιωτικόν ποιήσει μη8ε ταπεινόν, οίον η 
γλώττα καί η μεταφορά καί ο κόσμος καί τάλλα τά 
ειρημενα εϊ8η, τό 8ε κύριον την σαφήνειαν, ονκ 
ελάχιστον 8ε μέρος σνμβάλλεται εις τό σαφές της 
λέξεως και μη 18ιωτικόν αι επεκτάσεις και άποκοπαι 
και εξαλλαγαι των ονομάτων 8ιά μεν γάρ τό άλλως 
εχειν η ως τό κύριον παρά τό ειωθός γιγνόμενον τό 
μη ί8ιωτικόν ποιήσει, 8ιά 8ε τό κοινωνεΐν τον ειωθό- 
τος τό σαφές εσται. ώστε ούκ 
επιτιμώντες τω τοιούτω τρόπω 
8ιακωμω8ονντες τον ποιητήν, 
αρχαίος, ως ρά8ιον ον ποιεΐν εϊ 
εφ’ όπόσον βούλεται, 
λεξει 
και "ονκ εγκεράμενος4 τον εκείνον ελλέβορον”. 
μεν ονν φαινεσθαι πως χρωμενον τούτω τω τρόπω

όρθώς ψεγονσιν οί 
της όιαλεκτον και 
olov Εΰκ’λ^ύδ^ς ο 
Tts δώσβύ εκτείνειν

ίαμβοποιησας εν αντη τη 
Άπιχαρην^ εί8ον λίαραθώνά8ε βα8ίζοντα”, 

το

1 άλλων Twining (Arab.): om. ΑΒ
2 μεταφορών Bywater: -άν ΑΒ
3’Έπιχάρην Bursian (Ή- Tyrwhitt): η επιχαρην Β: ητβι 

χάρνν Α
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POETICS 22

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,”a and such things). Passages of loan 
words constitute barbarism. One needs, then, a certain 
blend of these components: one kind (loan words, 
metaphor, ornaments, and the other classes listed) will 
create an impression that is neither ordinary nor banal, 
while standard terms will ensure clarity. A major contri
bution to clarity and unusualness of diction is made by 
lengthenings, shortenings, and modifications of words: 
contrast with the standard, and divergence from the 
usual, will create an out-of-the-ordinary impression; but 
the presence of some usual forms will preserve clarity. So 
those who criticise such usage, and mock the poet for it, 
are wrong to carp—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 mixing his 
hellebore”).6 Now, the blatant use of such a manner is

4 εγκεράμενος coni. Kassel: αν γεράμενος A: av ye άράμε-
νος Β

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

b Otherwise unknown.
c 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 * 
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ARISTOTLE

15

20

25

30

γελοΐον το 8e μέτρον κοινόν απάντων έστϊ τών 
μερών καϊ γάρ μεταφοραΐς καϊ γλώτταις καϊ, τοϊς 
άλλοι? βιδβσι χρώμενος άπρεπώς καϊ επίτηδες επϊ τά 
γελοία το αντο άν άπεργάσαιτο. το δέ άρμόττον^ 
οσον διαφέρει, επϊ τών επών θεωρείσθω έντι,θεμένων 
τών κυρίων^ ονομάτων είς τδ μέτρον. καϊ επϊ της 
γλώττης δε καϊ επϊ τών μεταφορών καϊ επϊ τών 
άλλων Ιδεών μετατι,θεϊς άν τι? τά κύρια ονόματα 
κατίδοι οτι άληθη λέγομεν olov τδ αντο ποιήσαντος 
ιαμβεΐον Αισχύλον καϊ Ένριπίδον, εν δέ μόνον 
ονομα μεταθεντος, άντϊ κνρίον ειωθότος γλώτταν, τδ 
μεν φαίνεται, καλόν τδ δ’ εντελές. Αισχύλος μεν 
γάρ εν τώ Φιλοκτήτη έποίησε

φαγέδαιναν^ ή μον σάρκας έσθίει ποδός, 
δ δέ άντϊ τον έσθίει, τδ θοινάται μετέθηκεν. καϊ

ννν δέ μ’ εών ολίγος τε καϊ οντιδανδς καϊ άεικής, 
εί τις λέγοι τά κύρια μετατι,θεϊς

ννν δέ μ’ εών μικρός τε καϊ άσθενικδς καϊ άειδής' 
καϊ

δίφρον άεικέλιον καταθεϊς δλίγην τε τράπεζαν, 
δίφρον μοχθηρόν καταθεϊς μικράν τε τράπεζαν 

καί το ηιονες βοοωσιν , ήιόνες κράζονσιν. ετι δε 
’Αριφράδης τούς τραγωδούς έκωμωδει ότι ά ονδεϊς 
αν ειπειεν εν τή διαλεκτω τοντοίς χρώνταί, οιον τδ 
δωμάτων άπο αλλα μη από δωμάτων, καϊ τδ σέθεν

1 άρμόττον rec.: άρμόττοντος Α: άρμόττον πως Β
2 κυρίων add. Vahlen
3 φαγέδαιναν Hermann: -α rec.: φαγάδαινα Β: φαγάδενα Α 
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POETICS 22

ridiculous; moderation applies equally to all components. 
By using metaphors, loan words, and the other classes 
inaptly one could achieve the same result as by deliberate 
comic distortion. But the difference it makes to use them 
fittingly in epic should be studied by introducing the stan
dard words into the verse. Likewise with loan words, 
metaphors, and the other classes, one could observe the 
truth of my argument by substituting the standard terms. 
For instance, Aeschylus and Euripides composed the 
same iambic line, but the latter replaced just one word, 
using a loan word instead of the familiar standard term; 
one of the lines strikes us as beautiful, the other as 
tawdry. Aeschylus, in his Philoctetes,a wrote: “. . . the can
cer which eats the flesh of my foot.” Euripides changed 
“eats” to “feasts on.”k Likewise with “but now one lowly, 
paltry, and unseemly . . . ,”c 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 
. . .” Or “the headlands clamour”*3 with “the headlands 
bawl.” Again, Ariphradesf 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 (III 357).
b Fr. 792 Nauck; here and below, translation cannot capture 

the pertinent nuances of tone.
c 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.
e Hom. II. 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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ARISTOTLE

1459a

5

10

15
XXIII

20

καϊ 8ιπλοϊς όνόμασι καϊ γλωτταις, 
μόνον γάρ 

λαβΕΪν Ενφν'ίας τε 
' ' ?/

καί το έγω 8έ νιν καί το ’Αχίλλεως πέρι αλλα μη 
πΕρϊ Άχιλλέως, και όσα άλλα τοιαντα. 8ιά yap το 
μη eivai έν τοϊς κνρίοις ποίΕΪ το μη ίάιωτικον ev τη 
λέ^Εΐ άπαντα τά τοιαντα' έκΕΪνος 8έ τούτο ηγνοΕί. 
Εστιν 8ε μέγα μέν το έκάστω των Είρημένων πρΕπόν- 
τως χρησθαι,
πολύ 8e μέγιστον το μΕταφορικόν Είναι, 
τούτο οντΕ παρ' άλλου Εστι 
σημΕΪόν Εστι’ το γάρ ev μΕταφέρΕίν το το ομοιον 
θΕωρΕΪν Εστιν.
μάλιστα άρμόττΕί τοϊς 8ιθνράμβοις, αί 8ε γλώτται 
τοϊς ηρωικοϊς, αί 8ε μΕταφοραί τοϊς ΙαμβΕίοις. καϊ 
έν μέν τοϊς ηρωικοϊς άπαντα χρήσιμα τά Είρημένα, 
3 θ' \ Γ) ' Ο \ \€Ρ Ο€ TOIS La/JLpeLOLS Ota TO 
σθαι ταύτα άρμόττΕί των 
λόγοις τις χρησαιτο’ Εστι 
καϊ μΕταφορά καϊ κόσμος.

πΕρϊ μέν ονν τραγω8ίας καϊ της έν τω πράττΕΐν 
μιμησΕως Εστω ημϊν ικανά τά Είρημένα.

Ilepi, Se της 8ιηγηματικης καϊ έν μέτρω μιμητι
κής, οτι 8εΪ τονς μύθονς καθάπΕρ έν ταις τ ραγω8ίαις 
σννισταναι 8ραματικονς καϊ πΕρϊ μίαν πράζιν ολην 
και τΕλΕίαν έχονσαν αρχήν καϊ μέσα καϊ τέλος, ίν’ 
ωσπΕρ ζωον έν ολον ποιη την οίκΕίαν η8ονην, 8ηλον,

των δ’ ονομάτων τά μέν 8ιπλά

otl μάλιστα λέζιν μιμΕΪ- 
όνομάτων οσοις καν έν 
Se τά τοιαύτα το κύριον

a 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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POETICS 23

the palace,” and “of thee,” and “I him . . .,” and “Achilles 
round” instead of “round Achilles,” etc.a 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,0 loan words suit epic, and metaphors suit 
iambic verse.In epic, everything mentioned has some 
use, but in iambic verse, because of the very close relation 
to ordinary speech,e suitable words are those one would 
also use in prose—namely, standard terms, metaphors, 
ornaments.

T,etjh>nthen count as sufficient discussion of tragedy 
and enactivdymimesis.

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

b Cf. Rh. 1405a8-10, Top. 140a8-ll.
c Because dithyramb tends towards linguistic virtuosity: cf. 

Rh. 1406bI-2.
d See on 47bll.
e Cf. 49a23-8.
f Cf. ch. Ill’s third mode of mimesis, 48a24-5.
8 The periphrasis places epic (loosely) in Ar. s scheme of 

media and modes (chs. I, III).
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ARISTOTLE

25

30

35

1459b

και μη όμοιας ίστορίαις1 τάς σννθέσΕίς Είναι, έν αις 
ανάγκη ονχι μιας πράξεως ποίΕίσθαι δήλωσιν άλλ’ 
ένός χρόνον, ocra έν τοντω σννέβη πΕρι Ενα η πλΕί- 
ονς, ών Εκαστον ως ΕτνχΕν έχΕί προς άλλτ/λα. 
ωσπΕρ γάρ κατά τονς αντονς χρόνονς η τ’ έν Χαλα- 
μϊνι έγένΕτο νανμαχία και η έν ΣικΕλία Ίίαρχηδο- 
νίων μάχη ονδέν προς τό αντό σνντΕΐνονσαι τέλος, 
οντω και έν τοΐς έφΕ^ής χρόνοις ένίοτΕ γίνΕται θάτΕ- 
ρον μΕτά θάτΕρον, έξ ών ev ονδέν γίνΕται τέλος. 
σχΕδόν δέ οι πολλοί των ποιητών τοντο δρώσι. διό 
ώσπΕρ ΕίπομΕν ηδη και ταντη θΕσπέσιος αν φανΕίη 
'Όμηρος παρά τονς άλλονς, τω μηδέ τον πόλΕμον 
καίπΕρ Εχοντα αρχήν και τέλος έπιχΕίρησαι ποίΕΪν 
όλον λίαν γάρ αν μέγας και ονκ Ενσννοπτος ΕμΕλ- 
Xev ΕσΕσθαι ό2 μνθος, η τω μΕγέθΕί μΕτριάζοντα 
καταπΕπλΕγμένον τη ποικιλία, ννν δ’ έν μέρος απο
λαβών έπΕκτοδίοις κέχρηται αντών πολλοις, olov 
νΕων καταλόγω και άλλοις έπΕίσοδίοις οίς$ διαλαμ- 
βανΕί την ποιησιν. οι δ’ άλλοι πΕρι Ενα ποιονσι καί 
πΕρι ένα χρονον και μίαν πράζιν πολνμΕρη, οίον ό 
τα Ίίνπρια^ ποιησας και την μικράν ’Ιλιάδα. τοιγα- 
ρονν εκ μΕν Ιλιαδο? και ΟδνσΌΈΐας μία τραγωδία 
ποίΕΐται ΕκατΕρας η δνο μοναι, εκ δέ Ίίνπριων πολ- 

1 ίσπορίαυζ τάς συνθέσεις Sophianus, Dacier (ί. τ. συνθή- 
σεις Β): Ιστορίας τάς συνήθεις Α

2 ό μύθος Β: om. Α
3 οϊς rec.: δι<τ (sed erasum) A: om. Β
4 Κύπρια Castelvetro: κυπρικά ΑΒ
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POETICS 23

structures should not be like histories, which require an 
exposition not of a single action but of a single period, 
with all the events (in their contingent relationships) that 
happened to one person or more during it.a For just as 
there was chronological coincidence between the sea bat
tle at Salamis and the battle againsi-the^Qarthaginians in 
Sicily,^ though they in no way cqnvergeg on the same 
goal, so in a continuous stretch of time event sometimes 
follows event without yielding any single goal. Yet proba
bly most poets do this. That is why, as I said earlier,0 
Homers inspired^ 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.e 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

a Cf. 51a38-bll; 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).

c 51a22-30.
d The term thespesios is itself Homeric—a deliberate 

allusion. e 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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ARISTOTLE

5 οπλωυ κρίσις, Φιλοκτήτης, Νίοπτδλβμος, Ευρυπυ- 
λο?> πτωχεία, Δάκαιναι, ’Ιλίου πέρσις καί απόπλους, 
καί Σίνων καϊ Ερωάδες.

XXIV

10

’Έτι δέ τά εϊδη ταύτα δει εχειν τήν εποποιίαν τή
,γιρδία, ή γάρ απλήν ή πεπλεγμενην ή ήθικήν ή

ταντα' και γαρ περιπετειών det Kat αναγνωρίσεων 
καϊ παθημάτων' ετι τάς διανοίας καϊ τήν λεζιν εχειν 
καλώς, οίς άπασιν 'Όμηρος κεχρηται καϊ πρώτος 
καϊ ικανώς. καϊ γάρ τών ποιημάτων εκάτερον συνε- 
στηκεν ή μεν Ίλιάς άπλούν καϊ παθητικόν, ή δε 

15 Όδύσσεια πεπλεγμενον (αναγνώρισις γάρ διόλου) 
και ήθική' προς δε 1 τούτοις λέζει καϊ διανοία πάντα 
ύπερβεβληκεν.

/

20

Ωααφερει οε κατα τε της συστασεως το μήκος η 
εποποιία καϊ τδ μέτρον. τον μεν ούν μήκους ορος 
ικανός ο είρημενος' δύνασθαι γάρ δει συνοράσθαι

αρχαίων έκαστους αι συστάσεις ειεν, προς δε το
πλήθος τραγωδιών τών εις μίαν άκρόασιν τιθέμενων

1 δε rec.: γάρ ΑΒ

a Aesch. wrote a play with this title, on the contested award of 
Achilles’ arms, after his death, to Odysseus rather than Ajax 
(TrGF III 288). b P. was fetched from Lemnos to Troy, for 
the sake of his bow (once Heracles’); cf. Soph. Phil.

c N., son of Achilles, was brought to fight at Troy after his 
father’s death.
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POETICS 24

more than eight from the Little Iliad—namely, Judge
ment of Arms,a Philoctetesf Neoptolemus,c Eurypylusf 
Begging Episode,e Spartan Women f Sack of Troy, and 
The Fleet’s Departure, as well as Sinon& and Trojan 
Women f

Moreover, epic should encompass the same types as 
tragedy,1 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 begirmtn^a^d end to be held in a 
coherent view. This will be ffeasibk/with plot structures 
shorter than the early epics, buTequivalent to the'length

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

e 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 IV 413).

h Cf. Eur. Tro.
1 Cf. 55b32—56a3, with nn.
J See ch. VII, esp. 51a9-15.
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ARISTOTLE

παρήκοιεν. εχει δβ προς το έπεκτείνεσθαι το μέγε

θος πολν τι η εποποιία ιοιον oca το εν μεν τη τρα

γωδία μη ένδέχεσθαι άμα πραττόμενα πολλά μέρη

των μέρος μόνον' εν δε τη εποποιία δια το διηγησιν 
είναι, εστι πολλά μέρη άμα ποιεΐν περαυνόμενα, νφ’ 
ών οίκείων οντων ανξεται ό τον πονήματος ογκος. 
ώστε τοντ έχει, τό αγαθόν είς μεγαλοπρέπειαν καϊ. 
τδ μεταβάλλειν τον άκονοντα καϊ έπεισοδιονν άνο- 

30 μοίοις έπεισοδίοις' τό γάρ ομοιον ταχν πληρούν 
έκπίπτειν ποιεί τάς τραγωδίας, τό δέ μέτρον τό 
ηρωικόν από της πείρας ηρμοκεν. εί γάρ τις εν 
άλλω τινϊ μέτρω διηγηματικην μίμησνν ποιοΐτο η εν 
πολλοΐς, άπρεπες αν φαίνοιτο' τό γάρ ηρωικόν στα- 
σιμώτατον καί όγκωδέστατον των μέτρων εστίν (διό 

35 καϊ γλωττας καί μεταφοράς δέχεται, μάλιστα' 
περιττή γάρ καί ταντη^ η διηγηματικη μίμησις των 
άλλων), τό δε ίαμβεΐον καί τετράμετρον κινητικά 
και, το μεν ορχηστικόν τό δέ πρακτικόν, ετι δέ άτο- 

1460a πωτερον εί μιγννοι τις αυτά, ώσπερ Χαιρημων. διό

5

ούδείς μακραν συστασιν εν άλλω πεποίηκεν η τω 
ηρωω, ώσπερ εΐπομεν αντη η φνσις διδάσκει
τό άρμόττον αντη αίρεΐσθαι.2.

1 ταύτη add. Twining
2 αίρεΐσθαι Bonitz: όιαιρ- ΑΒ
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POETICS 24

mcongrui

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 Λ As for metre, the hexameter has proved apt by 
experience. If one were to compose a n mimesis
in some other metre, or in several, t incongrui ould 
be plain, since the hexameter is the j 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.Still more absurd would be a 
mixture of these metres, as in Chairemon.e This is why no 
one has composed a long epic structure other than in the 
hexameter; but as I said^the genre’s own nature teaches 
poets to choose what i/apt\for it.

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

a 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. c Cf. 59a9-ll.
d Cf. 49a21-7. e See 47b21-2.
f The point was made for tragedy’s metre at 49a24; “experi

ence” at 59b32 above may imply the same point.
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ARISTOTLE

30

35

1460b

5
XXV

10

μάλλον η δυνατά άπίθανα’ τον? τε λόγον? μη σνν- 
ίστασθοα εκ μΕρών άλογων, άλλα μάλαττα μεν 
μηδέν Εγενν άλογον, el δε μη, ’όζω τον μνθενματο?, 
ώσπερ Οϊδίπου? τό μη EubEvat πω? ό Λάιος άπεθα- 
vev, άλλα μη εν τω δράματί, ώσπερ εν Ήλεκτρα οΐ 
τά Πΰάια άπαγγέλλοντε? η έν Μυσ-οις δ άφωνο? εκ 
Τεγεα,ς el? την λϊνσίαν ηκων. ώστε τό λέγενν otl 
άνηρητο άν ό μνθο? γελοΐον εζ άργη? γάρ ον δει 
o-WLO-Tao-^aL tolovtov?. άν δε1 θη καϊ φaLvητaL 
ενλογωτέρω? Ev8E\Ea0aL, καϊ άτοπον επεί καϊ τά εν 
Όδνσσεία άλογα τά περϊ την εκΘεο-lv ώς ονκ άν ην 
άνεκτά δηλον άν γεvoLτo, εί αντά φανλο? πονητη? 
πoLησ^ELE’ ννν δε τοϊς άλλoL? άγαθοϊ? ό πoLητη?

ηουνων το ατοπον. τύ) οε λεςα det dcano- 
velv εν τοϊς άργοΐ? μέρεσνν καϊ μήτε Tj0LKOL? μήτε 
δLavoητLκoL?^ άπoκpύπτEL γάρ πάλνν η λίαν λαμπρά 
λέ^ις τά τε ηθη καϊ τά? 0Lavoia?.

Περί δε προβλημάτων καϊ λύσεων, εκ πόσων τε 
KaL ποσυν el8o)v εστνν, ώδ’ άν θεωρονσνν γενοντ’ άν 
φανΕρον. επεί γάρ &ttl μLμητη? ό πονητη? ώσπερα- 
vel ζωγράφο? η tl? άλλο? ELKovoπoLό?, άνάγκη 
μLμELσθaL τραων οντων τον apLθμόv εν tl άεί, η γάρ 
OLa ην η Εστνν, η οία φασνν καϊ δοκεΐ, η ola ELvaL

1 δε θη ΒΑ2: δεθη Α: δε τεθη cod. Robortelli

a OT 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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POETICS 25

be preferred to the possible butQmplausible J Stories 
should not comprise irrational componenEsHdeally there 
should be no irrationality, or, failing that, it should lie out
side the plot (as with Oedipus’ ignorance of how Laius 
died),a 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).c The excuse 
that the plot would have been ruined^ 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*3 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 problems^ 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

c 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.
e Of Odysseus by the Phaeacians: 13.116 ff.
fCh. XXV may summarise points from Ar.’s (lost) Homeric 

Problems in six books.
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ARISTOTLE

Set. ταυτα δ’ e^ayyeXXerat Xe^et er1 r) καί γΧωτται2 3 4 
και μεταφοραι και πολλά πάθη της λέζεώς έεττί'

2 γλώτται και μεταφοραι Menardos: -ά καί -ά Β: γλώτταις 
και μεταφοραΐς Α

3 lacunam stat, et όρθώς, ημαρτε δ’ εν τω μιμησασθαι 
δι suppl. Vahlen

4 post τέχνην seq. η αδύνατα πεποίηται in ΑΒ: seel. Duen- 
tzer (η αδύνατα non vertit Lat.)

5 μάλλον η μη ηττον Ueberweg: μάλλον αν η ηττον Β: 
μάλλον ηττον Α

StSo/tep γάρ ταυτα τοϊς ποιηταϊς. προς Se τουτοις

ποιητικής ovSe άλλης τέχνης και ποιητικής, αυτής
15 Se της ποιητικής διττή αμαρτία, η μεν γάρ καθ’

Se τό προελέσθαι μη όρθώς, άλλά τον ίππον αμφω 
τά Septet προβεβληκότα, η το καθ’ έκάεττην τέχνην 

20 άμάρτημα, οιον το κατ’ ιατρικήν η άλλην τέχνην^ 
όποιανούν, ού καθ’ έαυτην. ώστε Set τά έπιτιμηματα 
έν τοϊς προβλημασιν έκ τούτων έπισκοπούντα λύειν.

πρώτον μεν τα προς αυτήν την τέχνην αόυνατα 
πεποίηται, ημάρτηται’ άλλ’ όρθώς έχει, εί τυγχάνει 
τού τέλους τού αυτής (τδ γάρ τέλος ειρηται), εί 
ούτως έκπληκτικώτερον η αυτό η άλλο ποιεί μέρος, 
παράδειγμα η τού 'Έκτορος δίωζις. et μέντοι τό 
τέλος η μάλλον5 η μη ηττον ένεδέχετο ύπάρχειν και 

1 εν η Β: η Α
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POETICS 25

of things that oughta 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>c 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/ or a technical mistake 
(e.g. in medicine or any other art), the fault is not 
intrinsic.® So it is on these principles that one should 
examine and resolve the criticisms contained in problems.

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

a In moral or ideal terms; cf. 60b33 ff.
b Politike, Ar.’s general term for the ethics of both public and 

private life; cf. 50b6-7.
c Without some such supplement, the passage’s sense is lost.
d Not, in fact, a physical impossibility, ctr. Ar. De incessu 

anim. 712a24—30.
e Contrast Pl. Ion 537a ff.
f Ar. probably means various remarks about plot-construction 

(e.g. 50a22-3) and emotional qualities of both tragedy and epic.
§ I.e. the scene (cf. 60al4-16) is dramatically thrilling, 

despite allegedly “irrational” elements.
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30

35

1461a

5

κατά την περί τούτων τέχνην, ονκ^ δρθώς’ δει γάρ εί 
ενδέχεται ολως μηδαμη ημαρτησθαι. ετι ποτέρων 
έστϊ το άμάρτημα, των κατά την τέχνην η κατ’ άλλο 
σνμβεβηκός; ελαττον γάρ εί μη ηδει οτι, ελαφος 
θηλεια κέρατα ονκ έχει η εί άμιμητως εγραφεν. 
προς δέ τοντοις εάν έπιτιμάται οτι ονκ άληθη, άλλ’ 
ίσως ως οει, οιον και Ζοφοκλης εφη αντος μεν 
οιονς δει ποιεΐν, Ενριπίδην^ δε οίοι είσίν, ταντη 
λντέον. εί δέ μηδετέρως, οτι οντω φασίν, οίον τά 
περί θεών ’ίσως γάρ οντε βέλτιον οντω λέγειν οντ’ 
άληθη, άλλ’ ει ετνχεν ώσπερ αενοφάνεί" άλλ’ ονν4" 
φασι. τά δέ ίσως ον βέλτιον μέν, άλλ’ όντως είχεν, 
οίον τά περί των οπλών, "εγχεα δέ σφιν ορθ’ έπϊ 
σανρωτηρος”' οντω γάρ τότ ένόμιζον, ώσπερ και 
ννν Ιλλνριοι. περί δέ τον καλώς η μη καλώς εϊΦ 
ειρηται τινι η πέπρακται, ον μόνον σκεπτέον είς 
αντδ τδ πεπραγμένον η είρημένον βλέποντα εί 
σπονδαϊον η φανλον, αλλά καϊ είς τδν πράττοντα η 
λεγοντα προς δν η οτε η οτω η ον ενεκεν, οίον εί 
μειζονος αγαθόν, ινα γένηται, η μείζονος κακόν, ινα 
άπογένηται.
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1 ante ονκ habent ημαρτησθαι (τημ- Β, μαρτ- A1) ΑΒ: del. 
Ussing

2 ώς add. Vahlen
3 Έώριπίάην Heinsius: -δης ΑΒ
4 ονν Tyrwhitt: ον ΑΒ
5 εί Spengel: η A: om. Β



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

POETICS 25

infringing jhe relevant art, it does matter: since, if possi- 
me^refe 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.a In 
addition, if the criticism is that something is false, well 
perhaps it is as it ought13 to be, just as Sophocles saidc he 
created characters as they ought to be, Euripides as they 
really are. If neither solution fits, there remains the prin
ciple that people say such things,for example in religion: 
perhaps it is neither ideal nor true to say such things, but 
maybe it is as Xenophanese 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.

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

b See 60bll.
c Where or when is unknown.
d Cf. 60b 10.
e 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. II. 10.152; cf. Ar. fr. 383 Gigon/160 Rose.
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ARISTOTLE

θάττον. το δβ κατά μεταφοράν ειρηται, οίον παν- 
τβς1 μεν ρα θεοί τε καϊ άνέρες2 ένδον παννν~χιοι '

σειεν, αυλών σνριγγων τε ομαδον · το γαρ παντες 
άντϊ τον πολλοί κατά μεταφοράν ειρηται, το γάρ

20 παν πολν τι. και, το οιη ό αμμορος κατα μεταφο
ράν, το γάρ γνωριμώτατον μόνον, κατά δε πρόσω- 

Lav, ώσπερ ιππίας ελνεν ο Uacrto?, το όίοομεν οε 
οί ενχος άρεσθαι” καϊ "τό μεν ον καταπύθεται 
ομβρω”. τά δε διαιρέσει, οίον "Εμπεδοκλής "αίψα 
δε θνήτ’ εφύοντο τά πρϊν μάθον άθάνατ’ είναι,,

1 πάντες Graefenhan: άλλοι ΑΒ 
άνέρες ΑΒ: άν. Ιπποκορυσταϊ Arab., Lat.

a 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. II. 10.316; the “problem” stemmed from the continu
ation, “but was swift of foot.”

c Hom. II. 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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POETICS 25

Some problems should be resolved by reference to 
diction, such as the use of a loan word in “first against the 
oureis . . .”:a 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”0 may not imply neat wine for 
topers, but mixing faster. Other points involve metaphor; 
for instance, “all gods and men slept through the night,” 
yet at the same time he says “whenever he gazed at the 
Trojan plane, he marvelled at the din of reed pipes and 
panpipes”:^ “all” has been said metaphorically for “many,” 
as all is a kind of multiplicity.® Likewise “alone without a 
share’^ is metaphorical, since “alone” means “best 
known.”S Accentuation, as in Hippias of Thasus’ solu
tions, affects “we grant him to achieve his prayer,”11 and 
“the part rotted by rain.”1 Others are solved by punctua
tion, such as Empedocles’ “at once things became mortal

e Cf. 57b 11-13, metaphor “from species to genus.”
fHom. 11. 18.489, Od. 5.275 (the Bear constellation, which 

“alone” never sets).
S Metaphor from species (“unique”) to genus (“notable”); cf. 

57bll-13.
11 Cf. Hom. II. 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.

1 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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ARISTOTLE

25

35
1461b

ζωρά1 τε πριν κέκρητο”% τά δβ apx/>t/3oXta, παρω- 
χηκεν δβ πλβω νύζ ' το γάρ πλείω αμφίβολον εστιν. 
τά δβ κατά το έθος της λέξεως’ τον κεκραμένον 
οίνον φασίν είναι, οθεν πεποίηταί "κνημίς νεότευ
κτου κασσίτέροίο”· καί χαλκέας τούς τον σίάηρον 
εργαζομένους, οθεν εϊρηταί ό Τανυμηάης Δα οϊνοχο- 
εύείν, ού πίνοντων οίνον, εϊη δ’ αν τούτο γε καϊ θ 
κατά μεταφοράν.

8εΐ δβ καϊ όταν ονομα τί ύπεναντί,ωμά τί 8οκη 
σημαίνείν, έπίσκοπεΐν ποσαχώς αν σημηνείε τούτο 
έν τω εϊρημένω, olov ταβ “τη ρ εσχετο χάλκεον 
βγχος” τδ ταύτη κωλυθηναί ποσαχώς ενδέχεται, 
coot Ύ] ωοι>, ως μαλαττ αν τις υττολαροι,' κατα την 
καταντίκρύ η ώς Γλαυκών λέγει, οτι ενίοί5 άλόγως 

5

προύπολαμβάνουσϊ τί καϊ αύτοί καταφηφίσάμενοί 
συλλογίζονται, καί ώς εϊρηκότος 6 τί άοκέΐ επίΤίμώ- 
σίν, αν ύπεναντϊον η τη αυτών οΐήσεί. τούτο δβ 
πέπονθε τά περί Τκάρίον. οϊονταί γάρ αυτόν 
Δακωνα είναι’ άτοπον ούν το μη εντυχεΐν τον Τηλέ
μαχον αυτω είς Δακεδαίμονα ελθόντα. το δ’ ίσως

1 ζωρά Vettori ex Athen. 423F: ζώα ΑΒ
2 κέκρητο Α: κέκρσο ΒΑ^
3 καϊ add. Heinsius (Arab.) 4 τω Bywater: το ΑΒ
5 έΤιοι Vettori (Arab.): evca ΑΒ

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

b Hom. II. 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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POETICS 25

that previously had known immortality, andunmixed pre
viously were mixed.”a Others by ^mbiguitw)in “more of 
the night has passed,”k “more” ls^amljlguous. 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.”c 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.e

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 
GlauconS 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 Spartah But perhaps it is as the 

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

c Hom. II. 21.592: i.e. “tin” means “tin alloyed with copper.”
d Cf. Hom. II. 20.234; gods drink nectar.
e “By analogy”: 57bl6 ff.
f Hom. II. 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.

8 Unidentifiable, but cf. Pl. Ion 530d. 11 In Hom. Od. bk.
4, where Icarius (Penelope’s father) does not appear.
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ARISTOTLE

εχει ώσπερ οι Κβφαλλήν^ς φαστ παρ’ αυτών γαρ 
γημαι λέγουσι τον Όδυσσέα και είναι ϊκαδιον αλλ’ 
ουκ Ίκάριον St’1 αμάρτημα δέ το πρόβλημα είκός 
εστιν. ολως δβ το άδύνατον μεν προς την ποίησιν η 

10 προς τό βέλτιον η προς την δόξαν δει άνάγειν.

1 8ι αμάρτημα Maggi (Lat.): διαμάρτημα Α
2 lacunam stat. Vahlen: καί ϊετως αδύνατον suppl. Gomperz 

(ex Arab.)
3 ύπεναντίως Twining: ύπεναντία ώς A
4 αυτόν ΑΒ: λυτέον Μ. Schmidt
5 άλογία καί μοχθηρία Vahlen: -α . . . -a Α
6 τη add. Vahlen

πρός τε γάρ την ποίησιν α'ιρετώτερον πιθανόν αδύ
νατον η άπίθανον και δυνατόν' * * *1 2 3 4 τοιούτους 
είναι olov Ζεύξις εγραφεν, άλλα βέλτιον' τό γάρ 
παράδειγμα δει ύπερέχειν. πρός ά φασιν τάλογα' 
ούτω τε και οτι ποτέ ουκ άλογόν εστιν' είκός γάρ 

15 καί παρά τό είκός γίνεσθαι. τά δ’ ύπεναντίως^ είρη-
μενα ούτω σκοπεϊν ώσπερ οι εν τοϊς λόγοις έλεγχοι 
εί τό αυτό καί πρός τό αυτό καί ωσαύτως, ώστε καί 
αυτόν41 η πρός ά αυτός λέγει η δ άν φρόνιμος ύπο- 
θηται. δρθη δ’ έπιτίμησις καί άλογία5 6 καί μοχθη- 
ρία, όταν μη άνάγκης ούσης μηθέν χρησηται τω 

20 άλόγω, ώσπερ Ευριπίδης τω Αίγεϊ, η τη πονηριά, 
ώσπερ εν Ο ρέστη ττβ τού Μενελάου. τά μεν ούν 
έπιτιμηματα εκ πέντε ειδών φέρουσιν' η γάρ ώς 
αδύνατα η ώς άλογα η ώς βλαβερά η ώς ύπεναντία 
η ως παρά την ορθότητα την κατά τέχνην, αί δέ
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POETICS 25

Cephalleniansa maintain: they say it was one of their peo
ple Odysseus married, and the fathers name was Icadius 
not Icarius. That the problem is due to a mistake seems 
likely. In general, impossibility should be referred to 
poetic needs, to the ideal, or to popular belief. Poetic 
needs make something plausible though impossible 
preferable to what is possible but implausible. <It may be 
impossible> that people should be as Zeuxis*3 painted 
them, but it is ideal, since a paragon should be of higher 
stature. Refer irrationalities to what people say;c and 
there is also the defence that they are sometimes not irra
tional, since it is probable that improbable things occur.
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).S So then, people make criticisms 
of five types: that things are impossible, irrational, 
harmful,*1 contradictory, or contrary to artistic stan-

a Cephallenia: island s.w. of (Odysseus’) Ithaca.
b See on 50a27.
c Cf. 60bl0.
d Cf. 56a24-5.
e The subject of Ar. s Sophistici Elenchi.
f Eur. Med. 663 ff.
g Eur. Or. 356 ff, 1554 ff; cf. 54a29.
b This was implicit at 61a4—9; cf. e.g. Pl. Rep. 3.391b4.
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ARISTOTLE

λΰσβι? εκ τών είρημένων άριθμών σκεπτεαι. είσιν 
25 δέ δώδεκα.

XXVI Πότερον δέ βελτίων η εποποιική μίμησις η η 
τραγική, διαπορήσειεν αν τι?, εί γαρ ή ηττον φορ
τική βελτίων, τοιαύτη 8’ ή προς βελτίους θεατας 
εστιν αεί,1 λίαν δήλον ότι ή άπαντα μιμούμενη φορ
τική' ώς γάρ ονκ αισθανόμενων άν μη αυτός 

30 προσθή, πολλήν κίνησιν κινούνται, οιον οί φαύλοι 
αύληταί κυλιόμενοι άν δίσκον δέη μιμέίσθαι, και 
ελκοντες τον κορυφαϊον άν Σκύλλαν αύλώσιν. ή μεν 
ούν τραγωδία τοιαύτη εστιν, ώς και οί πρότερον 
τούς ύστερους αυτών ωοντο ύποκριτάς' ώς λίαν γάρ 
ύπερβάλλοντα πίθηκον ό Μυννίσκος τον Καλλιππί- 

35 δην εκάλει, τοιαύτη δε δόξα καί περί Πινδάρου ην 
ώς δ’ ούτοι εχουσι προς αύτούς, ή όλη τέχνη προς 

1462a τήν εποποιίαν εχει. τήν μεν ούν προς θεατάς επιει
κείς φασιν είναι οι2 ούδέν δέονται τών σχημάτων, 
τήν δε τραγικήν προς φαύλους' εί ούν φορτική, χοί
ρων δήλον ότι άν είη. πρώτον μεν ού τής ποιητικής 

5 η κατηγορία άλλα τής υποκριτικής, επεί εστι περι- 
εργαζεσθαι τοϊς σημείοις καί ραφωδούντα, όπερ$ 
Σωσιστρατος, καί διάδοντα, οπερ εποίει λάνασίθεος 
ο Οπουντιος. είτα ούδε κίνησις άπασα άποδοκιμα-

1 αεί, λίαν Vahlen: δβιλίαν Α
2 οι Vettori (Arab.): om. A
3 οπερ εστι Α: εστι del. Duentzer

a Attempts to make sense of this number have proved incon
clusive.
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POETICS 26

dards. Solutions should be sought from the categories set 
out, of which there are twelve.a

One might reasonably ask whether epic or tragic 
mimesis is superior. If the less vulgar art is superior, and 
if this is always the one addressed to a superior audience, 
evidently the art which represents^3 everything is utterly 
vulgar: here, in the belief that the spectators do not notice 
anything unless the performer stresses it, they engage in 
profuse movement (e.g. crude aulos—pfayersc rolling 
round to represent a discus, and mauling the chorus 
leader if their music concerns Scyll^A-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.e 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/ and in a singing display, as 
MnasitheusS the Opountian used to do. Secondly, not all

b Mimeisthai here implies full enactment; cf. Pl. Rep. 3.397a. 
c See on 47al5.
d The musicians elaborate poetic themes with grotesque 

movements; Scylla: see on 54a31.
e Mynniscus acted for Aesch., but also as late as 422 (DFA^ 

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.
8 Unknown.
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ARISTOTLE

10

15

1462b

5

στέα, εϊπερ μηδ’ δρχησίς, άλλ’ ή φαύλων, δπερ καί 
Καλλΐ7Γ7τίδτ7 έπετίμάτο καί νύν άλλοίς ως ονκ ελεν- 
θέρας γνναΐκας μίμονμένων. ετι η τραγωδία καί 
άνεν κίνήσεως ποίεΐ το αυτής, ώσπερ ή έποποάα' 
δίά γάρ τού άναγίνώσκενν φανερά οποία τις έστίν’ 
εί ονν εστί τά γ’ άλλα κρείττων, τούτο γε ονκ 
άναγκαΐον αντή νπάρχενν. επείτα δίότί πάντ’ εχεί 
οσαπερ ή εποποίία (και γάρ τω μετρώ εξεστί χρή- 
σθαφ, και ετί ον μίκρδν μέρος τήν μονσίκήν καί τάς 
οφείς, δί’ ας1 αί ήδοναί σννίστανταί εναργέστατα’ 
είτα καί τδ εναργές εχεί καί έν τή άναγνώσεβ καί 
επί των έργων ετί τω έν έλάττονί μήκεί τδ τέλος τής 
μίμήσεως είναί (τδ γάρ άθροώτερον ήδίον^ ή πολλω 
κεκραμένον τω χρόνω, λέγω δ’ olov εϊ τις τδν Οίδί- 
πονν θείτ) τδν Χοφοκλέονς έν επεσίν οσοίς ή Ίλιάς)· 
ετί ήττον μία4 ή μίμησίς ή των έποποίών (σημεΐον 
δέ, έκ γάρ δποίασούν μίμήσεως πλείονς τραγωδίαί 
γίνονταφ, ώστε έάν μέν ενα μύθον ποίωσίν, ή βρα- 
χέως δείκνύμενον μνονρον φαίνεσθαί, ή άκολον- 
θούντα τω τού μέτρον μήκεί νδαρή’ λέγω δέ olov έάν 
εκ πλείονων πράξεων ή σνγκείμένη, ώσπερ ή ’Ιλιάς

1 ας coni. Vahlen: ης Α
2 άναγνώσα Maggi: αναγνωρίσει Α
3 ήδων ή Maggi: l3lov ή Β: ηδονή Α
4 μία ή Spengel: ή μία ΑΒ

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

b Ar. probably thinks of reading aloud; cf. 50bl8-19, 53b3-6.
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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.51 So 
if tragedy is otherwise superior, this defect0 need not 
adhere to it. Add the fact that tragedy possesses all epic’s 
resources (it can even use its metre)/ as well as having a 
substantial role for musice and spectacle, which engender 
the most vivid pleasures/ Again, tragedy has vividness in 
both reading and performance. Also, tragedy excels by 
achieving the goal of its mimesis in a shorte^Strdpqp 
greater concentration is more pleasurable thad dilution 
over a long period: suppose someone were to arrange 
Sophocles’ Oedipus in as many hexameters as the Iliad. 
Also, the mimesis of epic poets is less unified (a sign of 
this is that any epic yields several tragedies),S 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).51 By the latter I mean a 
structure of multiple actions,1 in the way that the Iliad

c I.e. vulgar performance practices.
d Hexameters are in fact infrequent in tragedy.
e Mousike must here be equivalent to melos, “melody,” at 

47b25, and to melopoi'ia, “lyric poetry,” at 49b33 etc.; epic 
recitals were accompanied by music of a plainer kind.

f Cf. and contrast 50bl5-20.
g But cf. 59b2-7.
51 Epic’s hexameter suits its nature, incl. its length: cf. 

59b30-60a5.
1 Cf. 59bl.
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ARISTOTLE

στέα, ώίττερ μη8’ ορχησι,ς, αλλ’ ή φαύλων, οττερ καϊ,

10 θέρας γνναί,κας μι,μονμένων. έτι η τραγω8ία καϊ 
avev KLVTjcrea)^ ttolel to αντης, ώσπερ η εποποαα"

άναγκαΐ,ον αντη νπάρχει,ν. ε~ειτα olotl παντ’ βχει 
οσαπερ η έποποάα (καί γάρ τώ μέτρω έζεστί χρη- 

15 σθαφ, καϊ έτι ον μικρόν μέρος την μονσικην καϊ τάς 
όψεις, 8ι’ ας1 αί η8οναϊ σννίστανται εναργέστατα’ 
είτα καϊ το έναργές έχβι καϊ έν τη άναγνώσει2 καϊ 
έπϊ τών έργων" έτι τώ έν έλάττονι μηκει το τέλος της 
μιμήσεως είναι (το γάρ άθροώτερον η8ιον^ η πολλώ 

1462b κεκραμένον τώ χρόνω, λέγω δ’ olov ei τις τον Οι8ί-
πονν θειη τον Σοφοκλέονς έν έπεσιν οσοις η Ίλιάς)· 

 

έτι ηττον μία4 η μίμησις η τών έποποιών (σημεΐον 
8έ, έκ γάρ οποιασονν μιμήσεως πλείονς τραγω8ίαι 
γίνονται), ώστε έάν μέν ένα μύθον ποιώσιν, η βρα- 
χέως 8εικννμενον μύονρον φαίνεσθαι, η άκολον- 
θονντα τώ τον μέτρον μηκει ν8αρη" λέγω 8ε olov έάν 
έκ πλειόνων πράξεων ή σνγκειμένη, ώσπερ η Ίλιάς

1 ας coni. Vahlen: ης Α
2 άναγνώσει Maggi: αναγνωρίσει Α
3 ή§ιον η Maggi: ίδιον ή Β: ήδονη Α
4 μία η Spengel: η μία ΑΒ

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

b Ar. probably thinks of reading aloud; cf. 50bl8-19, 53b3-6. 
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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,3 Besides, 
tragedy achieves its effect even without actors’ move
ments, just like epic; reading makes its qualities clear/ So 
if tragedy is otherwise superior, this defect0 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 musice and spectacle, which engender 
the most vivid pleasures/Again, tragedy has vividness in 
both reading and performance. Also, tragedy excels by 
achieving the goal of its mimesis in a short^'^copqp 
greater concentration is more pleasurable than dilution 
over a long period: suppose someone were to arrange 
Sophocles’ Oedipus in as many hexameters as the Iliad. 
Also, the mimesis of epic poets is less unified (a sign of 
this is that any epic yields several tragedies),S 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,1 in the way that the Iliad

c I.e. vulgar performance practices.
d Hexameters are in fact infrequent in tragedy.
e Mousike must here be equivalent to melos, “melody,” at 

47b25, and to melopoii'a, “lyric poetry,” at 49b33 etc.; epic 
recitals were accompanied by music of a plainer kind.

f Cf. and contrast 50bl5-20.
g But cf. 59b2-7.
h Epics hexameter suits its nature, incl. its length: cf. 

59b30-60a5.
^£591)1.
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ARISTOTLE

πολλά τοιαντα μέρη καϊ η ’Οδύσσεια ά καϊ 
καθ’ έαντά έχει μέγεθος' καίτοι ταύτα τά ποιήματα 

10 σννέστηκεν ώς ενδέχεται άριστα καϊ ότι μάλιστα 
μιας πράζεως μίμησις. ει ονν τούτοις τε διαφέρει 
πάσιν καϊ ετι τω της τέχνης έργω (δει γάρ ον την 
τνχονσαν ηδονην ποιεΐν αντάς άλλα την είρημένην), 
φανερόν οτι κρείττων αν εϊη μάλλον τον τέλονς 

15 τνγχάνονσα της εποποιίας.
περϊ μέν ονν τραγωδίας καϊ εποποιίας, καϊ αντών 

καϊ των ειδών καϊ των μερών, καϊ πόσα καϊ τί διαφέ
ρει, καϊ τον εν η μη τίνες αιτίαι, καϊ περϊ επιτιμή
σεων καϊ λύσεων, ειρησθω τοσανταΦ * * *

1 seq. vestigia obscura in B, unde περϊ 8c (?)ιάμβων και 
κωμωδίας restitui potest
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POETICS 26

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

a At 53bl0-13 (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, Atomcrtou Δογγίνον; in the table of 
contents, Alovvcflov η Δογγίνον. Which represents 
ancient tradition? If the η (“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 (crhr'^ecrt?), 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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INTRODUCTION

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’ Φύλολογοι όμιλίαι 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 
πάντες εξής for “absolutely all,” whereas Longinus has 
εφεξής in the same idiom (Russell, 1964, xxv n.l). 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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INTRODUCTION

“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. It is all relevant to Rome. But if this is so, 
parallels in other authors—the two Senecas, Tacitus, 
Pliny—strongly suggest a date in the first century 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 7rept νψονς” 
diss. Heidelberg 1957), and the end of the century (e.g. 
K. Heldmann, Antike Theorien uber 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-
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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 πάθος. 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 νψος 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 πάθη 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: Homers 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

aLveraL yuoi κτήνος . . .
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.

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 
Re gel 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 πάθη, 
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 άγων
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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 χαρακτηρ 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 νψος 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 σβ/χροτης and (τφοδρότης, 
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,” 
αρδράσι πολίτικοι? χρήσιμον, as he puts it in the pref
ace (1.2).
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Influence

Parisinus 2036 was copied for Bessarion in 1468, and at 
least once again later in the century. Other copies of 
these copies were also made, and Latin translations circu
lated in manuscript before the first printed editions 
(1554-5) and printed Latin translations (1566,1572). But 
the work made little impact on the literary world at large 
until much later. The Italian translation of Niccolo da 
Falgano (1560) remained in manuscript; the first pub
lished English version is by John Hall (1652). All was 
changed in 1674 by Boileau’s Traite 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 
orimary copies were taken (viz. ώς καν . . . τ^ρκεσθην 
8.1-9.4] and τό επ’ ουρανόν . . . ίόεσθαυ [9.4-9.10]) 

and also by two miscellanies (Parisinus 985 and its copy 
Vaticanus 285) which alone preserve the “fragmentum 
Tollianum,” viz. φΰσις . . . θεωρίαν (2.3). Our brief and 
very selective apparatus mentions also (as “K marg.”) 
some variants (conjectures, no doubt) in the margin of 
Cantabrigiensis KK.VI.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 Fyfe’s version, and I 
have tried not to tamper with it where it did not seem 
positively misleading. Thus I have left the poetical quota
tions for the most part as they were, though their style is 
now very dated, and made even more artificial by Fyfe’s 
attempt to render Greek hexameters into English hexam
eters. I have also left some of Fyfe’s notes, but have 
replaced or supplied others. The text and punctuation 
have also been revised.
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century rendering.
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manuals of the history of criticism: e.g. G. M. A. Grube, 
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The Greek and Roman Critics, London 1965, 340-353; 
G. A. Kennedy, The Art of Rhetoric in the Roman World, 
Princeton 1972, 369-377; D. A. Russell in G. A. Kennedy 
(ed.), Cambridge History of Literary Criticism i (1990) 
306-311.

Other contributions to interpretation which should be 
specially noted are: W. Buhler, Beitrage zur Erklarung 
der Schrift oom Erhabenen, 1964; J. Bompaire, “Le 
pathos dans le traite du Sublime,” Revue des Etudes 
Grecques 86 (1973) 323-343; D. A. Russell, “Longinus 
Revisited,” Mnemosyne IV.34 (1981) 72-86; E. Matelli, 
“Struttura e Stile del περί νψους,” Aevum 61 (1987) 
137-207.

On Longinus’ influence, see especially: S. H. Monk, 
The Sublime, New York 1935; Μ. H. Abrams, The Mirror 
and the Lamp, New York and London 1953; T. R. Henn, 
Longinus and English Criticism, Cambridge 1934; 
A. Rosenberg, Longinus in England bis zum Ende des 18. 
Jahrhunderts, diss. Berlin, 1917; J. Brody, Boileau and 
Longinus, Geneva 1958; K. Maurer, “Boileaus Ueber- 
setzung” in Le Classicisme a Rome” (Entretiens Hardt 
XXV, 1979) 213-257.
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ΠΕΡΙ ΤΨΟΤΧ

1. Το μεν τον Καικιλίον συγγραμμάτων, δ περί 
νψονς συνετάζατο, άνασκοπονμενοίς ημΐν ώς οίσθα 
κοινή, Τίοστούμίε Ύερεντίανε^ φίλτατε, ταπευνότερον 
εφάνη της όλης νποθεσεως, καί ήκιστα των καίρίων

όεί στοχαεεσσαί τον γραφοντα, περυποωνν τους 
εντνγχάνονσίν, είγ’^ επί πάσης τεχνολογίας 8νεΐν 
άπαίτονμενων, προτέρον μεν τον 8εΐζαί τί το -υποκεί
μενον, 8εντερον δβ τη τάζει, τη 8ννάμεί δβ κνραωτέ- 
ρον, πώς άν ημϊν αντο τοντο καί 8ύ ώντινων μεθ-

\ /οόων κτητον γενοίτο, όμως ο ΚαικιΛιος ποών μεν tl 
νπάρχεί τδ υψηλόν διά μνρίων όσων ώς άγνοονσί 
πειράται 8είκνύναί, το 8ε 8l’ οτον τρόπον τάς εαντών 
φύσεις προάγευν ίοτχνοίμεν άν εις πόσην μεγεθονς 
επί8οσνν, ονκ οίδ’ όπως ώς ονκ άναγκαίον παρελί- 

2 πεν’ πλην ’ίσως τοντονί μεν τον άν8ρα ονχ όντως 
αίτίάσθαί τών εκλελείμμενων ώς αύτης της επννοίας

ημάς tl περί νφονς πάντως είς σην νπομνηματίσα-

1 Φλωρενπανε Ρ, corr. Manutius.
2 είγ’ Spengel: είτ’.
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ON THE SUBLIME

1. You know, my dear Postumius Terentianus, that 
when we were studying together Caecilius’a 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 authors 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

a 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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LONGINUS

σθαι χάριν, φέρε, έί τι 8ή όοκούμεν άνόράσι πολιτι- 
κοΐς τεθεωρηκέναι χρήσιμον έπισκεφώμεθα. αυτός

καθήκει, συνεπικρινείς αληθέστατα' εύ γάρ 8ή ο 
άποφηνάμενος, τί θεοϊς ομοιον εχομεν, ευεργεσίαν

τον παιδείας επιστήμονα, σχεόον απηκκαγμαι και 
του 8ιά πλειόνων προύποτίθεσθαι, ώς άκρότης και 
έζοχή τις λόγων έστι τά ύφη, και ποιητών τε οί 
μέγιστοι καί συγγραφέων ούκ άλλοθεν ή ένθένόε 
ποθέν έπρώτευσαν και ταΐς εαυτών περιέβαλον ευ- 

4 κλείαις τον αιώνα, ού γάρ εις πειθώ τούς άκροωμέ- 
νους άλλ’ είς εκστασιν άγει τά ύπερφυά" πάντη 8έ 
γε συν έκπλήζει τού πιθανού και τού προς χάριν αεί 
κρατεί το θαυμάσιον, εϊγε το μέν πιθανόν ώς τά 
πολλά έφ’ ήμϊν, ταύτα 8έ όυναστείαν καϊ βίαν άμα
χον προσφέροντα παντός επάνω τού άκροωμένου 
καθίσταται’ και την μέν εμπειρίαν τής εύρέσεως και 
την τών πραγμάτων τάζιν και οικονομίαν ούκ εή

8ειζατο 8υναμιν. ταύτα γάρ^ οίμαι και τά παρα-

1 δε Faber, perhaps rightly.
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ON THE SUBLIME 1

observations have any value for public speakers; and you 
yourself, my friend, will, I am sure, do what duty and your 
heart ahke 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.”a 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.^ 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

a This saying is attributed to Pythagoras (Aelian, VH 12.59) 
but also to Aristotle and Demosthenes and others (see 
GnomvlogiumVaticanum, p. 25 Stembach).

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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LONGINUS

πλησια, Ύερεντιανέ η8ιστε, καν αυτός εκ πείρας 
ύφηγησαιο.

2. Ή/ztr δ’ εκεΐνο 8ιαπορητέον εν άρχη, ec εστιν 
ύψους Tt? η πάθους^ τέχνη, έπεί τινες ολως οϊονται 
8ιηπατησθαι τούς τά τοιαύτα άγοντας είς τεχνικά 
παραγγέλματα, γεννάται γάρ, φησί, τά μεγαλοφυή 
καί ού 8ι8ακτά παραγίνεται, καί μία τέχνη προς 
αυτά το πεφυκέναι' χ^ίρω τε τά φυσικά έργα, ως 
οϊονται, καί τω παντί 8ειλότερα καθίσταται ταϊς

2 τεχνολογίαις κατασκελετευόμενα. εγώ δβ έλεγχθη- 
σεσθαι τούθ’ ετερως εχον φημί, εί επισκέψαιτό τις 
οτι η φύσις, ώσπερ τά πολλά εν τοϊς παθητικοις καί 
8ιηρμενοις αυτόνομον, ούτως ούκ είκαίόν τι κάκ 
παντός άμέθο8ον είναι φιλεϊ" καί ότι αύτη μεν πρώ
τον τι καί αρχέτυπον γενεσεως στοιχεϊον επί πάν
των ύφεστηκεν, τάς 8έ ποσότητας καί τον εφ’ 
εκάστου καιρόν ετι 8ε την άπλανεστάτην άσκησίν 
τε καί χρησιν ικανή πορίσαι1 2 καί συνενεγκείν η 
μεθο8ος" καί ώς επικιν8υνότερα αυτά εφ’ αυτών 8ίχα 
επιστήμης αστήρικτα καί άνερμάτιστα έαθεντα τά 
μεγάλα, επί μόνη τη φορά καί άμαθεϊ τόλμη λειπό- 
μενα’ 8εΐ γάρ αύτόις ώς κέντρου πολλάκις, ούτω 8ε

3 και χαλινού' όπερ γάρ ό Δημοσθένης επί τού κοινού 
τών ανθρώπων άποφαίνεται βίου, μεγιστον μεν 
είναι τών αγαθών τό εύτυχεΐν, 8εύτερον 8ε καί ούκ

1 πάθους is an old conjecture, presupposed by the translation 
of G. da Falgano (1575) and found in many later editions: P has 
βάθους.

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

a 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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LONGINUS

ελαττον τό εν βονλεύεσθαι, όπερ οίς αν μη παρή

λόγων είποιμεν, ώς η μεν1 φύσις την της ευτυχίας

επι μονή τη φύσει ουκ αλΛοσεν ημάς η παρα της

αν ετι, μοί δοκώ, περιττήν καί άχρηστον την επί τών 
προκειμένων ήγήσαιτο θεωρίαν.

\ / /ό. . · . καί καινού ο'χωο'ί μακίστον σβΛας. 
εί γάρ τιν’ εστιούχον οψομαι μόνον, 
μίαν παρείρας πλεκτάνην χειμάρροον, 
στέγην πυρώσω καί κατανθρακώσομαί' 
νυν δ’ ού κεκραγά πω τό γενναϊον μέλος.

ον τραγικά ετι ταυτα, άλλά παρατ ράγωδα, αί 
πλεκτάναι καί τό προς ουρανόν εξεμείν καί τό τον 
Βορεαν αύλητην ποιείν, καί τά άλλα εξής' τεθόλω- 
ται γάρ τή φράσει καί τεθορύβηται ταϊς φαντασίαις 
μάλλον ή δεδείνωται, καν έκαστον αυτών προς 
ανγάς άνασκοπής, εκ τού φοβερού κατ’ ολίγον ύπο- 
νοστεί προς τό εύκαταφρόνητον. όπου δ’ εν τραγω
δία, πράγματι όγκηρώ φύσει καί επιδεχομενω στόμ
φον, όμως τό παρά μέλος οίδεϊν άσνγγνωστον, 

2 σχολή γ’ αν οίμαι λόγοις άληθινοίς άρμόσειεν.

1 At this point, two pages of P have been lost; two of the later 
manuscripts (A and B) preserve the passage φύσις . . . θεωρίαν.
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ON THE SUBLIME 3

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

[Two pages of the manuscript are missing here. ]
3. . . . and they check the chimneys 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.3

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

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

ταντη καϊ τά τον Κεοντίνον Τοργίον γβλάται γρά-

εμφνχοι, τάφοι,,” καί, τυνα των Καλλίσωμους οντα

τάρχον' φλοι,ώδης γάρ άνηρ καί φνσών κατά τον

άτερ”’ τά γε μην ’Αμφι,κράτονς τοιαντα καί Ήγη- 
σίον καϊ Μάτρίδος· πολλαχον γάρ ενθονσι,άν εαν- 
τοϊς δοκονντες ον βακχεύονσι,ν αλλά παίζονσι,ν.

3 ολως ό εουκεν ει,ναι, το οιοειν εν τοις μαλιστα

εφι,έμενοι,, φεύγοντας άσθενείας καϊ ζηρότητος κατά- 
γνωσιν, ονκ οιδ’ όπως επϊ τονθ’ νποφέρονται,, πει,θό- 
μενοι τω "μεγάλων άπολι,σθαίνει,ν όμως ενγενες 
αμάρτημα” κακοϊ δβ ογκοι, καϊ επϊ σωμάτων καϊ 
λόγων οί χάννοι, καϊ αναληθείς καϊ μηποτε περι- 
ιστάντες ημάς εις τονναντίον ονδεν γάρ, φασί,

οτερον νορωπίκον.
Αλλα το μεν οί,δονν νπεραίρειν βούλεται, τά

τό δε μει,ρακι,ώδες άντι,κρνς νπεναντίον τοϊς μ^γε- 
θεσν ταπεννον γάρ εζ όλον καϊ μι,κρόφνχον καϊ τω

περι,εργι,ας ληγονσα εις φνχρότητα; δλι,σθ αίνον σι δ’

a Gorgias fr. Β 5a Diels-Kranz (Fragment e der Vorsokra- 
tikerty. b Nephew of Aristotle and historian of Alexander.

c 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 
“living sepulchres”;3 also at certain phrases of Callis- 
thenesb which are not sublime but highfalutin, and still 
more at some of Clitarehus’sc efforts, an affected crea
ture, blowing, as Sophocles says, “on scrannel pipes, yet 
wasting all his wind.’’^ You find the same sort of thing in 
Amphicrates too, and in Hegesias and Matris.e 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

-sy.
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.

e 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 
134ff.
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LONGINUS

είς τούτο τό γένος όρεγόμενοι μεν τού περιττού καϊ 
πεποιημένον και μάλιστα τού ηδέος, εξοκελλοντες^ 
Se είς τό ρωπικόν καϊ κακόζηλον, τοντω παράκειται 
τρίτον τι κακίας είδος εν τοϊς παθητικοϊς, οπερ ό 
Θεόδωρος παρένθυρσον εκάλει. εστι δε πάθος άκαι- 
ρον καϊ κενόν ένθα μη δει πάθους, ή άμετρον ένθα 
μέτριου δει. πολλά γάρ ώσπερ έκ μέθης τινες είς τά 
μηκέτι τού πράγματος, ϊδια <δ’>2 εαυτών καϊ σχο
λικά παραφέρονται πάθη, είτα προς ονδέν πεπονθό- 
τας άκροατάς άσχημονούσιν εικότως, 
προς ούκ έξεστηκότας. πλην περϊ μέν 
κών άλλος ήμιν άπόκειται τόπος.

4. θατέρον δέ ών είπομεν, λέγω δέ

έζεστη κότες 
τών παθητι-

τον ψυχρού, 
πλήρης ό Τίμαιος, άνήρ τά μέν άλλα Ικανός καϊ 
προς λόγων ενίοτε μέγεθος ούκ άφορος, πολυ'ίστωρ, 
επινοητικός, πλην άλλοτρίων μεν έλεγκτικώτατος 
αμαρτημάτων, ανεπαίσθητος δέ ιδίων, ύπό δέ έρω
τος τον ζένας νοήσεις αεί κινειν πολλάκις εκπίπτων 
et? το παιδαριωδέστατον. παραθήσομαι Se τάνδρός 
εν ή δυο, επειδή τά πλείω προελαβεν ό Kat/ctXto?. 
επαίνων Αλέξανδρον τον μέγαν "ος την Ασίαν

1 έξοκέλλοντες Wilamowitz, for έποκέλλοντες.
2 <δ’> add. Faber.

a 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 3-4

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

4. The second fault of which we spoke above is Frigid
ity, of which there are many examples in Timaeus, in 
other respects a capable writer and sometimes not at all 
badly endowed for greatness of style, learned, and full of 
ideas. Yet while keenly critical of others’ faults, he is 
blind and deaf to his own, and his insatiable passion for 
starting strange conceits often lands him in the most 
puerile effects. I will quote only one or two examples 
from Timaeus,0 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.

c 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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LONGINUS

όλην” φησίν "έν έλάττοσι<ν σ6σι>] irapeXafiev η 
ocrot? τον υπέρ του προς Τίέρσας πολέμου πανηγυ
ρικόν λόγον Έσοκράτους έγραφαν.” θαυμαστή γ€ 
του ΜακβδοΓος ή προς τον σοφιστήν συγκρισις’ 
8ηλον γάρ, ώ ΎίμαίΕ, ώς οι Δα^8αιμόνιοι 8ιά τούτο 
πολύ τού Ίσοκράτους κατ’ av8peiav έλβιποντο, 
έπβιόη οί μέν τριάκοντα2 ΖτΕσι λίβσσηνην παρέλα- 
βον, ο δβ τον πανηγυρικόν έν μόνοις 8έκα συveτά-

3 ζατο. τοΐς δβ ’Δθηναίοις άλούσιν πepϊ Σο^λιαν τίνα 
τρόπον έπιφίω^ΐ; ότι ^ίς τον 'Ερμήν άσeβησavτeς 
και π€ρικόψαντ€ς αυτού τά αγάλματα, 8ιά τούτ’ βδω- 
καν 8ίκην ούγ ήκιστα 8ι’ eva άν8ρα, ος άπο τού 
παρανομηθέντος 8ιά πατέρων ην, 'Ερμοκράτη τον 
'Έρμωνος” uxrTe θαυμάζ^ιν μe, TepevTiave T)8^Te, 
πώς ού καϊ et? Διονύσιον γpάφeι τον τυράννον "έπeϊ 
γάρ €ΐς τον Δία καϊ τον 'Ηρακλβα 8υσσeβης έγέ- 
veTo, 8ιά τούτ’ αυτόν Δίων καϊ 'ϊ{paκλeί8ης της

4 τυραννί8ος άφeίλovτo” <καϊ>^ τι 8ei π€ρι Τιμαίου
Xeyetr, οπού γe καϊ οί ηρι^ς eKeivoi, ζ^νοφώντα 
λeγω και ΠλατωΐΌ,, καίτοιγβ έκ της ^ωκράτους όvτeς 
παλαιστρας, όμως 8ιά τά ούτως μικροχαρη πoτe 
eavT(x)v eπιλavθάνονται; ο μέν γe έν τη Δα^8αιμο- 
νιων γpaφeι πολντ^ια’ eKeivojv γούν^ ηττον μέν άν

1 add. Spengel.
2 eiKocrt Faber.
3 <καϊ> added by early editors.
4 P has μ^ν before γονν, but this is incorrect Greek, and is 

not in our text of Xenophon (Resp. Laced. 3.5).
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ON THE SUBLIME 4

of “one who subdued the whole of Asia in fewer years 
than Isocrates took to write his Panegyric urging war on 
Persia.”3 Surely this is an odd comparison of the Macedo
nian to the sophist, for it is obvious, friend Timaeus, that 
on this showing Isocrates was a far better man than the 
Spartans, since they spent thirty years in subduing 
Messene,^ while he composed his Panegyric in no more 
than ten! Again, take his final comment on the Athenian 
prisoners in Sicily: “Having committed sacrilege against 
Hermes and mutilated his statues they were therefore 
punished, mainly owing to the action of a single man, who 
was kin on his father’s side to the injured deity, 
Hermocrates the son of Hermon.”c 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

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

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

c See Plutarch, Nicias 1.
d The conceit depends on the fact that the oblique cases of 

Zeus are Dia, Dios, DU, so that a pun similar to that on Her- 
mes/Hermocrates is produced.
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LONGINUS

5

6

7

φωνήν άκονσαίς η τών λίθινων, ηττον 8’ αν ομματα 
στρεψαίς η τών χαλκών, αί8ημονεστέρονς δ’ αν 
αύτονς ηγησαίο καί αυτών τών εν τοϊς οφθαλμοϊς 
παρθένων” Άμφίκράτεί καί ον αενοφώντί επρεπε 
τάς εν τοϊς οφθαλμοϊς ημών κόρας λεγευν παρθέ
νους α18ημονας" olov 8ε Ήράκλβι? το τάς άπάντων 
εζης κόρας αίσχνντηλάς είναι πεπεϊσθαί, οπον 
φασϊν ον8ενί όντως ενσημαίνεσθαί την τίνων άναί- 
8είαν ώς εν τοϊς οφθαλμοϊς' Ιταμόν "οίνοβαρες, 
κυνός ομματ εχων” φησάν.^ ό μεντοί Ύίμαίος, ώς 
φωρίον τίνος εφαπτόμενος, ον8ε τούτο αενοφώντί τό 
ψυχρόν κατελιπεν. φησί γοΰν επί τον ’Αγαθοκλεονς 
κατά1 2, τδ την ανεψιάν €τερω 8ε8ομενην εκ τών άνα- 
καλνπτηρίων άρπάσαντα άπελθεϊν, "δ τις αν έποίη- 
σεν εν οφθαλμοϊς κόρας, μη πόρνας εχων; 
τάλλα θεϊος Πλάτων;

1 Kayser deleted ιταμόν . . . ψησίν. The introduction of the 
Homeric parallel is very abrupt.

2 κατά Reiske, for καί.

γράψαντες” φησίν "εν τοϊς ίεροϊς θησονσίν κνπα- 
ρίττίνας μνημας”' καί
Αίεγίλλε, εγώ ζνμφεροίμην αν τη Σπάρτη τό καθεύ- 
8είν εάν εν τη γη κατακείμενα τά τείχη καί μη 
επανί(ττα(τθαί. καί τό ΐί.ρο8ότείον ον πόρρω, τό 

a / a J / ο τι? αν εποι/η-
33 / θ' X e; Tb oe o 

τάς 8ελτονς θέλων είπεϊν

/ \ " ν Ο ν -9τταλίΓ περί ο€ τειχών, ω
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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.”a 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.”13 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.Herodotus’ phrase for fair women

a The manuscript tradition of Xenophon, Resp. Lac. 3.5 has 
“maidens in their chambers” (τών ev τοΐ<ζ θαλάμους παρθένων), 
but Stobaeus (Flor. CXLIV.2.23 Hense) has the same reading as 
Longinus, which involves a pun on the two meanings of κόρη, 
“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. c 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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LONGINUS

καίτοιγε εχει τινά παραμυθίαν, οί yap παρ’ αυτώ

ασχημονειν προς τον αιώνα.
Άπαντα μεντοι τα όντως ασεμνα δια μιαν

εμφυεται τοις Χογοις αιτίαν, δια το περί τας νοήσεις 
καινόσπου8ον, περί ο 8η μάλιστα κορνβαντιώσιν οί 
ννν. άφ’ ών yap ημιν τάγαθά, σχεδόν απ’ αυτών 
τούτων καϊ τα κακά γεννάσθαι φιλεϊ. οθεν επίφορον 
εις συνταγμάτων κατόρθωσαν τά τε κάλλγ/ της ερμη
νείας καί τά ύφη και πρός τούτοις αί ηδοναί, και 
αυτά ταντα, καθάπερ της επιτυχίας, ούτως άρχαι 
καϊ υποθέσεις καϊ τών εναντίων καθίστανται, τοι- 
οντόν πως καϊ αί μεταβολαϊ^ καϊ ύπερβολαϊ καϊ τά 
πληθυντικά' δείζομεν 8’ εν τοϊς επειτα τον κίν8υνον, 
όν εχειν εοίκασιν. διόπερ άναγκαιον ηδη διαπορεϊν 
καϊ ύποτίθεσθαι, 8ι ότου τρόπον τάς άνακεκραμενας 
κακίας τοϊς νφηλοις εκφεύγειν 8υνάμεθα.

6. ^Ecrrt δέ, ώ φίλος, εϊ τινα περιποιησαίμεθ’ εν 
πρωτοις καθαράν τού κατ’ άληθειαν ύψους επιστή
μην και επικρισιν. καίτοι τό πράγμα δύσληπτον’ η 
yap τών λόγων κρίσις πολλής εστι πείρας τελευ- 
ταΐον επιγεννημα' ού μην άλλ’, ώς είπειν εν παραγ- 
γελματι, εντεύθεν ποθεν ίσως την διάγνωσιν αυτών 
ουκ άδύνατον πορίζεσθαι.

1 μεταφοραϊ Wilamowitz
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ON THE SUBLIME 4-7

is not much better: “torments for eyes” he calls them.a 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 lated3 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.

a Herodotus 5.18, in an amusing account of the way the 
Macedonians entertained the Persian invaders of Greece.

k In chapters 23 and 38.
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LONGINUS

7. EtSerat χρή, φίλτατε, διότι, καθάπερ καν τώ 
κοινώ βίω ούδεν υπάρχει, μεγα, ού το καταφρονεΐν 
έστιν μεγα, οίον πλούτοι τιμαί δό^αχ τυραννίδες καί 
όσα δη άλλα εχει πολύ το εξωθεν προστραγωδούμε- 
νον ούδ’1 αν τώ γε φρονίμω δόζειεν αγαθά ύπερβάλ- 
λοντα, ών αύτο το περιφρονεϊν άγαθον ού μέ

1 ούδ’ Reiske, for ούκ.

τρων—θαυμάζουσι γοΰν τών έχόντων αυτά μάλλον 
τούς δυναμενους εχειν και διά μεγαλοψυχίαν ύπερ- 
ορώντας—τήδε που και επι τών διηρμενων εν ποιή- 
μασι καί λόγοις έπισκεπτέον, μη τινα μεγέθους 
φαντασίαν εχοι τοιαύτην η πολύ πρόσκειται το εικη 
π ροσαναπλαττόμενον, άναπτυττόμενα δε άλλως 
εύρίσκοιτο χαύνα, ών τού θαυμάζειν το περιφρονεϊν 
εύγενέστερον. φύσει γάρ πως ύπο τάληθοΰς ύψους 
επαίρεταί τε ημών η ψυχή και γαΰρόν τι παρά
στημα2 λαμβάνουσα πληρούται χαράς και μεγα- 
λαυχίας, ώς αύτη γεννησασα οπερ ηκουσεν. όταν 
ούν ύπ’ άνδρος εμφρονος καί εμπείρου λόγων πολ- 
λακις άκουόμενόν τι προς μεγαλοφροσύνην την 
ψυχήν μη συνδιατιθή μηδ’ εγκαταλείπη τη διανοία 
πλεΐον τού λεγομένου το άναθεωρούμενον, πίπτη δ’, 
αν αυτο$ συνεχές επισκοπής, εις άπαύζησιν, ούκ αν 
ετ’ αληθές ύψος ειη μέχρι μονής της ακοής σωζόμε- 
νον. τούτο γάρ τώ οντι μεγα, ού πολλή μεν η 
αναθεωρησις, δύσκολος δε, μάλλον δ’ άδύνατος η 
κατεζαναστασις, ισχυρά δε η μνήμη καί δυσεζάλει-
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ON THE SUBLIME 7

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 
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2 παράστημα Manutius, for ανάστημα.
3 αν αντο Pearce, for avev το.



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

LONGINUS

4 πτος. ολως δέ καλά νόμίζε υψη καί άληθννά τά 8ιά 
παντός άρέσκοντα καί πάσαν, όταν γάρ τοϊς απο 
8ίαφ6ρων έπντη8ευμάτων βίων ζήλων ηλίκίών 
λόγων^ εν tl καί ταυτον άμα περί τών αυτών άπασνν 
8οκη, τόθ’ ή έ^ άσυμφώνων ώ? κρίσίς καί συγκατά- 
θεσίς την επί τώ θαυμαζομένω πίστνν ίσχυράν λαμ- 
βάνεί καί άναμφίλεκτον.

’ΕπβΖ δβ πέντε, ώ? άν είποί τίς, πηγαί τίνές 
eccrcv al της ύψηγορίας γονίμώταταί, προϋποκείμέ- 
νης έόσπερ έ8άφους τίνος kolvov ταϊς πέντε ταύταίς 
ί8έαίς της εν τώ λέγείν 8υνάμεως, ης ολως χωρίς 
ου8έν, πρώτον μεν καί κράτίστον το περί τάς νοη- 
σείς ά8ρεπηβολον, ώς κάν τοϊς περί αενοφώντος 
ώρίσάμεθα' 8εύτερον δέ τδ σφο8ρον καί ένθουσία- 
στίκον πάθος' αλλ’ αί μεν 8υο αύταί του υψους κατά 
τδ πλέον αυθίγενεϊς συστάσείς, αί λονπαΐ δ’ η8η καί 
8ίά τέχνης, η τε ποίά τών σχημάτων πλά
νης—8ίσσά 8έ που ταντα, τά μεν νοησεως, θάτερα 
8ε λέξεως—επί δέ τούτοις η γενναία φράσίς, ης 
μέρη πάλυν ονομάτων τε εκλογή καί η τροπίκη καί 
πεποίημένη λέζίς' πέμπτη δέ μεγέθους αιτία καί 
συγκλείουσα τά προ εαυτης άπαντα, η εν άζμώματί 
καί 8ίαρσεί συνθεσίς· φέρε 8η τά έμπερίεχόμενα 
καθ εκαστην ί8εαν τούτων έπίσκεψώμεθα, τοσοΰτον 
προενποντες, otl τών πέντε μορίων ο Καίκίλίος εστνν

1 χρόνων Richards, τρόπων Morus. 
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ON THE SUBLIME 7-8

indelible. To speak generally, you should consider that to 
be beautifully and truly sublime which pleases all people 
at all times. For when men who differ in their pursuits, 
their lives, their tastes, their ages, their languages,a 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 Xenophon^—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

a Text unsure: the suggested emendations mean “dates” or 
“manners.”

13 This book is lost.
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LONGINUS

2 ά τταρβλιττβρ, ώς καί τό πάθος άμέλβι. άλλ’ ei μεν ως 
er τι ταύτ’ άμφω, τό τε ύψος και το παθητικόν, και 
εδοζεν αύτώ πάντη συνυπάρχειν τε άλλήλοις και 
συμπεφυκέναι, διαμαρτάνευ και yap πάθη τινα διε- 
στώτα ύψους και ταπεινά εύρίσκεται, καθάπερ οίκτοι 
λύπαι φόβοι, και εμπαλιν πολλά ύψη δί\α παθονς, 
ώς προς μυρίοις άλλοις και τά περί τονς ’Αλωάδας 
τω ποιητή παρατετολμημενα’

’ ΟοΎταυ επ’ Ούλύμπω μέμασαν θεμεν ανταρ 
επ’ ’Όσση

Τϊηλιον εινοσίφυλλον, ΐν’ ουρανός άμβατος 
ειη'

και τό τοντοις ετι μεΐζον επιφερόμενον

3

4

182

παρά γε μην τοΐς ρήτορσι τά εγκώμια και τά πομ
πικά καί επιδεικτικά τον μεν ογκον και τό ύφηλόν εζ 
άπαντος περιέχει, πάθους δέ χηρεύει κατά τό πλεϊ- 
στον’ οθεν ήκιστα τών ρητόρων οί περιπαθείς εγκω
μιαστικοί η εμπαλιν οί επαινετικοί περιπαθείς, εί δ’ 
αύ παλιν εζ ολου μη ένόμισεν <ό>^ Καικίλιος τό 
εμπαθες <βις>2 τά ύφη ποτέ σνντελεϊν καί διά τούτ’ 
ούχ ήγησατο μνήμης άξιον, πάνυ διηπάτηται’ θαρ
ρών γαρ άφορισαίμην άν, ώς ονδέν ούτως ώς τδ 
γενναΐον πάθος, ένθα χρή, μεγαλήγορον, ώσπερ 
υπο μανίας τίνος και πνεύματος ένθουσιαστικώς 
έπιπνεον 3 * και οιονει φοιβαζον τούς λόγους.

9. Ου μην αλλ’ επει την κρατίστην μοϊραν έπ- 
1 <ό> add. Manutius. 2 add. Faber.



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

ON THE SUBLIME 8-9

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 poets dar
ing lies about the Aloadae:a

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

a Odyssey 11.315.

3 Morus, for ίκπνίον.
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LONGINUS

3

e^ei των άλλων το πρώτον, λβγω Se το μεγαλοφυές, 
χρή κάνταύθα, καί εί 8ωρητόν το πράγμα μάλλου η 
κτητόν, όμως καθ’ όσον οΐόν τβ τάς φυχάς άνατρέ- 
φευν προς τά μεγέθη καί ώσπερ έγκύμονας άεί που- 
εϊν γενναίου παραστήματος, τίνα, φήσευς, τρόπον; 
γέγραφά που καί έτέρωθυ τό τουούτον’ ύφος μεγαλο- 
φροσύνης απήχημα, όθεν καί φωνής 8ίχα θαυμάζε
ται ποτέ φίλη καθ’ έαυτήν εννουα 8u’ αυτό τό μεγα- 
λόφρον, ώς ή του Αϊαντος έν Νβκυία σι,ωπή μεγα 
καί παντός ύφηλότερον λόγου, πρώτον ούν τό εξ ού
γίνεται προϋποτίθεσθαυ πάντως άναγκαΐον, ώς έχευν 
8εΐ τον άληθή ρήτορα μή ταπεννόν φρόνημα καί 
άγεννές. ού8έ γάρ οίόν τε μυκρά καί 8ουλοπρεπή 
φρονούντας καί έπυτη8εύοντας παρ’ ολον τον βίον 
θαυμαστόν τι καί τού παντός αϊώνος έξενεγκείν 
άξυον μεγάλοι 8ε οί λόγου τούτων κατά τό είκός ών 
αν έμβρυθεϊς ώσυν αί εννουαυ. ταύτη καί είς τούς 
μάλιστα φρονηματίας έμπίπτευ τά ύπερφυά" ό γάρ 
τώ ΤΙαρμενίωνυ φήσαντυ "εγώ μέν ήρκέσθην . . Φ

. . . τό επ’ ούρανόν από γης 8υάστημα’ καί τούτ’ 
αν ε’ίπου τις ού μάλλον τής ’'Έρυ8ος ή 'Ομήρου

1 Ρ lost a whole quaternion (8 pages) after άόρεπηβόλον 
(above, 8.1); but the two outer pages are preserved in copies 
made when the damage was less; these however fail us at this 
point. P resumes at eV δβ φάευ καί ολεσσον (9.10).

a Odyssey 11.543-67. Ajax, summoned from Hades, refuses
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ON THE SUBLIME 9

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. Weil, 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,a 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. . .”b

[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 I.”
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LONGINUS

5 μέτρον. ώ άνόμοιόν ye τό 'Hxri00eiov eiri της 
Άχλύο?, e’iye Ησιόδου και την ’Ασπίδα 3eTeov,

της έκ μέν ρινών μύζαι peov’

ού γάρ 0eivov έποίησ-e το ei0a>Xov, αλλά μισητόν. ό 
δβ πώς μΕγΕθύνβι τά δαιμόνια;

οσσον δ’ ήβροβιδβς άνηρ ϊδβν όφθαΚμοΐσιν, 
ημΕνος ev σκοπιη, λυσσών έπι οϊνοπα πόντον, 
τόσσον έπιθρώσκουσι Oecvv ύψηχ^ς ίπποι.

την ορμήν αυτών κοσμικώ διαστηματι κaτaμeτpeΐ. 
τις ούν ούκ αν eiKOTii^ διά την ύπepβoληv τού μeγe- 
θους έπιφθέγζαιτο, ότι αν δίς έζης όφορμησωσιν οί

6
τών 3ea)v ίπποι, ούκέθ’ eύpησoυσιv ev κόσμω τόπον; 
ύπepφυά και τά έπι της θeoμa^χίaς φαντάσματα’

άμφι δέ σάλπιγ^ν μέγας ούρανός Ούλυμπός
Te.

e ζ η / 5* -·ς\ ζβοοβισβυ ο υπevepσev ανας eveparv Αιοων€υς,
δ

ζ £’’ZJZ 5·\ \ν ζ e

eισaς ο eK σρονου αΚτο και iaye, μη οι
eπeιτa

a 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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ON THE SUBLIME 9

so much as of Homer.a Quite unlike this is Hesiods 
description of Gloom, if indeed we are right in adding the 
Shield to the list of Hesiod s works:b

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.0

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.

c Iliad 5.770-2.
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LONGINUS

γαΐαν άναρρηζειε Ποσβί,δάωη ενοσίχθων, 
οικία δβ θνητοίσι καϊ άθανάτοισι φανείη, 
σμβρδαλέ’ εύρώεντα, τά τε στυγέουσι θεοί, περ.

επιβλέπεις, εταίρε, ώς άναρρηγνυμένης μεν εκ 
βάθρων γης, αύτού δβ γνμνονμένον ταρτάρου, άνα- 
τροπην δβ ολον καϊ δί,άστασΎΡ τον κόσμου λαμβά- 
νοντος, πάνθ’ άμα, ουρανός άδης, τά θνητά τά άθά- 
νατα, άμα τη τότε συμπολεμεΐ καϊ συγκινδυνεύει

7 μάχη; άλλα ταυτα φοβερά μεν, πλην άλλως, εί μη 
κατ’ άλληγορίαν λαμβάνοιτο, παντάπασιν άθεα καϊ 
ού σώζοντα τό πρέπον. 'Όμηρος γάρ μοι δοκεί 
παραδιδούς τραύματα θεών στάσεις τιμωρίας 
δάκρυα δεσμά πάθη πάμφυρτα τούς μεν επι τών 
Τλιακών άνθρώπους οσον επι τη δυνάμει θεούς 
πεοιηκεναι, τούς θεούς δέ άνθρώπους. άλλ’ ημΐν μεν 
δυσδαιμονούσιν άπόκειται λιμην κακών ό θάνατος, 
τών θεών δ’ ού την φύσιν, άλλά την ατυχίαν εποίη-

8 σεν αιώνιον, πολύ δε τών περϊ την θεομαχίαν 
άμείνω τά οσα άχραντόν τι καϊ μεγα τό δαιμόνιον 
ώς άληθώς καϊ άκρατον παρίστησιν, ola (πολλοίς 
δε προ ημών ό τόπος εζείργασται) τά επι τού 
Ποσβί,δώρος·

τρέμε δ’ ούρεα μακρά καϊ ύλη 
και κορυφαϊ Τρώων τε πόλις καϊ νηες ’Αχαιών

a 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.a

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,”’3 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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LONGINUS

στοσσίν V7t’ d^apocTOtcrc Πο<Γ€ύδαωρος copto?.
/3η δ’ έλάαν επί κνματ’,

αντον
αταλλβ 0€ κητε νπ

πάντοθεν εκ κενθμών, ούδ’ ηγνοίησεν άνακτα- 
γηθοσννη 8έ θάλασσα δάστατο, τοί δέ 

πέτοντο.

9 ταντη καί δ τών ’Ιουδαίων θεσμοθέτης, ονχ δ τνχων 
άνηρ, επειδή την τον θειον δνναμίν κατά την αξίαν 
έχώρησε κάξέφηνεν, ενθνς έν τη εισβολή γράψας 
των νομών elttev o veos, φησν tl; γΕνΕσυω φως, 
καί έγένετο’ γενέσθω γη, καί έγένετο.”

10 Ονκ δχληρδς αν ίσως, εταίρε, δόξαίμί, έν ετί τον 
ποίητον καί τών ανθρωπίνων παραθέμενος τον 
μαθεϊν χάρίν, ώς είς τά ηρωικά μεγέθη σννεμβαί- 
νει,ν έθίξ εί. άχλνς άφνω καί ννξ άπορος αντώ την 
τών Έλληρωρ έπέχεί μάχην ένθα δη δ Αϊας άμηχα- 
νών

Δεν πατερ, φησίν, αλλα σν ρνσαί νπ 
ηέρος νΙας Άχαίών, 

ποίησον δ’ αΐθρην, 8δς δ’ δφθαλμοϊσίν 
ίδέσθαί’

5 £Χ J / X 3/χ 33

EV ΟΕ (paEb Kat θΛΕ€Γ(Τθν.

a 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.a

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. ”b

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 sohs of 
Achaia,

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

Just so it be in daylight, destroy us.c

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, Reflexions sur le Sublime X, and Robert 
Louth’s Oxford lectures De sacra poesi Hebraeorum (1753).

c Iliad 17.645-7.
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LONGINUS

ούδεν γενναίου όιχε (^αθέσθαυ, διά ταντ’ άγανακτών 
otl προς την μάχην αργεί, φως otl τάχιστα αίτεϊται, 
ώς πάντως της αρετής ενρησων έντάφιον άξιον, καν 

11 αντώ Ζευς άντιτάττηται. αλλά γάρ 'Όμηρος μεν
ενθάδε ούριος σννεμπνεϊ τοϊς άγώσιν καϊ ονκ άλλο 
tl αύτδς πέπονθεν η

μαίνεται, ως οτ Αρης εγχεσπαλος ή οκοον
πυρ

ονρεσι μαίνηται, βαθεης εν τάρφεσιν ύλης, 
άφλοισμδς δε περί στόμα γιγνεται’

δείκννσι δ’ όμως διά της ’Οδύσσειας (και γάρ ταντα 
πολλών ενεκα προσεπιθεωρητεον), otl μεγάλης
φνσεως νποφερομένης ηδη ίδιον εστιν εν γήρα το

12 φLλόμvθov. δηλος γάρ εκ πολλών τε άλλων σνντε-

παλαι πον π ροεγνωσ μένους^ τοϊς ηρωσιν ενταύθα

λογος εστιν η Οδύσσεια·

1 The manuscripts here add τον Τρωικόν πόλεμόν, but these 
words spoil the sense, and are perhaps a gloss on τών Τλιακών 
παθημάτων.
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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 

1 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.a

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:

a Iliad 15.605.

2 προεγνωοτμενοίς Reiske (i.e. it is the heroes, not the 
lamentations, which are “long known”).
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LONGINUS

ένθα μέν Αϊας κεϊται άρήϊος, ένθα δ’ 
Άχιλλβυς,

ένθα δέ Πάτροκλος, θεόφιν μήστωρ 
ατάλαντος,

ένθα δ’ βμ,δς φίλος υιός.

13 άπο δέ της αυτής αιτίας, οίμαι, της μεν ϊλιάδος 
γραφόμενης εν ακμή πνεύματος ολον το σωμόπιον 
δραματικόν ύπεστησατο καϊ έναγώνιον, της 8ε 
Όδυσσείας τδ πλέον διηγηματικόν, οπερ ίδιον 
γηρως. οθεν εν τη Όδυσσεία παρεικάσαι τις αν 
καταδυόμενα) τον 'Όμηρον ηλίω, ού δίχα της σφο- 
8ρ6τητος παραμένει, το μέγεθος, ού γάρ ετι, τοϊς 
’Ιλιακοΐς έκείνοις ποιήμασιν ϊσον ενταύθα σώζει τον 
τόνον, ού8’ έξωμαλισμένα τά ύψη καϊ Ιζήματα 
μηδαμού λαμβάνοντα, ουδέ την πρόχυσιν όμοίαν 
τών επάλληλων παθών, ουδέ τδ άγχίστροφον καϊ 
πολιτικόν και ταΐς έκ της άληθείας φαντασίαις 
καταπεπυκνωμένον, άλλ’ olov ύποχωρούντος είς εαυ
τόν Ωκεανού καϊ περϊ τά ϊδια μέτρα ημερουμένου^ 
τό λοιπόν φαίνονται τού μεγέθους άμπώτιδες κάν

14 τοϊς μυθωδεσι καϊ άπίστοις πλάνος, λέγων δέ ταύτ’ 
ουκ επιλελησμαι τών έν τη Όδυσσεία χειμώνων καϊ 
τών περϊ τον Κύκλωπα καί τινων άλλων, άλλά 
γήρας διηγούμαι, γήρας 8’ όμως Όμηρου' πλην έν

1 So John Price (a seventeenth-century scholar, professor at 
Pisa: quoted by Toup) for P’s έρημουμένου (“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.a

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

a 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 ήπεφουμένου (“becoming dry 
land”) and, e.g., ήρεμα κεχνμένου (“quietly flowing”).
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LONGINUS

15

άπασι τούτοις ε£ής τον πρακτικόν κρατεί τό 
μυθικόν.

ΤΙαρεξέβην δ’ είς ταύθ’, ώς εφην, ινα δείξαιμι ώς 
είς λήρον ενίοτε ραστον κατά την άπακμην1 τα 
μεγαλοφυή παρατρέπεται, οία τα περϊ τον ασκόν 
καϊ τους εκ Κίρκης συομορφουμένους, ονς ό Ζωίλος 
έφη χοιρίδια κλαίοντα, καϊ τον υπό τών πελειάδων 
ώς νεοσσόν παρατρεφόμενον Δία καϊ τον έπϊ του 
ναυαγίου δέχ’ ημέρας ασιτον τά τε περϊ την μνη- 
στηροφονίαν απίθανα, τί γάρ αν άλλο φησαιμεν 
ταύτα η τω οντι του Διδς ενύπνια;

Δευτέρου δέ εϊνεκα προσιστορείσθω τά κατά την 
’Οδύσσειαν, όπως η σοι γνώριμον, ώς η άπακμη τού 
πάθους έν τοίς μεγάλοις συγγραφενσι καϊ ποιηταίς 
εις ήθος εκλύεται, τοιαύτα γάρ που τά περϊ την τού 
Όδυσσέως ηθικώς αύτω βιολογούμενα οικίαν, οιονεϊ 
κωμωδία τις εστιν ηθολογουμένη.

10. Φέρε νύν, εί τι καϊ έτερον εχοιμεν υψηλούς 
ποιείν τούς λόγους δυνάμενον, έπισκεψώμεθα. 
ούκούν επειδή πάσι τοίς πράγμασι φύσει συνεδρεύει 
τινα μόρια ταίς ύλαις συνυπάρχοντα, εζ ανάγκης 
γενοιτ’ αν ημίν ύψους αίτιον τό τών έμφερομένων^

1 Manutius, for P’s ακμήν.
2 So Toll for P S έκψξρομένων.

a Aeolus imprisoned the winds in a wineskin: Odyssey 
10.19-22.
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ON THE SUBLIME 9-10

I 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 

1 lapses very easily into nonsense—there is the story of 
the wineskin* and the men whom Circe turned into 
swine^—Zoilus called them “porkers in tears”—there is 

I the nurturing of Zeus like a nestling by the doves,c 
Odysseus’ ten days without food on the wrecked ship,d 
and the incredible story of the suitors’ slaying.e Can one 
call these things anything but veritable dreams of Zeus

There is another justification for our considering the 
< Odyssey as well as the Iliad. I 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.

c Zeus supplied with ambrosia by doves: Odyssey 12.62.
d Odyssey 12.447.
e 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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LONGINUS

έκλέγειν αεί τά καιριώτατα καί ταυτα τή προς 
οίλληλα έπισυνθecret καθάπερ έν τι σώρ,α ποιέίν 
όύνασθαΐ' δ1 μεν γάρ τή εκλογή τον ακροατήν τών 
λημμάτων, ο^ άε τή πυκνώσει τών έκλελεγμενων 
προσάγεται. olov ή Σαπφώ τά συμβαίνοντα ταΊς 
έρωτικαϊς μανίαις παθήματα εκ τών παρεπόμενων 
και εκ τής αλήθειας αυτής εκάστοτε λαμβάνει, που 
δβ τήν αρετήν άποάεικνυται; οτε τά άκρα αυτών και 
ύπερτεταμένα άεινή και έκλεξαι και είς άλληλα συν- 
άήσαι.

2 φαίνεται μοι κήνος ϊσος θεο ισιν
εμμεν’ ώνηρ, οττις ενάντιός τοι 
ιζάνει καί πλάσιον ά8υ φωνεί-

σας υπακούει
καί γελαίσας ίμερόεν, τό μ’ ή μάν
καρό ίαν έν στήθεσιν έπτόαισεν.
ώς γάρ <ές> σ’ Ϊ8ω βρόχε’ ώς με

εϊκεί'
φώνας

άλλά κάμ μέν γλώσσα εαγε' λεπτόν 
αύτίκα χρώ πυρ ύποόεόρόμακεν 
όππάτεσσι δ’ ούόέν όρημμ’, έπιρόμ- 

βεισι δ’ ακόυαν
ά δβ μ ϊόρως2 κακχέεται, τρόμος δβ 
παΐσαν άγρει, χλωρότερα 8έ ποιας 
εμμι' τεθνακην δ’ όλίγω ’πιόεύης 

φαίνομ’ <έμαυτα>'
άλλά παν τόλματον, έπεί πένητα}3
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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- 

1 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 . . .

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

1 So Pearce for P’s ό in both places.
2 P has ψυχρός after ίδρώς (so accented).
3 We have not sought to reproduce P’s text here in detail.
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LONGINUS

3
σώμα τάς άκοάς την γλώσσαν τάς όψεις την χρόαν,

νπεναντιώσεις άμα ψύχεται κάεται, άλογιστει φρο-

οόος. παντα μεν τοιαντα γίνεται ττερι, τονς ερωντας, 
η ληψις δ’ ώς εφην τών άκρων καί η είς ταντο σνν- 
αίρεσις άπειργάσατο την εζοχην. όνπερ οίμαι καί 
επί τών χειμώνων τρόπον ό ποιητης εκλαμβάνει τών

4 παρακολονθούντων τά χαλεπώτατα. ό μεν γάρ τα
'Αριμάσπεια ποιήσας εκείνα οϊεται όεινά’ 

θανμ’ ημΐν καί τούτο μεγα φρεσίν ημετέρησιν. 
άνόρες νόωρ ναίονσιν από χθονός εν πελάγεσσι' 
όνστηνοί τινες είσιν, εχονσι γάρ έργα πονηρά, 
ομματ’ εν άστροισι, ψνχην δ’ ενί πόντω εχονσιν. 
η που πολλά θεοίίσι φιλάς άνά χεϊρας εχοντες 
εύχονται σπλάγχνοισι κακώς άναβαλλομενοισι.

5 παντι οίμαι, όηλον, ώς πλέον άνθος εχει τά λεγάμενα 
η όεος. ό όε "Ομηρος πώς; εν γάρ από πολλών

1 Toll: Ρ has νπ’ αντό.
2 [η ■ ■ ■ τέθνηκεν] (“she is either afraid or at the point of 

death ) deleted by Weiske. Fyfe conjectured ή γάρ φοιβαται η 
. . . τεθνηκεν (“she who is at the point of death is surely beside
herself’).
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ON THE SUBLIME 10

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,a 
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 theirs is 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

a Aristeas of Proconnesus (see J. D. P. Bolton, Aristeas ofPro- 
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 Bernabe.
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LONGINUS

λ€.γ€(τθω"

ev δ’ 67T6cr’, ώς ore κΰρα θοη ev νηϊ π έαρ σι 
λάβρον ύπαϊ νεφΕίνν άνΕμοτρβφές, η 8έ re 

πάσα
άχνη ύττΕκρύφθη, άνέροι,ο 8e Secvos άητης 
Ιστίω epfipepeTaL, τρορέονσί 8έ re φρένα 

ναυται,
8ec8coTe?' τντθδν γάρ ύπέκ θανάτοι,ο φέρονται,.

6 eire)(eipp(yev καϊ δ "Αφατος τδ αντδ τούτο peTevey- 
Keiv

ολίγον oe ota ςυλον aco epvKec'

πλην ρι,κρδν αντδ καϊ γλαφυρόν έποδησεν άντϊ 
φοββροΰ' έτί 8e παρώραπ€ τον κίνδυνον βΐπών 
ςυΧον aid epvKec ονκονν aneipyei ο oe ποι/ητης 

ουκ els άπαξ παρορίζ^ι, τδ 8et,vov, άλλά τους aec καϊ 
ρονονουγϊ κατά παν κυρα πολλάκι,ς άπολλυρένους 
eίκovoγpaφeL. καϊ ρην τάς προθέσεις άσννθέτους 
ουσας συναναγκάσας παρά φύσι,ν καϊ ev? άλλήλας 
σvpβLaσάpevoς [ύπεκ θανάτοι,ο^ τα> μέν συvep- 
πι/πτοντι, πaθeL τδ έπος δροίως eβaσάvLσev, τη 8e 
τον έπους σννθλίΛ^ι, τδ πάθος άκρως άπeπλάσaτo

1 Manutius: Ρ has άττάργεν
2 ονκονν aneipyeL (omitted by Robortello) may be a gloss on 

epvKti (so Ruhnken, Mazzucchi).
3 [ύπεκ θανάτοιο] 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.3

Aratus, too, tried to adapt this same idea:

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

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 
compounded0 he has tortured his language into confor
mity with the impending disaster, magnificently figured 
the disaster by the compression of his language, and

a Iliad 15.624-8.
b Aratus, Phaenomena 299.
c I.e. ύπέκ is a compound of υπό (‘under’) and έκ (‘from’).
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LONGINUS

καί μόνον ονκ ένετύπωσεν τη λέζει τον κινδννον τδ 
7 Ιδίωμα "νπέκ θανάτοιο φέρονται.” ονκ άλλως δ 

'Αρχίλοχος επί τον ναναγίον, καί επί τη προσαγγε- 
λία δ Δημοσθένης’ "εσπέρα μέν γάρ ην' φησίν. 
αλλά τάς έζοχάς ώς <άν>^ εϊποι τις άριστίνδην 
έκκαθηραντες έπισννέθηκαν, ονδέν φλοιώδες ή 
άσεμνον η σχολικόν έγκατατάττοντες διά μέσον, 
λνμαίνεται γάρ ταντα τδ ολον, ώσανεί φνγματα η 
άραιώματα έμποιονντα <εις>^ μεγέθη σννοικοδο- 
μονμενα^ τη προς άλληλα σχέσει σνντετειχισμένα.

11. Ιάυνεδρός έστι ταΐς προεκκειμέναις αρετή και 
ην καλονσιν ανζησιν, όταν δεχομένων τών πραγμά
των και αγώνων κατά περιόδονς άρχάς τε πολλάς 
και άναπανλας ετερα έτέροις έπεισκνκλονμενα 

2 μεγέθη σννεχώς επεισάγηται κατά έπίτασιν.^ τοντο 
δέ είτε διά τοπηγορίαν, είτε δείνωσιν, η πραγμάτων 
η κατασκενών έπίρρωσιν, είτ’ έποικοδομίαν^ έργων 
η παθών (μνριαι γάρ ιδέαι τών ανζησεων) γίνοιτο, 
χρη γινωσκειν όμως τδν ρήτορα, ώς ονδέν αν τον- 
των καθ’ αντο σνσταίη χωρίς νφονς τέλειον, πλην ε'ι 
μη εν οικτοις άρα νη Δία η έν εντελισμοίς, τών δ’

1 <άν> add. Ruhnken.
2 <βις> add. Roberts.
3 σννοικοδομονμενα Κ marg., Manutius: Ρ has σννοικονο- 

μονμενα.
4 έπίτασιν Wilamowitz, for επίβασιν.
5 εποικοδομίαν Κ marg., Portus: Ρ has έποικονομίαν. 
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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 shipwrecka and the description of the arrival of the 
news in Demosthenes. “Now it was evening,” etc.13 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

a 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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LONGINUS

3

άλλων αύξητικών οτου περ άν τό υψηλόν αφελής, ώς 
ψυχήν εξ αι ρήσεις σώματος' ευθύς yap άτονει καί 
κενούται το έμπρακτον αυτών μη τοϊς ύψεσι συν- 
επιρρωννύμενον. η μέντοι άιαφέρει τού άρτίως είρη- 
μενου τα νυν παραγγελλόμενα (περιγραφή yap τις 
ην εκείνο τών άκρων λημμάτων καί εις ενότητα σύν
ταξις) καί τίνι καθόλου τών αυξήσεων παραλλάττει 
τά ύψη, της σαφηνείας αύτης ενεκα συντόμως όιορι- 
στέον.

12. 'Ο μεν ούν τών τεχνογράφων όρος εμοιγ’ ούκ 
αρεστός, αύξησίς εστι, φασι, λόγος μέγεθος περι- 
τιθεις τοϊς ύποκειμένοις’ όύναται γάρ αμελεί και 
ύψους καί πάθους και τρόπων είναι κοινός ούτος 
όρος, έπειόη κάκεϊνα τώ λόγω περιτίθησι ποιόν τι 
μέγεθος, έμοι 0έ φαίνεται ταύτα άλληλων παραλ- 
λάττειν, η κεϊται τό μεν ύψος έν όιάρματι, η δ’ αύξη- 
σις και εν πληθεί’ όι ό κεϊνο μεν καν νοηματι ενί 
πολλακις, η δβ πάντως μετά ποσότητος και περιου
σίας τίνος υφίσταται. και εστιν η αύξησις, ώς 
τυπω περιλαβεϊν, συμπληρωσις από πάντων τών 
εμφερομενων τοϊς πραγμασι μορίων καί τόπων, 
ισχυροποιούσα τη επίμονη τό κατεσκευασμένον, 
ταυτη της πιστεως όιεστώσα, οτι η μεν τό ζητούμε- 
νον άποόεί<κνυσιν>^ . . .

1 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.a 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. But in 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.]

a 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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LONGINUS

4

3 ... πλουσιώτατα, καθάπερ τυ πέλαγος, ευς ανα
πεπταμένοι κέχνταυ πολλαχη μέγεθος, οθεν οίμαι

στως εν ογκω καυ μεγακοπρεπευ σεμνοτητυ ονκ

τυ γυνώσκευν) καί ό Κυκέρων τον Δημοσθένονς έν 
τοίς μεγέθεσυ παραλλάττευ. ό μέν γάρ έν νφευ τό 
πλέον άποτόμω, ό δέ Κυκέρων έν χνσευ" καί ό μέν 
ημέτερος διά τό μετά βίας εκαστα ετυ δέ τάχονς 
ρώμης δευνότητος οίον καίευν τε άμα καϊ δυαρπάζευν 
σκηπτω τυνυ παρευκάζουτ’ αν η κεραννώ’ ό δέ Κικέ- 
ρων ώς άμφυλαφης τις εμπρησμός οίμαυ πάντη 
νέμεταυ καϊ άνευλεϊταυ, πολν εχων καϊ επίμονον άεϊ 
τό καυον καϊ δυακληρονομονμενον άλλοτ’ άλλοίως έν 

5 αντω καυ κατα δυαδοχάς άνατρεφόμενον. αλλά 

 

ταντα μέν νμεΐς αν άμευνον έπυκρίνουτε, καυρός δέ 
τον Δημοσθενυκον μέν νψονς και νπερτεταμένον εν 
τε ταϊς δευνωσεσυ καϊ τοϊς σφοδρούς πάθεσυ καϊ

χνσεως οπον χρη καταντλησαυ' τοπηγορίαυς τε γάρ

τοϊς φραστυκοϊς άπασυ καϊ έπυδευκτυκοϊς, ίστορίαυς 
τε καυ φνσυολογυαυς, καυ ονκ ολίγους άλλους μέρεσυν 
άρμόδυος.

13. Οτι μεντου ο Τϊλατων (επάνευμυ γάρ) τουοντω
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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 I 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 απαστράπτει-, “flashes like lightning.”
2 <et> add. K marg., Manutius.
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LONGINUS

τίνϊ χεύματί άψοφητϊ ρεών ου8εν ηττον μεγεθύνεται, 
άνεγνωκώς τά έν τη Πολύτβία, τον τύπον ονκ άγνοεΐς. 
"οί άρα φρονησεα>ς,” φησί, "καϊ αρετής άπειροί 
εύωχίαίς 8έ καϊ τοϊς τοίούτοίς αεί συνόντες κάτω ως 
εοίκε φέρονται καϊ ταύτη πλανώνταί 8ίά βίου, προς 
8έ το αληθές άνω οϋτ’ άνέβλεψαν πώποτε ουτ’ άνη- 
νέχθησαν ού8έ βεβαίου τε καϊ καθαράς η8ονης 
έγεύσαντο, αλλά βοσκημάτων 8ίκην κάτω άεϊ βλέ- 
ποντες καϊ κεκυφότες εις γην καϊ εις τράπεζας 
βόσκονταί χορταζόμενοί καϊ όχεύοντες, καϊ ένεκα 
της τούτων πλεονεξίας λακτίζοντες καϊ κνρίττοντες 
άλληλονς σί8ηροΐς κερασί καϊ όπλαϊς άποκτίννν- 
ονσί 8ί απληστίαν

2 ’Ην8είκνυταί δ’ ημΐν ούτος άνηρ, εί βονλοίμεθα 
μη κατολίγωρεϊν, ως καϊ άλλη τις παρά τά είρημενα 
ο8ος επϊ τά υψηλά τείνει, ποία 8έ καϊ τίς αυτή; τών 
έμπροσθεν μεγάλων συγγραφέων καϊ ποιητών 
μίμησίς τε καϊ ζηλωσίς. καί γε τούτου, φίλτατε, 
άπρϊξ έχώμεθα τον σκοπού' πολλοϊ γάρ άλλοτρίω 
θεοφορούνταί πνεύματί τον αυτόν τρόπον, ον καϊ την 
Πυθίαν λόγος έχει τρίπο8ί πλησίάζονσαν, ένθα 
ρηγμά έστι γης άναπνέον1 ώς φασνν ατμόν ένθεον, 
αυτοθεν έγκύμονα της 8αίμονίον καθίσταμένην 
8νναμεως παραυτίκα χρησμω8έΐν κατ’ έπίπνοίαν’ 
ούτως από της τών αρχαίων μεγαλοφυ'ίας εις τάς

1 άναττνέον Manutius for άνα,πνέϊν Ρ.

a Theaetetus 144Β.
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ON THE SUBLIME 13

his words flows as noiselessly as oil,a 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.

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,0 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.
c The theory that the prophetic power of Delphi was due to 

such an intoxicating vapour or pneuma was widely held in antiq
uity, but the geology of Delphi lends it no support and no “rift in 
the earth” has been identified.
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LONGINUS

τών ζηλονντων έκείνονς ψνχάς ώς άπό νερών στο
μίων άπόρροναί τννες φέρονται, νφ’ ών έπνπνεόμενον 
καί οί μη λίαν φονβαστνκοϊ τω ετέρων σννενθον-

3 cruncrt μεγέθεν. μόνος 'ϊϊρόόοτος Όμηρνκώτατος 
έγένετο; Στησίχορος ετν πρότερον ό τε ’Αρχίλοχος, 
•πάντων δβ τούτων μάλνστα ό Τϊλάτων, από τον 
'Ομηρικόν κείνον νάματος είς αντόν μνρίας όσας 
παρατροπάς άποχετενσάμενος. καϊ ϊσως ημνν άπο-

ενςεων εοεν, et μη τα επ ενοονς καν ον περν Αμμω-
4 ννον εκλεζαντες άνέγραφαν. εστνν δ’ ον κλοπή τό 

πράγμα, άλλ’ ώς άπό καλών ηθών^ η2, πλασμάτων η 
όημνονργημάτων άποτνπωσνς. καϊ ούδ’ αν έπακμά- 
crat3 μον 8οκεϊ τηλνκαντά τννα τοϊς τής φιλοσοφίας 
όόγμασν καϊ είς πονητνκάς νλας πολλαχον σννεμβη- 
ναν καϊ φράσενς, εί μη περϊ πρωτείων νη Αία παντϊ 
θνμώ προς 'Όμηρον, ώς άνταγωννστης νέος προς 
η8η τεθανμασμένον, ϊσως μέν φνλονενκότερον καϊ 
ο'νονεϊ 8να8ορατνζόμενος, ονκ άνωφελώς δ’ όμως 8νη- 
ρνστεύετο. "άγαθη” γάρ κατά τον 'Ήοώοδοί' "ερνς 
η8ε βροτονσν.” καϊ τω οντν καλός οντος καϊ άζνονν- 
κότατος ενκλείας άγων τε καϊ στέφανος, έν ώ καϊ τό 
ηττάσθαν τών προγενεστέρων ονκ άόοξον.

1 εώών Toll. 2 ή Jahn: ή Ρ: ή Fyfe.
3 έπαυθίσαν Buhler.

a 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 months. 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,a 
and above all others Plato,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 
Ammoniusc drawn up a collection. Such borrowing is no 
theft; it is rather like the reproduction of good character 
by sculptures 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.”e 
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 
(ογκον) into prose.” Cf. Introduction.

c A pupil of Aristarchus, who wrote on Plato’s debt to Homer.
d Or (reading η for ή): “an impression taken from good char

acters, sculptures, or other works of art.”
e Hesiod, Works and Days 24.
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LONGINUS

γορίας tl καϊ μεγαλοφροσννης όεόμενον, καλόν 
άναπλάττεσθοα ταϊς ψυχαΐς, πώς άν εί tv\ol ταντό

πνπτοντα yap ημίν κατα ί,ηλον εκεννα τα πρόσωπα 
καϊ οϊον έάαπρέποντα τάς ψνχάς άνοίσει πως προς

κάκεΐνο τη Scavoca προσνπογράφονμεν, πώς άν τόάε 
tl νπ’ εμον λεγόμενον παρών 'Όμηρος ηκονσεν η 
Δημοσθένης, η πώς άν επϊ τοντω άίετεθησαν; τώ 
yap ovtl μεγα τό αγώνισμα, tolovtov νποτίθεσθαί 
τών ίόίων λόγων έάκαστηρίον καϊ θέατρον καϊ έν

των παρορμητυκον, ει προστυνευης πως αν εμον 
ταντα γράφαντος ό μετ’ εμέ πας άκονσευεν αιών; εί
όε rt? αντονεν φοροντο, μη τον lolov [olov καί χρό
νον φθέγζαίτό tl νπερημερον, ανάγκη καϊ τά σνλ-

ανομενα νπο της τοντον ψνχης ατελή KaL

μίας όλως μη τελεσφόρον μένα χρόνον.
15. Όγκον καϊ μεγαληγορίας καϊ άγώνος επϊ 

τσιττ^ς, ώ νεανία, καϊ αί φavτaσίaL παρασκενασ^-

τaσLa παν το οπωσονν εννοημα γεννη^κον λογον 
πapLστaμεvov, ηόη δ’ επϊ τούτων κεκράτηκεν τον-
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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 7T€7T€icr^at Reiske: ‘be persuaded that ...’
2,3 These changes are by Russell (1964).
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LONGINUS

- νομα, όταν a λέγΕυς νπ’ ένθονασυασμον καί πάθονς 
βλέπΕυν 8οκης καί νιτ’ οψυν τυθης τοϊς άκούονσυν. 

2 ώς δ’ ΕΤΕρόν τυ η ρητορυκη φαντασία βούλΕταυ καί 
ΕΤΕρον η παρά πουηταΐς, ονκ άν λάθου ere, ουδ’ otl 
της μέν έν πουήσΕυ τέλος Εστίν Εκπληξυς, της δ’ έν 
λόγους ένάργΕυα, άμφότΕραυ δ’ όμως τό τε <παθητυ- 
κόν>^ έπυζητονσυ καί τό σνγκΕκυνημόνον.

ώ μητΕρ, ΙκΕΤΕύω σΕ, μη ’πίσΕυέ μου 
τάς αυματωπονς καί 8ρακοντώ8Ευς κόρας' 
ανταυ γάρ, ανταυ πλησίον θρώσκονσί μον.

. καί

ου μου, KravEL μΕ’ που φύγω;

έντανθ’ ό πουητης αντός2 e18ev ’Έιρυνύας, ό δβ έφαν- 
τάσθη μυκρον 8euv θΕάσασθαυ καί τονς ακούοντας 

3 ηνάγκασΕν. Εστυ μέν ούν φυλοπονώτατος ό Ί&νρυπί-
8ης δύο ταντί πάθη, μανίας τε καί Ερωτας, έκτραγω- 
8ησαυ, καν τούτους ως ονκ ου8’ Ευ τυσυν Ετέρους 
έπυτνγέστατος, ον μην άλλά καί ταυς άλλαυς έπυτί- 
θΕσθαυ φαντασίαυς ονκ άτολμος, ηκυστά γέ του 
μΕγαλοφνης ων όμως την αντός αντον φύσυν έν 
πολλοϊς γΕνέσθαυ τραγυκην προσηνάγκασΕν καί 
παρ’ Εκαστα έπί τών μΕγΕθών, ώς ό πουητης,

1 add. Kayser.
2 Manutius added <ονκ>: “the poet did not see Furies.”

a Euripides, Orestes 255—7, from the classic scene in which
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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.a

And

Ah, she will slay me, whither shall I flee?k

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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LONGINUS

ούρη 8e πλευράς τε καί υσχίον αμφοτέρωθεν 
μαστίεταυ, έέ δ’ αυτόν έποτρύνευ μαχέσασθαυ.

4 τω γούν Φαέθοντυ παραδυδούς τάς ηνίας δ "Ήλύος

ελα δέ μήτε Λυβυκδν αίθέρ’ εισβολών' 
κράσυν γάρ ύγράν ουκ εχων άψϊδα σην 
καίων^ δυησευ . . .

φησίν, εϊθ’ εξής

ν νττ\ ζ £ ν £ ζ666 ο 6φ 67ττα 11Λ66αοωΓ 6χωζ/ ορομ,ον. 
τοσαΰτ’ άκουσας παϊς εμαρψεν ηνίας’ 
κρούσας δέ πλευρά πτεροφόρων οχημάτων 
μεθήκεν, αί δ’ επταντ’ επ’ αίθερος πτύχας. 
πατήρ δ’ οπυσθε νώτα σευρίου βεβώς 
ίππευε παϊδα νουθετών' έκεϊσ’ ελα, 
τηοε στρεφ αρμα, τηοε.

άρ’ ουκ άν ευπους, ort ή ψυχή του γράφοντος συν- 
επυβαίνευ του άρματος καϊ συγκυνδυνεύουσα τοϊς 
ίππους συνεπτέρωταυ; ού γάρ άν, εί μη τοϊς ουρανί
ους εκείνους εργους υσοδρομούσα έφέρετο, τουαύτ’ άν 
ποτέ εφαντάσθη. ομουα καυ τά έπυ της Ιάασσάνδ ρας 
αύτώυ

1 Richards, for P’s κάτω.
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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.a

For instance, when Helios hands over the reins to 
Phaethon;k

“And do not drive into the Libyan sky.
Its torrid air with no damp humour tempered
Will bum 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:

a Iliad 20.170, describing a wounded lion.
b The following passages are from Euripides’ Phaethon (fr. 

779 Nauck2, see J. Diggle, Euripides3 Phaethon, Cambridge 
1970, lines 168-77). They come from a messenger’s speech 
relating Phaethon’s fatal ride in the Sun god’s chariot.

219



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

LONGINUS

άλλ’ ώ φίλιπποί Τρώβς.

5 τον δ’ Αισχύλου φαυτασίαίς επιτοΚμώντος φρωίκω-

αυτω

άυόρες (φησίν) επτά θούριοι Χοχαγεταί, 
ταυροσφαγούυτες είς μελάνδετον σάκος 
καϊ θιτγγάνοντες χερσϊ ταυρείου φόνου 
’ Αρη τ Έυυώ καϊ φιλαίματον Φόβου 
όρκωμότησαυ

τον ίδιον αυτών?1 προς άλληλους διχα οίκτου συν- 
ομνύμενοι θάνατον, ενίοτε μεντοι άκατεργάστους καί 
οίονεί ποκοειδείς τάς έννοιας καί άμαλάκτους φερον- 
τος, όμως εαυτόν ό Ευριπίδης κάκείνοις ύπό φιλοτι- 

6 μίας τοϊς κινδύνοις προσβιβάζει. καί παρά μεν
Αίσχύλω παραδόζως τά τού Αυκούργου βασίΧεια 
κατά την επιφάνειαν τού Διονύσου θεοφορεΐται,

φώνησε,

παν δε συνεβάκχευ’ ορος.

1 add. Morus; Κ marg, has ώσπερ οί.
2 Faber: Ρ has αυτών.

a Euripides fr. 935 Nauck^. This may come from the Alexan- 
dros, and may have to do with Cassandra’s warning against the
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ON THE SUBLIME 15

O you horse-loving Trojansa

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 —

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.0 

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). c 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

d Euripides, Bacchae 726.
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LONGINUS

7

8

άκρως δέ καί δ Σοφοκλής επί του θνησκοντος Οί8ί- 
πον καί εαντόν μετά διοσημείας τιυδς θαπτοντος 
πεφάντασ'ταΐ;, καί κατά τον άπόπλονν των Ελληυωυ 
επί τάχιλλέως προφαννομένον τοϊς άναγομάνοι,ζ 
νπερ τον τάφον, ην ονκ οί8’ εί tis oi/hv έναργέστε- 
ρον εί8ωλοποίησε Σίμωνί,άον· πάντα 8’ άμήγανον 
παρατίθ&τθαι,. ον μην αλλά τά μέυ παρά τοϊς ποι/η- 
ταϊς μ,νθι,κωτέραν e^el την νπερέκπτωσνν, ως εφην, 
καί πάντη το παττον νπεραίρονσαν, της δέ ρητορι
κής φαντασίας κάλλαστον αεί το Εμπρακτον καί ενά- 
ληθες. 8elvol δέ καί εκφνλοι. αί παραβάσεις, ηνίκ 
άν η πονητι,κον τον λόγον καί μνθώόες τδ πλάσμα 
καί εις παν προεκπϊπτον^ τό ά8ννατον, ως ήδη νη 
Δία καϊ οί καθ’ ημάς 8elvol ρήτορες, καθάπερ οί 
τραγω8οί, βλεπονσνν Έριυυας καί ουδέ εκεϊνο 
μαθεϊν οί γενναϊοϋ 8ννανται,, otl ό λεγων Όρέστης

μεθες’ μι’ ονσα τών έμών ’Εριυυωυ
μέσον μ’ όχμάζευς, ώς βάλης ες τάρταρον 

φαντάζεται τανθ’ otl μaίvετaL.
9 Τί ονν η /ypTopLKT] φαντασία 8vvaTaL; πολλά μεν 

ϊσως καϊ άλλα τοϊς λόγoLς εναγάπαα καϊ εμπαθή 
πpoσεLσφεpεLv, κατα^ρναμένη μώσ^ ταϊς πραγμα- 
^καϊς επν)^ρησεσνν ον πείθεL τον ακροατήν μόνον 
αλλα και δουλούται. καί μην εί tl$,” φησίν, 

avTLKa 8η μάλα κρανγης aKoi^ELE προ τών δικα-

1 So Morus, for ττροσ^κττϊτττον

a Oedipus at Colonus 1586—1666.
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ON THE SUBLIME 15

Sophocles too describes with superb visualization the 
dying Oedipus conducting his own burial amid strange 
portents in the sky;a and Achilles at the departure of the 
Greeks, when he appears above his tomb to those 
embarking,a scene which nobody perhaps has depicted 
so vividly as Simonides.0 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 us!—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.
c D. A. Campbell (ed.), Greek Lyric III (Loeb Classical 

Library) Simonides fr. 557 ( = fr. 52 Page).
d Euripides, Orestes 264—5
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LONGINUS

10

11

12

ee 3 ονχ 
άμα

στηρίων, είτ’ εϊποι τις, ώς άνεωκται το δεσμώτη ριον, 
ol δβ δεσμώται φεύγονσιν, ονθεϊς ούτως οντε γέρων 
οντε νέος όλίγωρός εστιν, ος ονχϊ βοηθήσει καθ’ 
οσον δύναται’ εί δβ δη τις είποι παρελθών, ώς ο τού- 
τονς άφεϊς οντός εστιν, ονδε λόγον τνχών παραντίκ’ 
αν άπόλοιτο.” ώς νή Δία και ό 'Υπερείδης κατηγο
ρούμενος, επειδή τονς δούλονς μετά τήν ήτταν ελεν- 
θερονς έφηφίσατο, "τούτο τδ ψήφισμα,” είπεν, 
ό ρήτωρ εγραφεν άλλ’ ή εν Χαιρωνεία μάχη.” 
γάρ τω πραγματικώς επιχειρείν ό ρήτωρ πεφάντα- 
σται, διό και τον τον πείθειν ορον νπερβεβηκεν τω 
λήμματι. φύσει δε πως εν τοίς τοιούτοις άπασιν άει 
τον κρείττονος άκούομεν, οθεν άπό τον άποδεικτικον 
περιελκόμεθα είς τδ κατά φαντασίαν εκπληκτικόν, ω 
τό πραγματικόν εγκρύπτεται περιλαμπόμενον. καϊ 
τοντ’ ούκ άπεικότως πάσχομεν δνείν γάρ σννταττο- 
μενων νφ’ εν άει τό κρεΐττον είς εαντό τήν θατερον 
δύναμιν περισπά.

Ύοσαντα περϊ τών κατά τάς νοήσεις νφηλών καϊ 
νπο μεγαλοφροσύνης <η>1 μίμήσεως ή φαντασίας 
άπογεννωμενων άρκεσει.

1 add. Manutius: <ή διά> Vahlen.
2 Buhler, for πολύεργον.

16. Αντόθι μεντοι καϊ ό περϊ σχημάτων εφεξής 
τετακται τοπος’ καϊ γάρ ταντ’, αν ον δει σκενάξηται 
τροπον, ώς εφην, ονκ αν ή τνχονσα μεγέθονς εϊη 
μερις. ον μην αλλ’ επεϊ τό πάντα διακριβονν πολύ 
εργον^ εν τω παροντι, μάλλον δ’ άπεριόριστον, 1 2
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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.”a 
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.0

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

a 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. c This summary is puzzling: it omits the con
tents of chap. 10. d In chap. 8.
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LONGINUS

2

ολίγα των οσα μεγαληγορίας άποτελεστικά τον 
πιστώσασθαι τό προκείμενον 'ένεκα καί δη διέξιμεν. 
άπόδειξιν ό Δημοσθένης υπέρ των πεπολιτενμένων 
είσ-φερει. τις δ’ ην η κατά φνσιν χρησις αντης; 
"ούχ ημάρτετε, ώ τον υπέρ της των 'Έλλλήνων ελευ
θερίας αγώνα άράμενοί’ έ\ετε δε οικεία τούτον 
παραδείγματα· ουδέ γάρ οί έν Δίαραθώνι ημαρτον 
ονδ’ οί έν Χαλαμίνι ούδ’ οί έν Πλαταιαΐς.” άλλ’ 
έπειδη καθάπερ έμπνενσθεϊς έξαίφνης νπό θεόν καί 
οίονεί φοιβόληπτος γενόμενος τον τών άριστέων της 
Ελλάδος ορκον έξεφώνησεν "ονκ εστιν όπως ημάρ
τετε, μά τούς έν Χίαραθώνι προκινδυνεύσαντας,” 
φαίνεται, δι ενός τον όμοτικον σχήματος, όπερ 
ένθάδε αποστροφήν έγώ καλώ, τονς μέν προγόνους 
άποθεώσας, ότι δει τονς όντως άποθανόντας ώς
θεούς όμννναι παριστάνων, τοϊς δέ κρίνουσι τό τών 
έκεί προκινδυνευσάντων έντιθείς φρόνημα, την δέ 
της άποδείξεως φύσιν μεθεστακώς είς ύπερβάλλον 
ύψος και πάθος και ξένων καί υπερφυών όρκων 
αξιοπιστίαν, καί άμα παιώνειόν τινα καί άλεξιφάρ- 
μακον είς τάς ψνχάς τών άκονόντων καθιείς λόγον, 
ως κονφιζομενους ύπό τών έγκωμίων μηδέν ελαττον 
τη μαχν ΤΤ) προς Φίλιππον η έπι τοϊς κατά Μαρα- 
θώνα και Σαλαμίνα νικητηρίοις παρίστασθαι φρο- 
νείν οις πάσι τους ακροατάς διά τον σχηματισμού 
σνναρπασας ωχετο. καιτοι παρά τώ Εύπδλιδι τον 
όρκον τό σπέρμα φασίν ενρησθαι-
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ON THE SUBLIME 16

at this point, we will by way of confirmation of our thesis 
i merely run through a few of those which make for 
; grandeur. 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 

I this at home, for neither were the men at Marathon mis
guided nor those at Salamis nor those at Plataea.”a But 
when in a sudden moment of inspiration, as if possessed 

I 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 

i 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:

a 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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LONGINUS

ού γάρ μά την λίαραθώνυ την εμην μάχην 
χαίρων τυς αύτών τούμόν άλγυνεί κεαρ.

εσπυ δ’ ού το όπωσούν τυνά όμόσαυ μεγα, το δβ πού 
καϊ πώς καϊ εφ’ ών καυρών και τίνος ενεκα. άλλ’ 
εκεί μεν ούάεν εστ’ εί μη ορκος, καϊ προς εύτυχούν- 
τας ετυ καϊ ού όεομένους παρηγοριάς τούς 'Αθηναί
ους' ετυ δ’ ούχϊ τούς άνάρας άπαθανατίετας δ πουη- 
της ώμοσεν, 'ινα της εκείνων αρετής τοίς άκούουσυν 
εντεκη λόγον άξυον, άλλ’ από τών προκυνόυνευετάν- 
των επϊ τδ άψυχον άπεπλανηθη, την μάχην, παρά 
δβ τώ Δημοσθενευ πεπραγμάτευταυ προς ηττημενους 
ό ορκος, ώς μη Ααυρώνευαν ετ’ ’Αθηναίους άτύχημα 
φαίνεσ-θαυ, καϊ ταύτόν, ώς εφην, άμα άπόόευζίς εστυ 
τού μηόεν ημαρτηκεναυ, παράόευγμα, όρκων^ πίσπυς, 

4 εγκώμυον, προτροπή, κάπευόηπερ ύπηντα τώ ρητορυ 
"λεγευς ήτταν πολυτευσάμενος, είτα νικάς όμνύευς;” 

ια ταυν εςης κανονυί,ευ καυ ου ασ~φαλευας αγευ καυ 
ονόματα, όυόάσκων ότυ κάν βακχεύμ^ασυ νηφευν άνα- 
γκαυον. 'τούς προκυνόυνεύσαντας,” φησά, "Αίαρα- 
θώνυ καυ τούς Σαλαμΐνυ καυ επ’ ’Αρτεμυσάω ναυμα- 
χησαντας καϊ τούς εν ΠλαταΛοας παραταζαμενους.” 
ουόαμού νυκησαντας” είπεν, άλλά πάντη τό
τέλους όυακεκλοφεν όνομα, επευόηπερ ην εύτυχες καϊ 
τοίς κατα Χαυρώνευαν ύπεναντίον. όυόπερ καυ τον 

άπαντας

τού

τοίς κατά
ακροατήν φθάνων εύθύς ύποφέρευ’ "ους

1 όρκων deleted by Kayser.
2 καϊ <κατ’> Mazzucchi.
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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.a

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 poets 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.'3 “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

a From the Demes (fr. 106 Kassel-Austin).
b A reminiscence of Euripides, Bacchae 317.
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LONGINUS

€$α,ψβ δημοσία” φησίν "η πόλις, Αισχίνη, ονχι τονς 
κατορθώσαντας μόνονςώ

17. Ονκ άζιον επϊ τούτον τον τόπον παραλιπεΐν 
ev τι τών ημών τεθεωρημένων, φίλτατε, εσται 8e 
πάνν σύντομον, otl φύσει πως συμμαχεί τε τώ ύψει 
τά σχήματα και πάλιν άντισνμμαχεΐται θανμαστώς 
νπ’ αυτού. πη 8e και πώς; εγώ φράσω. ύποπτόν 
εστιν ί3ίως τό 3ιά σχημάτων πανονργεΐν και προσ- 
βάλλον υπόνοιαν ενε3ρας επίβουλης παραλογισμού, 
και ταύθ’ όταν η προς κριτήν κύριον ό λόγος, μάλι
στα 3ε προς τνράννονς βασιλέας ηγεμόνας εν 
νπεροχαίς' άγανακτεΐ γάρ ευθύς, εί ώς παΐς άφρων 
νπό τεχνίτου ρητορος σχηματίοις κατασοφίζεται, 
και είς καταφρόνησιν εαυτού λαμβάνων τον παρα- 
λογισμόν ενίοτε μεν άποθηριούται τό σύνολον, καν 
επικράτηση 3ε τον θυμού, προς την πειθώ τών 
λόγων πάντως άντι3ιατίθεται. 3ιόπερ καϊ τότε άρι- 
στον 3οκεΐ τό σχήμα, όταν αντό τούτο 3ιαλανθάνη 

2 ότι σχημά εστιν. τό τοίννν ύφος καϊ πάθος της επι 
τώ σχηματίζειν νπονοίας άλεζημα καϊ θαυμαστή τις 
επικονρια καθίσταται, καί πως περιλαμφθέίσ’ τβ 
τον πανονργεΐν τέχνη τοϊς κάλλεσι καϊ μεγεθεσι τό 
λοιπον 3ε3νκεν καϊ πάσαν νποφίαν εκπέφενγεν. 
ικανόν 3ε τεκμηριον τό προειρημένον "μά τούς εν 
λάαραθώνι. τινι γάρ ένταύθ’ ό ρητωρ άπέκρνφε τό 
ετγ^μα; 3ηλον ότι τώ φωτϊ αντώ. σχε3όν γάρ ώσπερ 
καϊ τάμν3ρά φέγγη έναφανίζεται τώ ηλίω περι- 
ανγούμενα, ούτω τά της ρητορικής σοφίσματα
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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? I will 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 artfuliiess 
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-

1 ή Bury for παραληφθέΐσαν P.
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LONGINUS

3 έξαμανροΐ περίχνθέν πάντοθεν το μέγεθος. ον 
πόρρω δ’ ίσως τούτον καϊ έπϊ τής ζωγραφιάς Tt 
σνμβαίνεί’ έπϊ γάρ τον αντον κείμενων έπίπέ8ον 
παραλλήλων έν χρώμασί τής σκιάς τε καϊ τον
φωτός, όμως προνπαντα τε το φως ταίς οψεσί και ον 
μόνον εήοχον άλλα καϊ έγγντέρω παρά πολύ φαίνε
ται. ούκονν καϊ τών λόγων τά πάθη καϊ τά ύφη, 
ταΐς ψνχαΐς ημών έγγντέρω κείμενα, 8ίά τε φνσίκήν 
τννα σνγγένείαν καϊ δίά λαμπρότητα άεϊ τών σχη
μάτων προεμφανίζεταί καϊ τήν τέχνην αντών άπο- 
σκίάζεί καϊ olov έν κατακαλύφεί τηρεί.

18. Τί 8’ έκεΐνα φώμεν, τάς πεύσείς τε καϊ έρωτή- 
σείς; άρα ονκ ανταΐς τοϊς τών σχημάτων είόοποάαίς 
παρά πολύ έμπρακτότερα καϊ σοβαρώτερα σνντείνει
τα κεγομενα; ή ρονλεσυε, είπε μοί, περαοντες 
άλλήλων πννθάνεσθαί’ λέγεται τί καινόν; τί γάρ άν
γένοίτο τούτον καννότερον ή λϊακε8ών άνήρ καταπο-

αΛΛ ασαενεί. τί ο νμίν Οίαφερεί; καί γαρ αν οντος 
τί πάθη, ταχέως νμείς ετερον Φίλιππον ποιήσετε.”

8η π ροσ ορμιού μέθα; ήρετό τις. ενρήσεί τά σαθρά

2 ματίσμώ το ρηθεν αλλά καϊ πίστότερον. άγει γάρ
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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 Ts 
there any news?’a For what stranger news could there be 
than this of a Macedonian conquering Greece? Ts 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

a This and the following passage are loose quotations from 
the First Philippic (Demosthenes, Oration 4.10 and 44).
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LONGINUS

e77tT7/8ev6tr αυτός ό λέγων άλλά γεννάν ο καιρός, η 
δ’ έρώτησις η εις έαυτον καϊ άπόκρισις μιμείται του 
πάθους τό επίκαιρον. σχεδόν γάρ ώς οί ύφ’ ετέρων 
έρωτώμενοι παροξυνθέντες έκ του παραχρημα προς 
τό λεχθέν έναγωνίως και απ’ αυτής της άληθείας 
άνθυπαντώσιν, ούτως τό σχήμα της πεύσεως καϊ 
άποκρίσεως εις τό δοκεΐν έκαστον των έσκεμμένων 
έά ύπογύου κεκινησθαί τε και λέγεσθαι τον άκροα- 
την άπάγον και παραλογίζεται. ετι τοίνυν (έν γάρ 
τι των ύφηλοτάτων τό "Άροδότειον πεπίστευται) εί 

Cf if Ίούτως e . . .
19. ... <άσύμ>πλοκα^ εκπίπτει καϊ οιονεϊ προ-

χεϊται τά λεγάμενα, ολίγου δεϊν φθάνοντα καϊ αυτόν 
τον λέγοντα. "καϊ συμβαλόντες,” φησϊν ό ξενοφών, 
"τάς άσπίδας έωθούντο έμάχοντο άπέκτεινον άπε- 

2 θνησκον.” καϊ τά τού Έώρυλόχου

ηλθομεν, ώς έκέλευες, άνά δρυμά, φαίδιμ’ 
Όδυσσεύ.

εϊδομεν έν βησσησι τετυγμένα δώματα καλά.

τα γαρ αλληλων διακεκομμένα καϊ ούδεν ησσον 
κατεσπευσμένα φέρει της αγωνίας εμφασιν άμα καϊ 
έμποδιζούσης τι καϊ συνδιωκούσης.3 τοιαύθ’ ό ποιη-

1 Perhaps ε<γραψε>, if Longinus was about to compare 
Herodotus’ actual use of the figure with the ineffective alterna
tive of doing without it. Cf. chap. 21.

2 So K marg., Manutius.
3 So Faber for P’s σννδιοικοναης.
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ON THE SUBLIME 18-19

premeditated by the speaker but to be bom 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. . .a

[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.”c 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

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

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

c Xenophon, Hellenica 4.3.19 ( = Agesilaus 2.12).
d Odyssey 10.251-2.
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LONGINUS

τής ίζηνΕγκΕ 8ca τών άσνν8&των.
20. νΑκρως δβ καί η Επί τούτο σύνοδος των σχη

μάτων ΕΪωθΕ klvelv, όταν δύο ή τρία olov κατά συμ
μορίαν άνακφνάμενα άλλήλοι,ς Ερανίζη την ίσχνν 
την πΕίθώ το κάλλος, όποια καί τά βις τον Μβιδιαν, 
ταΐς άναφοραΐς όμοΰ καί τη διατνπώσβι σνναναπΕ- 
πλεγμενα τά άσύνδβτα. "πολλά γάρ άν ποι,ησΕΐ,Εν ό 
τνπτων, ών ό παθών Ενι,α ον8’ άν άπαγγΕΐλαι, 
όυναίτο ζτερω, τώ σχήματι, τώ βλΕμματι,, τη φωνή”

2 eta ινα μη €πι των αυτών ο λογος ιων στη \ev στα- 
σ€ΐ γάρ τό ηρΕμονν, ev άταξία δβ τδ πάθος, βπβί 
φορά φνχης καί συγκίνησίς Εστνν), Ευθύς Επ’ άλλα 
μΕθηλατο άσύν§Ετα καί Επαναφοράς' "τώ σχήματι,, 
τώ βλέμματι,, τη φωνή, όταν ώς νβρίζων, όταν ώς

3 /I / <7 £ Ζ\ 33 3<>'εχνρος, όταν κονουλοίς, όταν ως οονλον. ovoev 
άλλο δ ιά τούτων ό ρητωρ η όπΕρ ό τνπτων Εργάζε
ται,, την διάνοιαν τών 8ίκαστών τη βπαλλήλω πλητ-

3 τ€ΐ φορά, βίτ’ ΕντΕυθΕν πάλι,ν ώς αί καταιγίδβς 
άλλην ποι,ούμΕνος Εμβολήν "όταν κονόνλοι,ς, όταν 
Επί κόρρης φησύ "ταντα kcveI, ταντα Ε^ίστησυν 
ανθρωπονς, άηθΕΐ,ς όντας τον προπηλακίζΕσθαι/ 
ον§Εΐς άν ταντα άπαγγόλλων 8νναιτο το 8elvov 
παραστησαι. ονκονν την μΕν φνσι,ν τών Επαναφο
ρών και, ασννόΕτων πάντη φνλάττΕί, τη σννΕγΕΛ, 
μΕταβολη’ όντως αντώ καί η τάζι,ς άτακτον καί 
Εμπαλι,ν η αταξία ποιαν πΕρι,λαμβάνΕί, τάζμν.
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ON THE SUBLIME 20

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.a “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 it’s 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.

a Demosthenes, Oration 21.72 (with some variations from 
our text).
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LONGINUS

21. Φβρβ ούν, πρόσθες τούς συνδέσμους, εί 
θέλους, ώς πουούσυν οί Ίσοκράτευου "καί μην ουδέ 
τούτο χρη παραλυπευν, ώς πολλά αν πουησευεν δ 
τύπτων, πρώτον μεν τώ σχήματυ, είτα δε τω βλέμ
ματά εϊτά γε μην αύτη τη φωνή,” καϊ άίση κατά 
το έξης ούτως παραγράφων, ώς τού πάθους το 
συνδεδυωγμένον καϊ άποτραχυνόμενον, εάν τοϊς 
συνδέσμους εξομάλισης είς λευότητα, άκεντρόν τε

2 προσπίπτει καϊ ευθύς εσβεσταυ. ώσπερ γάρ εί τυς 
συνδησευε τών θεόντων τά σώματα την φοράν αυτών 
άφηρηταυ, ούτως καϊ το πάθος ύπο τών συνδέσμων 
καϊ τών άλλων προσθηκών έμποδυζόμενον άγα- 
νακτεϊ" την γάρ ελευθερίαν άπολλύεβ τού δρόμου 
καϊ τό ώς άπ’ οργάνου τυνός άφίεσθαυ.

22. Τή? δβ αυτής ιδέας καϊ τά ύπερβατά θετέον. 
εστυν δέ λέξεων η νοήσεων έκ τού κατ’ άκολουθίαν 
κεκυνημένη τάξυς καϊ οίονεϊ χαρακτηρ εναγώνιου 
πάθους άληθέστατος. ώς γάρ οί τώ οντυ όργυζόμε- 
νου η φοβούμενου η άγανακτούντες η ύπο ζηλοτυ
πίας η ύπο άλλου τυνός (πολλά γάρ καϊ άναρίθμητα 
πάθη καί ούδ’ αν είπευν τυς όπόσα δύναυτο) εκάστοτε 
παραπίπτοντες άλλα προθέμενου πολλάκυς επ’ άλλα 
μεταπηδώσυ, μέσα τυνά παρεμβαλόντες άλόγως, ευτ’ 
αύθυς επυ τά πρώτα άνακυκλούντες καϊ πάντη προς 
της αγωνίας, ώς ύπ’ άστάτου πνεύματος, τηδε 
κακευσε άγχυστρόφως άντυσπώμενου τάς λέξευς τάς

1 So Finck for Ps άπολνευ.
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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 Isocratesa 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,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

a 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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LONGINUS

νοησευς την εκ τον κατά φύσυν ειρμόν παντουως 
προς μνρυας τροπάς έναλλάττονσυ τάζυν, οντω παρά 
τοίς άρυστους σνγγραφεύσυ 8υά των νπερβατών η 
μίμησής επυ τά της φύσεως έργα φέρεται, τότε γάρ 
ή τέχνη τελευος, ηνυκ αν φνσυς eipai οοκη, η ο αν 
φύσυς έπυτνχης, όταν λανθάνονσαν περυέχη την 
τέχνην, ώσπερ λέγευ ό Φωκαενς Δυονύσυος παρά τω 
'Ήρο8ότω' "επυ ζνρού γάρ ακμής εχεταυ ημυν τά 
πράγματα, άν8ρες ’'Ιωνες, είναυ έλενθέρους η 8ού- 
λους καυ τούτους ώς 8ραπέτησυν. νύν ών νμευς ην 
μέν βούλησθε ταλαυπωρυας εν8έχεσθαυ, παραχρημα 
μεν πόνος νμϊν, o'uou τε 8έ εσεσθε νπερβαλέσθαυ

2 τονς πολεμυονς.” ενταύθ’ ην τό κατά τάξυν’ "ώ 
άν8ρες ’Ίωνες, ννν καυρός εστυν νμϊν πόνονς επυ8έ- 
χεσθαν επυ ζνρού γάρ ακμής εχεταυ ημί,ν τά πράγ-

» c <> \ \ \ tty Q ντ ss c /Ω//Ί/ζατα. ο θ€ το μεν ανορες Ιω^βς VTrepepLpa<Tev* 
προευσέβαλεν ούυ1 ενθνς από του φόβον, ώς μη8’ 
αρχήν φθάνων προς τό έφεεττώς 8έος προσαγορεύ
εται, τονς ακούοντας' επευτα 8έ την τών νοημάτων 
άπέστρεφε τάζυν προ γάρ τον φησαυ οτι αντονς δβΐ 
πονευν (τούτο γάρ εστυν ό παρακελεύεταυ) έμ
προσθεν άπο8υ8ωσυ την αυτυαν 8υ ην πονευν 8εΐ, 
επί ζνρού ακμής” φησας "εχεταυ ημϊν τά πράγ

ματα, ώς μη 8οκευν έσκεμμένα λέγευν άλλ’
3 ηναγκασμενα. ετυ 8έ μάλλον ό Θονκν8υ8ης καυ τά 

φνσευ πάντως ηνωμένα καυ ά8υανέμητα όμως τους 
νπερβασεσυν απ’ αλληλων άγευν 8ευνότατος. ό 8έ 
Δημοσθένης ονχ όντως μέν ανθά8ης ώσπερ οντος,
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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.a 
“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,

a Herodotus 6.11.

1 γάρ Spengel.
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LONGINUS

4

πάντων δ’ εν τώ γενει τούτω κατακορεστατος καί 
πολύ τό άγωνιστικόν εκ τον ύπερβιβάζειν καί ετι νή 
Δία τδ εξ ύπογύου Xeyecp συνεμφαίνων καί πρός 
τούτοις εις τον κίνδυνον τών μακρών ύπερβατών 
τούς ακούοντας συνεπισπώμενος' πολλάκις yap τον 
νουν όν ώρμησεν είπεϊν άνακρεμάσας καί μεταξύ 
πως^ εις αλλόφυλον καί άπεοικυΐαν τάξιν άλλ’ επ’ 
αλλοις διά μέσου καί εξωθεν ποθεν επεισκυκλών εις 
φόβον εμβολών τον ακροατήν ώς επί παντελέΐ τού 
λόγου διαπτώσει καί συναποκινδυνεύειν ύπ’ αγωνίας 
τώ λέγοντι συναναγκάσας, είτα παραλόγως δια 
μακρον τό πάλαι ζητούμενου εύκαίρως επί τελεί που 
προσαποδούς, αύτώ τώ κατά τάς υπερβάσεις παρα
βάλω καί άκροσ-φαλεΐ πολύ μάλλον εκπλήττει, 
φειδώ δε τών παραδειγμάτων έστω διά τό πλήθος.

23. Τά γε μην πολύπτωτα λεγάμενα, άθροισμοί 
καί μεταβολαί καί κλίμακες, πάνυ άγωνιστικά, ώς 
οίσθα, κόσμου τε καί παντός ύψους καί πάθους σύν
εργά. τί δε αί τών πτώσεων χρόνων προσώπων 
αριθμών γενών εναλλάξεις, πώς ποτέ καταποικίλ- 
λουσι καί επεγείρουσι τά ερμηνευτικά; φημί δε τών 
κατά τούς άριθμούς ού μόνα ταύτα κοσμεϊν, όπόσα 
τοϊς τύποις ενικά οντα τή δυνάμει κατά τήν άναθεώ- 
ρησιν πληθυντικά εύρίσκεται"

αύτίκα (φησι) λαός άπειρων
θύννον?1 επ’ ήιόνεσσι διιστάμενοι κελάδησαν"

1 So Wilamowitz, for P’s μεταξύ ώς.
2 θύννον Vahlen for P’s θύννων.
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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 speakers 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! ”a

a 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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LONGINUS

οπού προσπίπτει τά πληθυντικά μεγάλορρημονέ-
\στερα και αυτω δοςοκοπουντα τω οχλω του αρινμου.

3 τοιαυτα παρά τω Σοφοκλεΐ τά επί. του Οιδίπου’

ώ γάμοι, γάμοι,
έφύσαθ’ ημάς και φυτεύσαντες πάλιν 
άνεϊτε ταύτο σπέρμα κάπεδείζατε 
πατέρας αδελφούς παΐδας, αίμ’ εμφύλιον, 
νύμφας γυναίκας μητέρας τε χώπόσα 
αισχιστ’ εν άνθρωποισιν έργα γίγνεται.

παντα γαρ ταυτα εν ονομα εστιν, υιόιπους, επι

τικα ο αρισμος συνεπκηαυσε και τας ατυχίας’ και 
ως εκείνα πεπλεόνασται,

έζηλθον ' 'Έκτορές τε και λαμπηδόνες’

βάρβαροι συνοικούσιν ημίν, άλλ’ αυτοί 'Έλληνες,

έξακουεται τά πράγματα κομπωδέστερα άγεληδδν 
ούτως τών ονομάτων επισυντιθεμένων. ού μέντοι δεϊ

1 υποκείμενα Petra for ύπερκείμενα.
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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.a

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 too, 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 bom barbarians share our home, 
but we are pure Greeks here, no semi-barbarians,”c 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

a Oedipus Tyrannus 1403—8.
b Source unknown: see Kannicht-Snell, Tragicorum Graeco

rum Fragmenta II (Adespota 1 fr. 289).
c Plato, Menexenus 245D. “Elsewhere” presumably refers to 

another book.
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LONGINUS

er τν τοντων ή τα πλΕνονα, ΕπΕν τον το πανταχον 
κώ8ωνας Ε^ηφθαν λναν σοφνστνκόν.

/ X

τνκων Ενς τα Εννκα ΕπνσνναγομΕνα evvote νψηκοφανΕ- 
στατα. " ΕπΕνθ’ η Π^λοττοΓΓησος άπαντα 8νΕνστήκΕν’

ν8άζαντν Ενς 8άκρνα ΕπΕΟΈ το θεητρον.”1 τδ εκ τών
νηρημενων Ενς τα ηνωμένα Επνσνστρεψαν τον α

2 μον σωματοΕνοΕστερον. αντνον ο επ αμφονν τον
χ e χ e / x/κοσμου ταυτον ονμαυ οπού τε yap ειακα υπάρχει, τα 

ονόματα, τό πολλά πονεϊν αντά παρά 8όζαν Εμπα
θούς, οπον τε πληθνντνκά, τδ 6ΐς εν tv ενηχον 
σνγκορνφονν τά πλενονα 8νά την Ενς τονναντνον 
μΕταμόρφωσ-νν τών πραγμάτων εν τώ παραλόγω.

25. ''Οταν γε μην τά παρεληλνθότα τοϊς χρόνονς 
ενσάγης ώς γννόμενα καν παρόντα, ον 8νηγησνν ετν 
τον λόγον άλλ’ εναγώννον πράγμα πονησενς. "πε- 
πτωκώς 8ε τις,” φησνν ό π,Ενοφών, "νπό τώ Κύρον 
νππω καν πατονμενος πανεν τη μαχανρα Ενς την 
γαστέρα τον 'ίππον ό 8ε σφα8άζων άποσενεταν τον 
Κάρον, ό 8ε πνπτενώ τονοντος εν τονς πλενστονς ό 
Θονκν8ν8ης.

26. Έίναγώννος 8’ όμονως καν η τών προσώπων 
αντνμΕταθΕσνς καν πολλάκνς εν μεσονς τονς κνν8ννονς 
πονονσα τον ακροατήν 8οκΕΪν στρεφεσθαν.

1 ere ere τό θ&ητρον Toll for €77€<top οί θεώμενον.

246



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

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.a Again, “when Phrynichus produced his 
Capture of Miletus the theatre burst into tears. ”k 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.”0 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.

a De corona (Oration 18) 18.
b Herodotus 6.21.
c Xenophon, Cyropaedia 7.1.37.
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LONGINUS

φαίης κ άκμητας καϊ άτεφεας 
άντεσθ’ εν πολεμώ’ ώς εσσνμενως έμάχοντο.

καϊ ό ’Αφατος

μη κείνω ενϊ μηνϊ περι,κλνζοι,ο θαλάσση.

2 ώδε πον καϊ δ 'Ήφόδοτος’ "άπο δε ’Ελεφάντινης 
πόλεως άνω πλενσεαυ, καϊ επεντα άφίξη ες πεδίον 
λείον’ δυεζελθών δ€ τοντο τδ χωρίον ανθι,ς είς ετερον 
πλόίον εμβάς πλενσεαυ δν’ ημέρας, επευτα ηάει,ς ες 
πόλνν μεγάλην, η ονομα Μβρότ?.” δρας, ώ εταίρε, ώς 
παραλαβών σον την φνχην διά τών τόπων άγει την 
ακοήν οψνν ποι,ών; πάντα δε τά τοι,αντα προς αντά 
άπερει,δόμενα τά πρόσωπα επ’

3 ακροατήν τών ενεργονμενων.
V ..........

αντών ϊ στη συ τον 
καϊ όταν ώς ον προς 

άπαντας άλλ’ ώς προς μόνον τι,νά λαλης,

Τυδ^ίδην δ’ ονκ αν γνοί,ης ποτεροι,συ μετείη,

εμπαθεστερόν τε αντδν άμα καϊ προσεκτϋκώτερον 
καϊ άγώνος εμπλεων άποτελεσει,ς, ταΐς είς εαντδν 
προσφωνησεσι,ν εξεγειφόμενον.

27. 'Ert γε μην εσθ’ δτε περϊ προσώπον διηγού
μενος ο σνγγραφενς εζαίφνης παρενεχθεϊς είς τδ 
αντοπρόσωπον άντυμεθίσταταυ, καϊ εστν τδ tolovtov 
είδος εκβολή τις πάθονς.

a Iliad, 15.697-8.
b Aratus, Phaenomena 287.
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ON THE SUBLIME 26-27

. . . You would say that unworn and 
with temper undaunted

Each met the other in war, so headlong the rush of 
their battle.a

And Aratus’ line:

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

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.”c 
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—

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:

c Herodotus 2.29.
d Iliad 5.85.
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LONGINUS

''Έκτωρ Se Τρώεσσεν εκεκΧετο ρακρδν άνσας 
νηνσίν entcrcrevecr^at, ear δ' εναρα βροτόεντα’ 
δν δ" άν εγών άπάνενθε νεών εθεΧοντα νοήσω, 
αντον οί θάνατον ρητίσοραε.

ονκονν την ρεν δεήγησεν δίτβ πρεπονσαν δ ποεητης 
προσηφεν εαντω, την δ’ άπότορον άπεεΧην τω θνρω 
τον ηγερόνος εξαπίνης ονδεν προδηΧώσας περεεθη- 
κεν εψνχετο yap, εί παρενετίθεε "εΧεγεν δε τόεά τενα 
καί τοΐα ό ''Έκτωρ,” νννε δ’ εφθακεν άφνω τον ρετα-

2 βαίνοντα η τον Χόγον ρετάβασες. δεδ καί η 
πρόσχρησες^ τον σχηρατος τότε, ηνεκ’ άν όξνς δ 
καερδς ων δεαρέΧΧεεν τω γράφοντε ρη δεδω άλλ’ 
ενθνς επαναγκάζη ρεταβαενεεν εκ προσώπων εες 
πρόσωπα’ ως καε παρά τω 'Έκαταεω’ "Έ,ηνξ δε 
ταντα δεενά ποεονρενος αντεκα εκεΧενε τονς [Ήρα- 
κΧεεδας]1 2, επεγόνονς εκχωρεϊν’ ον yap νρεν δννατός 
εερε άρηγεεν. ως ρη ών αντοε τε άποΧεεσθε κάρε

3 τρώσετε, ες άΧΧον τενά δηρον άποίχεσθε.” δ 
yap Δηροσθενης κατ’ άΧΧον τενά τρόπον επί 
Αρεστογεετονος ερπαθες τδ ποΧνπρόσωπον 
άγχεστροφον παρεστακεν. "καε ονδείς νρών

1 πρόσχρησες Manutius for πρόχρησες Ρ.
2 [Ήρακλείδας] del. Russell (1964).

Χην,” φησίν, "ονδ’ οργήν εχων ενρεθησεταε εφ’ οϊς 
δ βδεΧνρδς οντος καί άναεδης βεάζεταε, ος, ώ ρεα- 
ρώτατε απάντων, κεκΧεεσρενης σοε της παρρησίας 
ον κεγκΧεσεν ονδε θνραες, ά καί παρανοεξεεεν άν τες

εν άτεΧεε τω νω ταχν δεαΧΧάξας καί ρόνον

ρεν 
τον 
καί 
χο-
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ON THE SUBLIME 27

Hector lifted his voice and cried afar to the Trojans 
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 I plan.a

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 . . .”c Leaving his sense incomplete he has

a 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.

c [Demosthenes] Or. 25.27-8.
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LONGINUS

πρόσωπα ος, ω μιαρωτατΕ etra προς τον Αριστο- 
γΕίτονα τον Xoyor1 άποστρέψας και άπολιπώίν

κηρυς, Τ17ΤΤ6 de ere προΕσαν μνηστηρΕς
αγαυοι;

ΕίπΕμΕναι 8μωησιν Ό8υσσηος Θειοιο

Εργων παύσασθαι, σφίσι δ’ αύτοϊς 8αΐτα 
πένΕσθαι;

μη μνηστΕυσαντΕς, μη8’ αλλοθ’ ομιλησαντΕς, 
ύστατα και πύματα νυν ev3a8e 8ΕΐπνησΕΐαν, 
οι θάμ’ άγΕίρόμΕνοι βίοτον κατακΕψΕΤΕ πολλόν,

e τι πατρων
/υμΕΤΕρων των προσσΕν ακουΕΤΕ, παιόΕς ΕοντΕς,

'ΐ· ς χνoto? Oovcrcrev? ΕσκΕ.

28. Kat μόντοι πΕρίφρασις ώς ούχ ύψηλοποιόν, 
ού8Εΐς αν οίμαι 8ιστάσΕΐΕν. ώς yap ev μουσική 8ιά 
τών παράφωνων καλουμόνων ό κύριος φθόγγος 
η8ίων αποτΕλώίται, ούτως η πΕρίφρασις πολλάκις 
συμφθέγγΕται τη κυριολογία και Εις κόσμον Επι 
πολύ συνηχΕί, και μαλιστ , αν μη Εχη φυσώ8ές τι 

2 και αμουσον άλλ’ ήδβως ΚΕκραμένον. ικανός 8ε 
τούτο ΤΕκμηριώσαι και Πλάτων κατα την Εισβολήν

1 So Weiske, for τον προς τον ’Αριστογ^ίτονα λόγον. Edi
tors have also proposed a lacuna before άπολιπέΐν, supplying,
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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.a

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

a Odyssey 4.681-9.
e.g., <τούς κριτάς>. The translation assumes this sense. See 
Buhler (1964), 130.
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LONGINUS

του επιταφίου’ “εργω μεν ημίν οιδ’ εχουσι τά 
προσήκοντα σφίσιν αύτοίς, ών τυχόντες πορεύονται 
την ειμαρμένην πορείαν, προπεμφθεντες κοινή μεν 
ύπο της πόλεως, ιδία δε έκαστος υπό τών προσηκόν
των.” ούκούν τον θάνατον είπεν ειμαρμένην 
πορείαν, το δε τετυχηκεναι τών νομιζομενων προ- 
πομπην τινα δημοσίαν υπό της πατρίδος. άρα δη 
τούτοις μετρίως ώγκωσε την νόησιν, η φίλην λαβών 
την λεζιν εμελοποίησε καθάπερ αρμονίαν τινά την

3 εκ της περιφράσεως περιχεάμενος εύμελειαν;. και 
Έενοφών "πόνον δε τού ζην ηδεως ηγεμόνα νομίζετε, 
κάλλιστον δε πάντων καί πολεμικώτατον κτήμα είς 
τάς ψυχάς συγκεκόμισθε· επαινούμενοι γάρ μάλλον 
η τοίς άλλοις πάσι χαίρετε” άντι τού "πονέίν 
(7€Λ6Τ6 πονον ηγεμόνα του ζην ηοεως 7tol€l(t(7€ 
είπών και τάλλ’ ομοίως επεκτείνας 
έννοιαν τώ επαίνω προσπεριωρίσατο. 
τον εκείνο τού Ηροδότου’ 
συλησασιν 
νούσον”

μεγάλην τινά 
και τδ άμίμη- 
Σκυθεων τοίς 
θεός θηλειαν

CC /Λ των 
τδ ιερόν ενεβαλεν

δε
e 

η

29. Έπτίκηρον μεντοι τδ πράγμα, η περίφρασις, 
τών άλλων πλέον, ει μη συν μετρω^ τινι λαμβά- 
νοιτο’ ευθύς γάρ άβλεμες προσπίπτει, κουφολογίας 
τε όζον και παχύτητος.1 2, οθεν καί τδν ΤΙλάτωνα (δει
νός γαρ άει περί σχήμα καν τισιν άκαίρως) εν τοϊς

1 σνν μέτρω Morus for συμμέτρως.
2 παχντητος Manutius, for παχύτατου.
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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.”a 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.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.”0

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 
triviality 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.
c Herodotus 1.105.4.
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LONGINUS

Νομοί? λεγοντα ως ούτε αργυρουν δει πλούτον ούτε 
χρυσούν έν πόλει ίδρυμένον εάν οίκειν δίοτγλευά- 
ζουσιν, ώς εί πρόβατα, φησίν, έκώλυε κεκτήσθαι,

μάτων χρήσεως εκ παρενθήκης τοσαύτα πεφιλολο- 
γήσθαι, Ύερεντιανέ φίλτατε’ πάντα yap ταυτα 
παθητικωτέρους καϊ συγκεκινημένους αποτελεί τούς 
λόγους· πάθος δέ ύψους μετέχει, τοσούτον, όπόσον

σις τα πλειω δι εκατερου διεπτυκται, ιαι δη, [ai'J 
τού φραστικού μέρους ει^ τινα λοιπά ετι, προσεπι- 
θεασώμεθα. ότι μεν τοίνυν η τών κυρίων καί μεγα
λοπρεπών ονομάτων εκλογή θαυμαστώς άγει και 
κατακηλει τούς ακούοντας και ώς πάσι τοϊς ρήτορσι 
και συγγραφεύσι κατ’ άκρον επιτήδευμα, μέγεθος 
άμα κάλλος εύπίνειαν βάρος ίσχύν κράτος ετι δέ 
γάνωσίν τινα τοϊς λόγοις ώσπερ άγάλμασι καλλί- 
στοις δι αυτής έπανθεϊν παρασκευάζουσα και οίονεί 
ψυχήν τινα τοϊς πράγμασι φωνητικήν έντιθεϊσα, μή 
και περιττόν ή προς είδότας διεζιέναι. φώς γάρ τώ 

2 οντι ίδιον τού νού τά καλά ονόματα, ό μέντοι γε 
ογκος αυτών ού πάντη χρειώδης, έπει τοϊς μικροϊς 
πραγματιοις περιτιθέναι μεγάλα και σεμνά ονόματα 
ταυτον αν φαίνοιτο, ώς εϊ τις τραγικόν προσωπειον

1 [άρ] del. Russell (1964).
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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 

1 in a city.”a 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.b

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 living 
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

a Plato, Laws 7.801B
b Cf. the comparison between Iliad and Odyssey, above 

9.11-15.

2 Spengel reads rj, retaining civ.
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LONGINUS

μέγα παιδί περιθείη νηπίω. πλήν εν μεν ποιήσει 
V ' 1καιι . . .
31. . . . θ ρεπτικώτατον και γόνιμον, τό δ’2

Άνακρέοντος "ονκετι θρηικίης <πώλον>3 έπιστρέ- 
φομαι.” ταντη και τό τον Θεοπόμπου καινόν 
επαινετόν^—διά τό άνάλογον εμοι γε σημαντικώ- 
τατα έχειν δοκεΐ—όπερ ό Kat/ctXto? ονκ οίδ’ όπως 
καταμέμφεται. ''δεινός ών,” φησίν, "ό Φίλιππος 
άναγκοφαγήσαι πράγματα.” εστιν άρ’ ό ιδιωτι
σμός ενίοτε τον κόσμον παρά πολύ εμφανιστικώτε- 
ρον' επιγινώσκεται γάρ αντόθεν εκ τον κοινού βίον, 
τό δέ σννηθες ήδη πιστότερου, ονκονν επι τον τά 
αισχρά και ρυπαρά τλημόνως και μεθ’ ηδονής ένεκα 

2 πλεονεξίας καρτερονντος τό άναγκοφαγεϊν τά 
πράγματα εναργέστατα παρείληπται. ώδε πως έχει 
και τά ϊίροδότεια' "ό Κλεομένης,” φησί, “μανεις 
τάς εαυτόν σάρκας ξιφιδίω κατέτεμεν είς λεπτά, 
εως όλον καταχορδενων εαυτόν διέφθειρεν,” καί "ό 
Τϊύθης εως τοΰδε επί τής νεώς έμάχετο, έως άπας 
κατεκρεονργήθη.” ταύτα γάρ εγγύς παραξνει τον 
ιδιώτην, άλλ’ ονκ ιδιωτεύει τω σημαντικώς.

1 ιστορία (Toll) must be the word that is broken off.
2 Perhaps το τάνακρέοντος (Russell 1964); but it is possible 

that ονκέτι 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 <πώλου> supplied by Bergk.
4 So Vahlen; καϊ τον νπήνζτον Ρ.
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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.”a 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 things.”13 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.”0 These come perilously near to vulgarity, but 
are not vulgar because they are so expressive.

a Anacreon, fr. eleg. 5 (D. A. Campbell, Greek Lyric II 
p. 148).

b Theopompus fr. 262 (FGrHist 115 F 262).
c Herodotus 6.75, 7.181.
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LONGINUS

32. Περί Sc πλήθους [και]1 μεταφορών ό μεν

1 και deleted by Robortelli.
2 κάπι Pearce for κάπειτα.

Καχκίλι,ος εοικε συγκατατίθεσθαι τοϊς δύο ή τδ 
πλεϊστον τρεις επί ταύτοΰ νομοθετουσι τάττεσθαι’ ο 
γαρ Δημοσθένης ορος καϊ τών τοιούτων δ τής 
χρείας δέ καιρός, ένθα τα πάθη χείμαρρον όίκην 
έλαύνεται, καί την πολυπληθειαν αυτών ώς άναγ- 

2 καίαν ενταύθα συνεφέλκεται. "άνθρωποί,” φησί
/ \\ / \ 3/ztapot καί κόλακες, ηκρωτηρίασμενοί τας εαυτών 

έκαστοι πατρίόας, την ελευθερίαν προπεπωκότες 
πρότερον Φιλίππω, νυνι δε ’Αλεζάνόρω, τη γαστρϊ 
μετρονντες καί τοϊς αίσχίστοις την ευόαιμονίαν, την 
δ’ ελευθερίαν καί τό μηόενα έχειν όεσπότην, ά τοϊς 
πρότερον "ΈΧλησιν οροί τών αγαθών ησαν καί 
κανόνες, άνατετροφότες/’ ενταύθα τώ πληθει τών 
τροπικών ό κατά τών προδοτών έπιπροσθεϊ του ρη- 

3 τορος θυμός, όιόπερ ό μεν ’Αριστοτέλης καί ό θεδ- 
φραστος μειλίγματά φασί τινα τών θρασειών είναι 

\ ee ζ ι / / ζζ e /ssταυτα μεταφορών, το ωσπερει φαναι και οιονει 
καί "εί χρη τούτον είπεϊν τον τρόπον” καί "εί 8εϊ

ασιν, ιαται τα τολμηρά’ εγω οε και ταυτα μεν απο-

όπερ εφην κάπϊ% τών σχημάτων, τά εύκαιρα και

τινα αλεζιφάρμακα, οτι τώ ροθίω της φοράς ταυτί
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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.”a Here it is the orators 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.”^ 
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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LONGINUS

πέφυκεν άπαντα τάλλα παρασύρειν καϊ προωθείν, 
μάλλον δβ καϊ ώς αναγκαία πάντως είσπράττεσθαι 
τά παράβολα, καϊ ονκ έά τον ακροατήν σχολάζειν 
περϊ τον τού πλήθους έλεγχον διά τό συνενθουσιάν 
τώ λέγοντι.

5 ’Αλλά μην εν γε ταΐς τοπηγορίαις καϊ διαγρα- 
φαίς ουκ άλλο tl ούτως κατασημαντικόν ώς οί συν
εχείς καϊ επάλληλοι τρόποι. δώ ών καϊ παρά αενο- 
φώντι η τάνθρωπίνου σκηνους ανατομή πομπικώς 
καϊ ετι μάλλον άναζωγραφεΐται θεϊως παρά τώ 
Πλάτωρι. την μεν κεφαλήν αυτού φησίν άκρόπολιν, 
ισθμόν δέ μέσον διωκοδομησθαι μεταξύ τού στή
θους τον αυχένα, σφονδύλους τε ύπεστηρΐχθαϊ 
φησίν οιον στρόφιγγας καϊ την μεν ηδονην άνθρώ- 
ποις είναι κακών^ δέλεαρ, γλώσσαν δέ γεύσεως 
δοκίμιον’ άναμμα δέ τών φλεβών την καρδιαν καϊ 
πηγην τού περιφερομένου σφοδρώς αίματος, εις την 
δορυφορικήν οϊκησιν κατατεταγμένην’ τάς δέ δια- 
δρομάς τών πόρων ονομάζει στενωπούς’ “τη δέ 
πηδησει της καρδίας έν τη τών δεινών προσδοκία 
καϊ τη τού θυμού έπεγέρσει, επειδή διάπυρος ην, 
επικουρίαν μηχανώμενοι,” φησί, “την τού πλεύμονος 
ιδέαν ενεφύτευσαν, μαλακην καϊ άναιμον καϊ 
σήραγγας εντός έχουσαν όποιον μάλαγμα, ϊν’ ό 
θυμός οπότ’ έν αύτη ζέση, πηδώσα εις ύπεΐκον μη 
λυμαινηται. καϊ την μέν τών έπιθυμιών οϊκησιν 
προσείπεν ώς γυναικωνΐτιν, την τού θυμού δέ ώσπερ 
ανδρωνΐτιν τόν γε μην σπλήνα τών έντός μαγεϊον,
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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 Xenophona the 
anatomy of the human tabernacle is magnificently 
depicted, and still more divinely in Plato.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.

1 κακών K marg., Manutius (cf. Cicero de Senectute 44, 
escam malorum): κακόν P.
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LONGINUS

πληρού μένος τών άποκαθαυρομένων μέγας καί 
ύπουλος αύξεταυ." "μετά δέ ταύτα σαρζυ πάνταή 
φησί, " κατεσκίασαν, προβολήν τών 'έξωθεν τήν 
σάρκα, οίον τά πυλήματαφ προθέμενου." νομήν δέ 
σαρκών εφη το αίμα’ "τής δέ τροφής ένεκα," φησί, 
"δύω\έτ€υσ·αυ τδ σώμα, τέμνοντες (ώσπερ έν κήπους
οχετούς, ώς εκ τυνος νάματος έπυόντος, άραυού οντος 
αύλώνος τον σώματος, τά τών φλεβών ρέου νάματα." 
τράκα δέ ή τελευτή παραστή, λύεσθαί φησυ τά της 
ψυχής οίονεί νεώς πείσματα, μεθετσθαί τε αυτήν 
ελεύθερον, ταύτα καί τά παραπλήσυα μυρί’ άττα 
εστιν εξής' άπόχρη δέ τά δεδηλωμένα, ώς μεγάλαυ 
τε φύσυν ευσίν αυ τροπυκαί, καί ώς ύψηλοπουδν αυ 
μεταφοραί, καί ότυ οί παθητυκοί καί φραστυκοί κατά
τδ πλευστόν αύταυς χαίρουσυ τόπου, ότυ μέντου καί 
ή χρήσυς τών τρόπων, ώσπερ τάλλα πάντα καλά έν 
λόγους, προαγωγδν αεί προς τδ άμετρον, δήλον ήδη, 
καν εγώ μη λέγω, έπυ γάρ τούτους καί τδν ΤΙλάτωνα 
ονχ ήκυστα δυασνρονσυ, πολλάκυς ώσπερ υπό 
βακχείας τυνος τών λόγων ευς ακράτους καί απηνείς 
μεταφοράς καί ευς άλληγορυκδν στόμφον έκφερόμε- 
νον. ού γάρ ράδυον έπυνοεϊν," φησίν, "ότυ πόλυν 
ευναυ <δεΊ>2 δίκην κρατήρος κεκερασμένην, ού μαυ- 
νομενος μέν οίνος έγκεχνμένος ζεϊ, κολαζόμενος δ’ 
νπδ νήφοντος ετέρου θεού καλήν κουνωνίαν λαβών 
αγαθόν πόμα καί μέτρυον άπεργάζεταυ." νήφοντα

1 πυλήματα Toup for πηδήματα.
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ON THE SUBLIME 32

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, hke 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 writinga 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.”13

2 add. K marg., Manutius.

a This translation understands with τροπικού.
b Plato, Laws 6.773C.
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LONGINUS

8

γάρ, φασί, θζον τό ύ8ωρ λβγβιν, κόλασνν δβ τήν 
κράσΊ,ν, ποι/ητοΰ τννος τω ovtl ούχί νήφοντός €tttl.

Τοΐς τοιοντοις έλαττώμασίν βτπχβίρών όμως αντο 
καί ο Καικίλιος έν τοϊς υπέρ Αυσίου σ-υγγράμμασνν 
άπΕθάρρησΕν τω παντί Αυσίαν άμΕίνω Πλάτωνος 
άποφήνασ-θαμ 8υσί πά0€σ-ι χρησάμΕνος άκρίτοις’ 
φιλών γάρ τον Αυσιαν ως ού8’ αυτός αυτόν, όμως 
μάλλον ματβϊ τω παντί Πλάτωνα η Λυσίαν φιλβΐ. 
πλήν ούτος μέν υπό φιλονβικίας ού8έ τά θέματα
ομολογούμΕνα, καθάπΕρ ώήθη. ώς γάρ άναμάρτη- 
τον καί καθαρόν τον ρήτορα ττροφέρβί πολλαχή 
8ημαρτημένου του Πλάτωνος* τδ δ* ήν άρα ούχί 
tolotjtov, ού8έ ολίγου 8el.

33. ΦέρΕ 8ή, λάβωμΕν τω ovtl καθαρόν τννα 
συγγραφέα καί ανέγκλητου, άρ’ ουκ a^Lov έστι 
8La,TTopriaaL irepi αύτού τούτου καθολίκώς, πότΕρόν 
ποτΕ κρΕΪττον έν ττονήμασν καί λόγoLς μέγΕθος έν 
θάοις διημαρτημένον^ ή τό σύμμΕτρον μέν έν τοϊς 
κατορθώμασυν ύγυές 8έ πάντη καί a8La,nT(i)Tov; καί 
etc νή Δία, πότΕρόν ποτΕ αί πλΕίους άρΕταί τδ πρω- 
τΕΪον έν λόγονς ή αί μΕίζους όίκαίοις άν φέροίντο; 
ecftl γάρ ταΰτ’ οίκΕΪα τοϊς πβρί ύφους σκέμματα καί 
έτηκρίσΕως έξ άπαντος 8Ε0μΕνα. έγώ 8’ οΐ8α μέν, ώς 
at υ^τEpμEγέθeLς φύσΕυς ή^στα καθαραί’ τό γάρ έν 
παντυ ακριβές κίν8υνος μLκpότητoς, έν 8έ τοϊς μΕγέ- 
0eaLv, ώσττΕρ έν τοϊς άγαν πλούτοις, elvai tl χρή

1 όυημαρτημένον Κ marg., Manutius: διημαρτημένους Ρ.
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ON THE SUBLIME 32-33

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 immaculate3 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

a Katharos, i.e. “pure,” in language, possessing one of the 
basic stylistic virtues.
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LONGINUS

3

4

καί παρολι/γωρούμενον' μήποτε Se τοντο καί άναγ- 
καϊον ή, το τάς μέν ταπεννάς καί μέσας φύσ-εις 8ιά 
τδ μη8αμή παρακννάυνεύενν μη8ε έφίεσθαυ τών 
άκρων άναμαρτήτονς ώς επί το πολύ καί άσφαλε- 
στέρας 8άαμενενν, τά 8ε μεγάλα επιχτφαλτ) 8ώ αντδ 
γίνεσθαυ το μέγεθος, άλλά μην ον8ε εκείνο αγνοώ 
τδ 8εντερον, otl φνσευ πάντα τά άνθρώπευα άπο τον 
χείρονος αεί μάλλον έπίγννώσκεταί καί τών μεν 
άμαρτημάτων άνεζάλενπτος ή μνήμη πapaμέvεL, τών 
καλών 8ε ταχέως άπορρεϊ. πapaτεθεLμέvoς 8’. ονκ 
ολίγα καί αντος άμαρτήματα καί Όμηρον καί τώ>ν 
άλλων o<tol μεγαττου, καί ήκυστα τοϊς πταίσ-μασ-LV 
άρεσκόμενος, όμως 8έ ονχ άμαρτήματα μάλλον 
αντά έκονσαα καλών ή παροράματα 8l’ άμέλείαν 
είκή πον καί ώς έτνχεν νπο μεγαλοφνϊας άνεπίστά- 
τως παρενηνεγμένα, ον8έν ήττον oίμaL τάς μείζονας 
άρετάς,Ι εί καί μή έν π acre 8υομαλίζουεν, τήν τον 
πρωτείον φήφον μάλλον άεί φέpεσθaL, καν εί μή 8l’ 
ενός έτερον, τής μεγαλοφροσννης αυτής ένεκα’ έπεί- 
τουγε καί άπτωτος δ ’Απολλώνυος έν τοϊς ’Αργοναν- 
ταυς πονητής κάν τοϊς βovκoλLKoϊς πλήν ολίγων τών 
εξωθεν δ θεόκρίτος έπίτνχέστατος· άρ’ ονν Όμηρος 
αν μάλλον ή ’Απολλαπαος έθέλοίς γενέσθαυ; τί 8έ; 
Ερατοσθένης έν τή Όρυγόνη (8ύά πάντων γάρ άμώ- 
μητον τδ πoLημάτLov) ’Αρχυλόχον πολλά καί άνοίκο- 
νόμητα παρασνροντος, κάκείνης τής έκβολής τον

1 άρετάς Petra, for αίτιας. 
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ON THE SUBLIME 33

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 Homera 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’3—is supremely successful in his pas
torals. Yet would you not rather be Homer than Apollo
nius? And what of Eratosthenes in his Erigone?c 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

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

c 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.
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LONGINUS

δαψ,οζηου πνεύματος ην ύπο νόμον τάζαι 8ύσκολον, 
άρα 8ή μείζων ποιητής; τί δβ; εν μέλεσι μάλλον αν 
είναι Βακχυλί8ης ελοιο η Τϊίν8αρος καϊ εν τραγω8ία 
ίων ο Χίος η Δ^α Λοφοκλης; €7Τ€ίοη ol μεν aoca- 

πτωτοι καί εν τω γλαφνρώ πάντη κεκαλλιγραφημέ- 
νοι, ό 8έ Τ1ίν8αρος καί ό Σοφοκλής ότε μεν οίον 
πάντα έπιφλέγονσι τή φορά, σβεννυνται δ’ άλόγως 
πολλάκις καϊ πίπτουσιν ατυχέστατα. ή ού8εϊς αν εν 
φρονών ενός 8ράματος, τον Οί8ίπο8ος, είς ταύτο 
συνθεϊς τά ’Ίωνος <άπαντα>^ άντιτιμήσαιτο έξής.

34. Ec δ’ άριθμέο, μή τω μεγέθει κρίνοιτο τά 
κατορθώματα, όντως αν καί 'Τπερεί8ης τω παντϊ 
προέχοι Δημοσθένους. εστιν γάρ αυτού πολνφωνό- 
τερος καϊ πλείονς άρετάς εχων, καϊ σχε8όν ύπακρος 
εν πάσιν ως ο πενταθλος, ώστε τών μεν πρωτείων εν 
άπασι τών άλλων άγωνιστών λείπεσθαι, πρωτεύειν 

2 8έ τών ί8ιωτών. ό μεν γε 'Τπερεί8ης προς τώ πάντα 
εζω γε τής σννθεσεως μιμεΐσθαι τά Δημοσθένεια 
κατορθώματα καϊ τάς Δνσιακάς εκ περιττού περιεί- 
ληφεν άρετάς τε καϊ χάριτας" καϊ γάρ λαλεϊ μετά 
άφελείας, ένθα χρή, καϊ ον πάντα εζής [και]1 2 μονο- 
τόνως, ώς ό Δημοσθένης λέγεται, τό τε ήθικον ’έχει 
μετά γλυκύτητος [ήδύ]3 λιτώς έφη8ννόμενον' άφατοί 
τε περϊ αυτόν είσιν άστεϊσμοί, μυκτήρ πολιτικώτα- 
τος, ευγένεια, το κατά τάς ειρωνείας εύπάλαιστρον, 

1 add. Toup.
2 del. Schurzfleisch.
3 del. Weiske: νή Δία Richards.
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ON THE SUBLIME 33-34

so troublesome to bring under any rule? In lyrics, again, 
would you choose to be Bacchylides rather than Pindar, 
or in tragedy Ion of Chiosa 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. 
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

a Ion 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. 

271



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

LONGINUS

σκώμματα ούκ άμουσα ούδ’ άνάγωγα, κατά τονς 
Αττικούς εκείνους άλας1 επικείμενα, διασυρμός τε 
επιδέξιος καί πολύ το κωμικόν καί μετά παιδιάς 
εύστοχου κέντρον, άμίμητον δβ είπεΐν το εν πάσι 
τούτοις έπαφρόδιτον' οίκτίσασθαί τε προσφυέστα
τος, ετι δβ μυθολογησαι κεχυμένως^ καί εν ύγρω 
πνεύματι διεξοδεύσαί τι3 εύκαμπης άκρως, ώσπερ 
αμελεί τά μεν περί, την Αητώ ποιητικότερα, τον δ’

3 επιτάφιον επιδεικτικός, ώς ούκ οίδ’ εϊ τις άλλος, διέ- 
θετο. ό δέ Δημοσθένης άνηθοποίητος άδιάχυτος, 
ήκιστα ύγρός η επιδεικτικός, απάντων έξης τών 
προειρημένων κατά τό πλέον άμοιρος, ένθα μέν 
γελοίος είναι βιάζεται καϊ άστεΐος, ού γέλωτα κινεί 
μάλλον η καταγελάται, όταν δέ έγγίζειν θέλη τω 
έπίχαρις είναι, τότε πλέον άφίσταται. τό γέ τοι 
περί Φρύνης η ’Αθηνογένους λογίδιον έπιχειρησας

4 γράφειν ετι μάλλον αν 'Ύπερείδην συνέστησεν.
άλλ’ έπειδηπερ, οίμαι, τά μέν θατέρου καλά, καϊ εί 
πολλά όμως άμεγέθη, καρδίη νηφοντος άργά καϊ

1 άλας Tucker for άλλά.
2 κεχνμένως Blass, for κεχυμένος.
3 τι Buecheler, for ετι.

a 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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ON THE SUBLIME 34

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,a 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 Phrynec or 
Athenogenes,^ 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,”e they

c 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).

d Against 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.

e Proverbial and perhaps a verse quotation.
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LONGINUS

τον ακροατήν ηρεμεϊν έώντα (ούδβις γονν 'Τπ^ρβίδητ 
άναγινώσκων φοβεϊται), ό §€ ενθεν ελών τον μεγα- 
λοφνεστάτον και επ’ ακρον άρετάς σνντετελεσμενας, 
νψηγορίας τόνον, έμψυχα πάθη, περιουσίαν αγχί
νοιαν τάχος, ένθα 8η καίριονφ την άπασιν απρόσι
τον 8εινότητα και 8νναμιν, επει8η ταντα, φημί, ώς 
θεόπεμπτα τινα2 όωρηματα (ού γάρ είπεϊν θεμιτόν 
ανθρώπινα) άθρόα ες εαυτόν εσπασεν, 8ιά τοντο οίς 
εχει καλοϊς άπαντας άει νίκα καί υπέρ ών ονκ εχει 
καί ώσπερει καταβροντα και καταφεγγει τους απ’ 
αιώνος ρήτορας" και θάττον άν τις κεραννοίς φερο- 
μενοις άντανοΐξαι τά ομματα 8ύναιτο η άντοφθαλ- 
μησαι τοϊς επαλλήλοις εκείνον πάθεσιν.

35. ’Em μεντοι τον Πλάτωνος και άλλη τις εστιν, 
ώς εφην, 8ιαφορά. ον γάρ μεγεθει τών άρετών άλλά 
καί τώ πληθει πολύ λειπόμενος αντον Ανσίας όμως^ 
πλεΐον ετι τοϊς άμαρτημασιν περιττεύει η ταϊς άρε- 

2 ταϊς λείπεται. τί ποτ’ ονν εί8ον οί ισόθεοι εκεϊνοι 
και τών μεγίστων έπορεξάμενοι της συγγραφής, της 
8’ εν άπασιν άκριβείας νπερφρονησαντες; πρός 
πολλοϊς άλλοις εκείνο, οτι η φνσις ον ταπεινόν ημάς 
ζωοι^ ονο ayevves eKptve τον ανσρωττον, αλλ ως €ύς 
μεγάλην τινά πανηγνριν εις τον βίον και εις 
σνμπαντα κόσμον επάγονσα θεατάς τινας

τον 
τών

1 καίριον Richards for κύριον: εϊθ’, ό 8η κύριον Rohde.
2 τινα Manutius for 8εινά.
3 όμως Toup for ό μεν.
4 εκτκτε Seager.
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ON THE SUBLIME 34-35

do not trouble the peace of the audience. No one feels 
frightened while reading Hyperides. But Demosthenes 
no sooner “takes up the tale”a 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 
victor)7 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,^ 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 manc 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-

a A Homeric phrase {Odyssey 8.500).
k In chap. 32.
c 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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LONGINUS

3

4

5

άθλων1 αυτής έσομένους καί φιλοτιμοτάτους άγωνι- 
στάς, ευθύς άμαχον έρωτα ένέφυσεν ημών ταΐς 
ψυχαΐς παντός άει τού μεγάλου και ώς προς ημάς 
όαιμονιωτέρου. όιόπερ τη θεωρία καί όιανοία της 
ανθρώπινης επιβολής ούδ’ ό σύμπας κόσμος αρκεί, 
άλλα και τούς τού περιέχοντος πολλάκις όρους εκ- 
βαίνουσιν αί έπίνοιαΐ' καί εί τις περιβλέψαιτο εν 
κύκλω τον βίον, όσω πλέον έχει τό περιττόν εν πάσι 
καί μέγα καί καλόν, ταχέως εϊσεται προς ά γεγόνα- 
μεν. ενθεν φυσικώς πως άγόμενοι μά Δί? ού τά 
μικρά ρείθρα θαυμάζομεν, εί και όιαυγή και χρή
σιμα, άλλα τον Νείλον και ’Ίστρον η 'Ρήνον, πολύ 

etl μαλΛον τον ΙΙκεανον, ovoe ye το νφ ημών 
τουτι φλογίον άνακαιόμενον, επει καθαρόν σώζει τό 
φέγγος, εκπληττόμεθα τών ουρανίων μάλλον, καίτοι 
πολλάκις επισκοτουμενών, ού8ε τών τής Αϊτνης 
κρατήρων άζιοθαυμαστότερον νομίζομεν, ής αί άνα- 
χοαι πέτρους τε εκ βυθού και ολους οχθους άναφέ- 
ρουσι και ποταμούς ενίοτε τού γηγενούς2, εκείνου και 
αυτομάτου1 προχέουσιν πυρός. άλλ’ επι τών τόιού- 
των απάντων έκεΐν’ αν εϊποιμεν, ώς εύπόριστον μεν 
άνθρώποις τό χρειώόες ή καί άναγκαϊον, θαυμαστόν 
δ> 'f i \ X / C Λόμως aet το τταραοοςον.

36. Ούκούν επί γε τών εν λόγοις μεγαλοφυών, 
έφ’ ών ούκέτ’ εζω τής χρείας καί ώφελείας πίπτει τό 
μέγεθος, προσήκει συνθεωρείν αύτόθεν, ότι τού άνα- 
μαρτήτου πολύ άφεστώτες οί τηλικούτοι όμως παν
τός"1 εισιν επάνω τού θνητού' και τά μέν άλλα τούς 
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ON THE SUBLIME 35-36

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 bom 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.

1 άθλων Reiske for όλων.
2 γηγενούς Markland, for γένους.
3 αυτομάτου Haupt, for αύτοΰ μόνου.
4 παντός Pearce, for πάντες.
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LONGINUS

χρωμένους άνθρώπους ελέγχει, το δ’ ύψος εγγύς 
αίρει μεγαλοφροσύνης θεού, καί το μεν άπταιστον 

2 ον ψέγεται, το μέγα δβ καί θαυμάζεται, τί χρη προς 
τούτοις ετι λέγειν ώς εκείνων τών άνδρών έκαστος 
άπαντα τά σφάλματα ενί εζωνειται πολλάκις ύψει 
καί κατορθώματι, καί το κυριώτατον, ώς, εϊ τις1 έκ- 
λέζας τά Όμηρου, τά Δημοσθένους, τά ΤΙλάτωνος, 
τών άλλων οσοι δη μέγιστοι, παραπτώματα πάντα 
δμόσε συναθροίσειεν, ελάχιστου άν τι, μάλλον δ’ 
ούδέ πολλοστήμόριον άν εύρεθείη τών έκείνοις τοϊς 
ηρωσι πάντη κατορθουμένων. διά ταυθ’ δ πας 
αύτοϊς αιών καί βιος, ου δυνάμενος ύπό του φθόνου 
παρανοίας άλώναι, φέρων άπέδωκεν τά νικητήρια 
καί άχρι νυν άναφαίρετα φυλάττει καί εοικε τηρη- 
σειν,

εστ’ άν ύδωρ τε ρέη καί δένδρεα μακρά 
τεθηλη.

προς μέντοι γε τον γράφοντα, ώς δ κολοσσός δ 
ημαρτημένος ού κρείττων η δ Τίολυκλείτου δορυφό
ρος, παράκειται προς πολλοϊς είπεϊν, οτι επί μεν 
τέχνης θαυμάζεται τδ άκριβέστατον, επί δε τών 
φυσικών έργων τδ μέγεθος, φύσει δέ λογικόν δ 
άνθρωπος' κάπί μεν άνδριάντων ζητείται τδ ομοιον 
άνθρώπω, επί δέ τού λόγου τό ύπεραϊρον, ώς εφην,

1 τις Κ marg., Manutius for γε.

a Quoted in Plato (Phaedrus 264C) as part of an epitaph said
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ON THE SUBLIME 36

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.a

As to the statement that the faulty Colossus^3 is no better 
than the Doryphorus of Polyclitus,0 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.

c 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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LONGINUS

4 τά ανθρώπινα. προσήκει δ’ δ/ζως (ανακάμπτει, γάρ
επι τήν αρχήν ημιν τον υπομνήματος η παραινεσις), 
επειδή το μεν άδιάπτωτον ώς επί τδ πολύ τέχνης 
έστί κατόρθωμα, τδ δ’ εν υπέροχη πλήν ούχ ομότο
νου μεγαλοφυϊας, βοήθημα τή φύσει πάντη πορίζε- 
σθαι τήν τέχνην’ ή γάρ αλληλουχία τούτων ίσως 
γένοίτ’ αν τδ τέλειον, τοσαύτα ήν αναγκαίου υπέρ 
τών προτεθέντων έπικρϊναι σκεμμάτων χαιρέτω δ’ 
έκαστος οίς ήδεται.

37. Ταϊς δε μεταφοραϊς γειτνιώσιν (έπανιτέον
γάρ) αι παρα και εικόνες, εκείνη μόνον παραλ-

λάττουσαι . . .
38. <καταγελα>στοβ καί αί τοιαύται· "εί μη τδν 

εγκέφαλον έν ταϊς πτέρναις καταπεπατημένον

\ \ ζφορειτε. όιοπερ ειόεναι χρη το μ^χρι που παρορι- 
στέον έκαστον τδ γάρ ενίοτε περαιτέρω προεκπί- 
πτειν άναιρεϊ τήν υπερβολήν και τά τοιαύτα ύπερ- 
τεινόμενα χαλάται, έσθ’ οτε δέ και εις ύπεναντιώσεις 
άντιπεριίσταται. δ γούν ’Ισοκράτης ούκ οίδ’ όπως 
παιδδς πράγμα επαθεν διά τήν τού πάντα αύξητικώς 
έθέλειν λέγειν φιλοτιμίαν, έστι μεν γάρ ύπόθεσις
αυτω του πανηγυρικού λογου, ως η Αϋηναιων πόλις 
ταϊς είς τούς 'Ελληνας εύεργεσίαις υπερβάλλει τήν

ιμονιων, ο ό ευυυς εν τη εισρολη ταυτα
τισησιν επειυ οι Κογοι τοσαυτην εχουσι όυναμιν, 
ώσθ οίόν τ’ είναι καί τά μεγάλα ταπεινά ποιήσαι 
καί τοϊς μικροϊς περιθεϊναι μέγεθος καί τά παλαιά 
καινώς είπεϊν καί περί τών νεωστί γεγενημένων
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ON THE SUBLIME 36-38

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 is . . .

[Two pages are lost here.]
38. ... Laughablea 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

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

1 Reiske.
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LONGINUS

3

άρχαίως όιελθεϊν”—ονκονν, φησί τις, Ίσόκρατες, 
όντως μέλλεις καί τά περί Αακεόαιμονίων καί ’Αθη
ναίων έναλλάττειν; σχεόόν yap τό των λόγων εγκώ
μιων άπιστίας της καθ’ αντον τοϊς άκονονσι παράγ
γελμα καί προοίμιον έξέθηκεν. μηποτ’ ονν άρισται 
τών νπερβολών, ώς καί επί τών σχημάτων προείπο- 
μεν, αί αντό τοντο όιαλανθάνονσαι ότι είσίν νπερ- 
βολαί. γίνεται δέ τό τοιόνόε, επειόάν νπό εκπαθείας 
μεγεθει τινί σννεκφωνώνται περιστάσεως, όπερ ό 
θονκνόίόης επί τών εν Σικελία φθειρόμενων ποιεί. 
"oc τε γάρ Σνρακονσιοι,” φησίν, "επικαταβάντες 
τονς εν τώ ποταμώ μάλιστα εσφαζον, καί τό νόωρ 
ενυνς οιεφυαρτο, αλλ ονοεν ησσον επινετο ομον τω 
πηλώ ηματωμενον καί τοϊς πολλοϊς ετι ην περιμά- 
χητον.” 
μάχητα ετι ποιεί πιστόν η τον πάθονς νπεροχη καί 
περίστασις. καί τό 'ϊϊροόότειον επί τών εν θερμο- 
πνλαις ομοιον. "εν τοντω” φησίν "άλεζομενονς 
μαχαίρησιν, οσοις αντών ετι ετύγχανον περιονσαι, 
καί χερσί καί στόμασι κατέχωσαν οι βάρβαροι 
<βάλλοντες>^έντανθ’, οίον έστι τό καί στόμασι 
μάχεσθαι προς ώπλισμένονς καί όποιον τι τό κατα- 
κεχώσθαι βέλεσιν, έρεϊς, πλην ομοίως εχει πίστιν 
ον γάρ τό πράγμα ενεκα της νπερβολης παραλαμ- 
βάνεσθαι όοκεϊ, η νπερβολη δ’ ενλόγως γεννάσθαι 
προς τον πράγματος, εστι γάρ, ώς ον όιαλείπω 
λεγων, παντός τολμήματος λεκτικόν λνσις καί παν-

1 Add. Manutius, from Herodotus.

4

αίμα καί πηλόν πινόμενα όμως είναι περι-

5
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ON THE SUBLIME 38

events in the style of long ago”a—“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,13 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.”c 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.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

a Isocrates, Panegyricus 8.
b See chap. 17. c Thucydides 7.84.
d Herodotus 7.225.
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LONGINUS

άκειά τις τά εγγύς έκστάσεως Εργα καί πάθη, οθεν 
καί τά κωμικά καίτοιγ’ είς άπιστίαν έκπίπτοντα 
πιθανά 8ιά το γελοϊον

αγρόν 
έσχ’ έλάττω γην εχοντ’ επιστολής 

<Δακωνικής>1

6 καί γάρ 6 γελως πάθος εν η8ονη. αί δ’ νπερβολαί 
καθάπερ επί το μεΐζον, όντως καί επί τονλαττον, 
έπει8η κοινόν άμφοϊν η έπίτασις' καί πως 6 8ιάσνρ- 
μος ταπεινότητός εστιν ανζησις.

39. Ή πέμπτη μοίρα τών σνντελονσών είς το 
νψος, ών γε εν άρχη προνθέμεθα, εθ’ ημϊν λείπεται, 
κράτιστε, ην δβ2 τών λόγων αντη ποιά σννθεσις. 
νπερ ης εν 8νσίν άποχρώντως άπο8ε8ωκότες σνν- 
τάγμασιν, οσα γε της θεωρίας ην ημϊν εφικτά, 
τοσοντον έζ ανάγκης προσθείημεν αν είς την 
παρονσαν νπόθεσιν, ώς ον μόνον εστί πειθονς καί 
η8ονης η αρμονία φνσικόν άνθρώποις άλλα καί 
μεγαληγορίας καί πάθονς θανμαστόν τι οργανον. 
ον γάρ αύλος μεν εντίθησίν τινα πάθη τοϊς άκροω- 
μένοις καί οίον εκφρονας καί κορνβαντιασμον πλή
ρεις άποτελεϊ, καί βάσιν εν8ούς τινα ρνθμον προς 
ταντην άναγκάζει3 βαίνειν εν ρνθμώ καί σννεζομοι- 
ονσθαι τώ μέλει τον άκροατην, καν άμονσος η παν- 
τάπασι, καί νη Δία φθόγγοι κιθάρας, ον8έν απλώς

1 Add. Portus (1569).
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ON THE SUBLIME 38-39

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.a

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,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

a The brevity of Spartan messages was proverbial. The line is 
perhaps from comedy (cf. fr. adesp. 417—19 Kock).

b In chap. 8.

2 Russell (1964), for ή 8ιά.
3 αναγκάζει Manutius, for άναγκάετει.
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LONGINUS

σημαίνοντες, ταϊς τών ήχων μεταβολαίς καί τή 
προς άλληλους κράσει4 καί μίζει της σνμφωνίας

αστόν επαγονσι πολΛακις, ως επιστασαι,
3 θελγητρον (καίτοι ταντα βϊδωλα καί μιμήματα νόθα 

εστι πειθονς, ονχί της άνθρωπείας φύσεως, ώς εφην, 
ενεργήματα γνήσια), ονκ οίόμεθα δ’ αρα τήν σύνθε- 
σιν, αρμονίαν τινά ονσαν λόγων άνθρώποις εμφύ
των καί τής φνχής αυτής, ονχί τής ακοής μόνης 
εφαπτομενων, ποικίλας κινούσαν ιδέας ονομάτων 
νοήσεων πραγμάτων κάλλονς ενμελείας, πάντων 
ήμϊν εντρόφων καί σνγγενών, καί άμα τή μίζει καί 
πολνμορφία τών εαντής φθόγγων τό παρεστώς τώ 
λεγοντι πάθος εις τάς φνχάς τών πελας παρεισ- 
άγονσαν καί εις μετονσίαν αντον τούς άκούοντας άεί 
καθιστάσαν, τή τε τών λεζεων εποικοδομήσει τά 
μεγεθη σνναρμόζονσαν, οι αυτών τούτων κηλεϊν2 τε 
όμον καί προς ογκον τε καί άξιώμα καί ύψος και 
παν δ εν αύτή3 περιλαμβάνει καί ήμάς εκάστοτε 
σννδιατιθεναι, παντοίως ήμών τής διανοίας επικρα-

4 τονσαν; άλλ’ εί καί μανία τό περί τών ούτως όμολο- 
γονμενων διαπορεϊν (άποχρώσα γάρ ή πείρα 
πίστις), νφηλόν γε πον δοκεί4 νόημα καί εστι τώ 
οντι θανμάσιον, δ τώ φηφίσματι δ Δημοσθένης επι-

\ / /■* / \(pepeL τούτο το ψηφίΑτμα τον τότε τύ] ttokel nepb- 
στάντα κίνδννον παρελθείν εποίησεν ώσπερ νέφος,” 
αλλ’ αντής τής διανοίας ονκ ελαττον τή αρμονία 
πεφώνηται. όλον τε γάρ επί τών δακτνλικών εϊρηται 
ρνθμών, εύγενεστατοι δ’ οντοι καί μεγεθοποιοί, διό
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ON THE SUBLIME 39

harp, themselves meaningless, by the variety of their 
sounds and by their combination and harmonious blend- 

1 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 mans 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 bom 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.”a 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

a De corona 188.

1 K marg., Pearce, for κρούσή.
2 κηλβΐ,ν K marg., Manutius, for καλάν.
3 αντρ Toll, for ανττ).
4 που ΰοκέΐ, Reiske, for τον δοκέΐν.
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LONGINUS
/Kat το ηρωον ων ισμεν καλΛιστον μέτρον συν- 

ιστάσΐ’ [τό T€p 67T€tTO(/y€ εκ της ί8ίας αυτό χώρας 
μετάθες όπου 8η έθέλεις "τούτο τό ψήφισμα ώσπερ 
νέφος εποίησε τον τότε κίν8υνον παρελθεΐν,” η νη 
Ata μίαν άπόκοψον συλλαβήν μόνον "εποίησε 
παρελθεΐν ώς νέφος,” καί εϊση, πόσον η αρμονία τώ 
ύψει συνηχεΐ. αυτό yap τό "ώσπερ νέφος” επί 
μακροΰ του πρώτου ρυθμού βέβηκε, τέτρασι κατα- 
μετρουμένου2 χρόνους’ έζαιρεθείσης 8έ της μιας 
συλλαβής "ώς νέφος” ευθύς ακρωτηριάζει τη συγ
κοπή τό μέγεθος, ώς εμπαλιν, έάν έπεκτείνης 
"παρελθεΐν έποίησεν ώσπερεί^ νέφος,” τό αυτό 
σημαίνει, ού τό αυτό 8έ ετι προσπίπτει,, ότι τω μηκει 
τών άκρων χρόνων συνεκλύεται καί 8ιαχαλάται τό 
ύψος τό απότομον.

40. ’Ep Se τοίς μάλιστα μεγεθοποιεΐ τά λεγά
μενα, καθάπερ τά σώματα η τών μελών έπισύνθεσις, 
ων εν μεν ουδεν τμησεν αφ ετερου καν εαυτό αςιο- 
λογον εχει, πάντα 8έ μετ’ άλληλων έκπληροΐ τέλειον 
σύστημα’ ούτως τά μεγάλα σκε8ασθέντα μέν απ’ 
άλληλων άλλοσ’ άλλη άμα εαυτούς συν8ιαφορεΐ καί 
τό ύψος, σωματοποιούμενα 8ε τη κοινωνία καί ετυ 
8εσμώ της άρμονίας περικλειόμενα, αύτώ τώ κύκλω

ωνηεντα γίνεται’ και σχεδόν εν ταις περιόδους ερα-

1 Manutius omitted τό τε; Pearce and others propose a 
lacuna to follow it, e.g. τό τε <τελενταΐον κόμμα θαυμαστώς 
σνντέτακταΟ 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 phrasea to any place you like— 
τούτο τδ ψήφισμα ώσπερ νέφος έποί/ησε τον τότε 
κίνόννον παρελθειν—or simply cut off a single sylla
ble—έποσησε παρελθεΐν ώς νέφος—and you will real
ize how truly the harmony chimes in with the sublimity 
Indeed the actual phrase ώσπερ νέφος rests on its long 
first rhythmical element, equivalent to four beats. Cut 
out the one syllable—ώς νέφος—and the curtailment at 
once mutilates the grandeur. So again if you lengthen 
it—παρελθεΐν εποί/ησεν ώσπερεί νέφος—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.^

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

a Le. the words ώσπερ νέφος.
b Le. both the proposed changes involve losing the effect of 

ώσπερ as two longs.

2 καταμετρούμενου Toll for καταμετρούμενον.
3 ώσπερεί K marg, for ώσπερ.
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LONGINUS

Xot καί συγγραφέων καί πουητών ουκ οντες υψηλοί 
φύσει, μηποτε δε καί άμεγέθευς, όμως κουνοϊς καί 
δημώδεσυ τοϊς όνόμασυ καί ούδέν έπαγομένους 
περυττόν ώς τα πολλά συγγρώμενου, δυά μόνου τού 
συνθεΐναυ καί άρμόσαυ ταύτα δεόντως^- ογκον καί 
διάστημα καί τό μη ταπευνοί δοκεϊν είναυ περυεβά- 
λοντο, καθάπερ άλλου τε πολλοί καί Φυλιστος, ’Αρυ- 
στοφάνης εν τυσυν, έν τοϊς πλευστούς Έώρυπίδης,

3 υκανώς ημϊν δεδηλωταυ. μετά γέ του την τεκνοκτο- 
νυαν 'Ή,ρακλης φησυ

γέμω κακών δη κούκέτ’ εσθ’ οπού τεθη.

σφοδρά δημώδες τό λεγόμενον, άλλα γέγονεν υψη
λόν τη πλάσευ άναλογούν’ ευ δ’ άλλως αυτό συναρ- 
μόσευς, φανησεταυ σου, δυότυ της συνθεσεως πουητης

4 ο ττυρυπυοης μακκον έστυν η του νου. επυ οε της 
συρόμενης υπό τού ταύρου Δίρκης,

ευ δέ που τύγου 
πέρυζ έλυζας, ευλκε <πάνθ>>1 2, όμού λαβών 
γυναίκα πέτραν δρύν μεταλλάσσων άεί,

1 δεόντως von Arnim for δ’ όμως; but it may be best to make 
a lacuna after δ’ (Mazzucchi).

2 Add. Bergk.

εστυ μέν γενναυον καί τό λήμμα, άδρότερον δέ 
γέγονε τω την αρμονίαν μη κατεσπεύσθαυ μηδ’ olov 
έν άποκυλυσματυ φέρεσθαυ, άλλά στηρυγμούς τε 
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ON THE SUBLIME 40

comes from the multitude of contributors. We have 
indeed abundantly showna 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.c 

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

a 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.

c Euripides, Hercules Furens 1245.
d From Antiope (fr. 221 Nauck^f 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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LONGINUS
/eyetp προς οΛΚηλα. τα ονοματα και, εςερεισματα των 

χρόνων προς έδραϊον διαβεβηκότα μέγεθος.
41. Μικροποιούν δ’ ονδέν όντως έν τοϊς ύψηλοϊς 

ώς ρυθμός κεκλασ μένος λόγων και σεσοβη μένος, 
οίον δη πυρρίχιοι καϊ τροχαίοι και διχόρειοι, τέλεον 
εις ορχηστικόν συνεκπίπτοντες. ευθύς γαρ πάντα

33

φαίνεται τα καταρρυυμα κομψά και μικροχαρη 
[καί]1 απαθέστατα διά της όμοειδείας έπιπολάζοντα' 
καϊ ετι τούτων τό χείριστον ότι, ώσπερ τά ώδάρια 
τονς άκροατάς από τού πράγματος άφέλκει καϊ έφ’ 
αυτά βιάζεται, ούτως καϊ τά κατερρυθμισμένα τών 
λεγομένων ού τό τον λόγον πάθος ένδίδωσι τοϊς 
άκούουσι, τό δέ τού ρυθμού, ώς ενίοτε προειδότας 
τάς όφειλομένας καταλήξεις αυτούς ύποκρούειν τοϊς 
λέγουσι καϊ φθάνοντας ώς έν χορω τινι προαποδιδό- 
ναι την βάσιν. ομοίως δέ άμεγέθη καϊ τά λίαν 
συγκείμενα καϊ εις μικρά καϊ βραχυσύλλαβα 
συγκεκομμένα καϊ ώσανεϊ γόμφοις τισϊν έπαλληλοις 
κατ’ έγκοπάς καϊ σκληρότητας έπισυνδεδ εμένα.

1 [και] del. Russell (1964).
2 Manutius omitted ον.

42. νΕτύ γε μην ύψους μειωτικόν καϊ η άγαν της 
/ X \ /φρασεως συγκοπή' πηροι γαρ το μεγεσος, όταν εις 

λίαν συνάγηται βραχύ' άκουέσθω δέ νύν μη τά 
[ού]2 δεόντως συνεστραμμένα, άλλ’ οσα άντικρυς 
μικρά καϊ κατακεκερματισμένα' συγκοπή μέν γάρ

\
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ON THE SUBLIME 40-42

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 <,), for 
instance, and trochees (- or <,), and dichorees

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.

a 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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LONGINUS

€/Λ7ταλί,ρ τά εκτάδην άπόφυχα τά παρ’^ άκαιρον 
μήκος άναχαλώμενα.%

43. Δβί,ζ/η δ’ αίσχΰναι τά μεγέθη καί η μικρότης 
τών ονομάτων, παρά γοΰν τώ Ήροδδτω κατά μέν τά 
λήμματα δαιμονίως δ χειμών πέφρασται, τινά δέ νη 
Δία περιέχει, της ύλης άδοζότερα' καί τοντο μέν 
ίσως ζβσασης οβ της ραλαοΊτης, ως το ζβσΎκτης 
πολύ τδ ύψος περισπά, διά τδ κακόστομον αλλ’ 
ee e if 55 / / ee 5 / 33 / ee x x xο άνεμος φησίΡ εκοττιασ~εν, και τους ττερι το 
νανάγιον δρασσομένονς έζεδέχετο τέλος άχαριΑ 
άσεμνον γάρ τδ κοπιάσαι ιδιωτικόν <ον,>^ τδ δ’ 

2 άχάριστον τηλικοντου πάθους ανοίκειον, ομοίως 
καί δ Θεόπομπος ύπερφυώς σκενάσας την τον Ilep- 
σον κατάβασιν επ’ Αίγυπτον δνοματίοις τισί τά ολα 
διέβαλεν. "ποια γάρ πόλις η ποιον έθνος τών κατά 
την Ασίαν ουκ έπρεσβεύετο προς βασιλέα; τί δέ 
τών έκ της γης γεννωμένων η τών κατά τέχνην έπι- 
τελονμένων καλών η τίμιων ουκ έκομίσθη δώρον ώς 
αυτόν; ον πολλαί μέν και πολυτελείς στρωμναί καί 
χλανίδες, τά μέν άλουργη, τά δέ ποικιλτά, τά δέ 
λευκά, πολλαί δέ σκηναί χρυσαι κατεσκενασμέναι 
πάσι τοϊς χρησίμοις, πολλαί δέ καί ζυστίδες καί 
κλιναι πολυτελείς; ετι δέ καί κοίλος άργυρος καί 
χρυσός άπειργασμένος καί έκπώματα καί κρατήρες,

1 παρ’ άκαιρον Pearce, for γάρ άκαιρον.
2 άναχαλώμενα Toup, for ανακαλούμενα.
3 <δν> add. Wilamowitz.
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ON THE SUBLIME 42-43

It is 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”:3 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.”k “Flagged” is too colloquial a word to 
be dignified, and “unpleasant” ill befits so terrible a 
disaster. Similarly Theopompus,c 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 bom 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

a Herodotus 7.188.
b Herodotus 7.191, 8.13.
cFr. 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).
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LONGINUS

ών τούς μέν λιθοκόλλητους, τονς δ’ άλλως ακριβώς 
καϊ πολυτελώς είδες αν έκπεπονημένους. προς δβ 
τούτοις αναρίθμητοι, μεν οπλών μυριά8ες τών μεν 
Ελληνικών, τών 8έ βαρβαρικών, ύπερβάλλοντα 8ε 
το πλήθος υποζύγια καϊ προς κατακοπην ίερεϊα 
σιτευτά, καϊ πολλοϊ μεν αρτυμάτων μέ8ιμνοι, πολλοϊ 
8ε θύλακοί καϊ σάκκοι καϊ χύτραι βυβλίων^ καϊ τών 
άλλων απάντων χρησίμων’ τοσαύτα 8ε κρεα τεταρι- 
χενμενα παντο8απών Ιερείων, ώς σωρούς αυτών 
γενεσθαι τηλικούτους, ώστε τούς προσιόντας πόρ- 
ρωθεν ύπολαμβάνειν οχθονς είναι καϊ λόφους άντω-

3 θου μένους.” εκ τών υψηλότερων είς τά ταπεινότερα 
άπο8ι8ράσκει, 8εον ποιησασθαι την αύξησιν εμπα- 
λιν άλλά τη θαυμαστή της όλης παρασκευής αγγε
λία παραμίξας τούς θυλάκους καϊ τά άρτύματα καϊ 
τά σακκία μαγειρείου τινα φαντασίαν εποίησεν. 
ώσπερ γάρ εί τις επ’ αυτών εκείνων τών προσκοσμη- 
μάτων μεταξύ τών χρυσίων καϊ λιθοκόλλητων κρα
τήρων καϊ άργύρου κοίλου σκηνών τε ολόχρυσων 
καϊ εκπωμάτων φερων μέσα εθηκεν θυλάκια καϊ 
σακκία άπρεπες άν ην τη προσάψει το εργον, ούτω 
και της ερμηνείας τά τοιαύτα ονόματα αίσχη καϊ 
οίονει στίγματα καθίσταται παρά καιρόν έγκατα-

4 ταττόμενα. παρέκειτο δ’ ώς όλοσχερώς έπελθεΐν καϊ 
ούς οχθους λέγει συμβεβλησθαι καϊ περϊ της άλλης 
παρασκευής ούτως άλλάξας είπεΐν καμηλους καϊ 
πλήθος υποζυγίων φορταγωγούντων πάντα τά προς 
τρυφήν καϊ άπόλαυσιν τραπεζών χορηγήματα, η 
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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 papyrusa 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

a Or onions, if we accept Toups conjecture.

1 Athenaeus (2.67f) has πολλοί δβ σάκκοί καί θύλακοί βι
βλίων; Ρ has πολλοί δ’ οί θύλακοί καί σάκκοί καί χαρταί 
βνβλίων. Toup proposed χύτραί βολβών, “jars of onions,” and 
the reference below to μαγείρεΐον perhaps supports this.
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LONGINUS
/ //σωρούς ονομασαι παντουων σπερμάτων καί των 

άπερ διαφέρει προς όψοποιϊας και, ηδνπαθείας, η 
εΐπερ πάντως έβούλετο αυτά και ρητώς^ θεΐναι, καϊ 
οσα τραπεζοκόμων ειπεϊν καϊ όφοποιών ηδύσματα.

5 ον yap δει κατανταν εν τοις νψεσιν et? τα ρνπαρα 
καϊ εξυβρισμένα, άν μη σφοδρά νπό τίνος ανάγκης 
συνδιωκώμεθα, άλλα τών πραγμάτων πρεποι άν καϊ 
τάς φωνάς έχειν άξϊας καϊ μιμεϊσθαι την δημιουρ- 
γησασαν φύσιν τον άνθρωπον, ητις εν ημΐν τά μέρη 
τά άπόρρητα ονκ εθηκεν έν προσώπω ουδέ τά τον 
παντός ογκον περιηθηματα,1 2, άπεκρνφατο δέ ώς ένην 
καϊ κατά τον αενοφώντα τούς τούτων ότι πορρωτάτω 
οχετούς άπέστρεφεν, ονδαμη καταισχννασα τό τον

6 ολου ζώου κάλλος, αλλά γάρ ονκ επ’ είδους^ έπείγει 
τά μικροποιά διαριθμεϊν' προνποδεδειγμένων γάρ 
τών όσα ενγενεϊς καϊ ύψηλούς εργάζεται τούς 

1 So Richards for αυτάρκη ούτως Ρ; perhaps αυτά ακριβώς
(cf. ταύτα ακριβή ούτως, Mazzucchi).

X X \ X 5 /σευ κατα το πλευστόν καυ ασχημονας.
44. ’ΕκέΣιό μέντοι λοιπόν ενεκα της σης χρηστο-

σαφησαι, Ύερεντιανε φίλτατε, οπερ εζητησέ τις τών
ων προς <εμε> εναγχος, θαύμα μ έχει,

λέγων, "ώς άμέλει και ετέρους πολλούς, πώς ποτέ 
κατά τον ημέτερον αιώνα πιθαναι μεν επ’ άκρον καϊ

προς ηοονας λόγων εύφοροι, νφηλαι όε λίαν και
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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,a 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-

a Memorabilia 1.4.6.

299

2 περαηθήματα Pearce, for πβ/χ^τ/ματα.
3 67τ’ βϊδους Toll, for επιδονς.
4 έπι/προσθεΐναι, Manutius for έπιπτροσθήνα-ί.
5 <καί> add. K marg., Manutius.
6 προς <epe> εναγχος Cobet, for προσεναχχος.



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

LONGINUS

2

3

4

ύπερμεγέθεις, πλην el μή τι σπάνιον, ούκέτι γίνον
ται φύσεις. τοσαύτη λόγων κοσμική τις επεχει τον 
pLOV αφορία, η νη &l βφη πίσ’τευτεον εκευνω τω 
θρυλουμενω, ώς ή δημοκρατία τών μεγάλων αγαθή 
τιθηνός, η μόνη σχεδόν καί σννηκμασαν οΐ περί 
λόγους δεινοί καί συναπεθανον; θρεψαι τε γάρ, 
φασίν, ικανή τά φρονήματα τών μεγαλοφρόνων η 
ελευθερία καί έπελπίσαι καί άμα διεγείρειν^ τό πρό
θυμον της προς άλληλους εριδος καί της περί τά 
πρωτεία φιλοτιμίας. ετι γε μην διά τά προκείμενα 
εν ταϊς πολιτείαις έπαθλα εκάστοτε τά ψυχικά προ
τερήματα τών ρητόρων μελετώμενα άκονάται και 
οιον εκτρίβεται και τοϊς πράγμασι κατά τό εικος 
ελεύθερα συνεκλάμπει. οί δε νυν εοίκαμεν” εφη 
"παιδομαθεϊς είναι δουλείας δικαίας, τοϊς αύτοϊς 
εθεσι καί επιτηδεύμασιν εζ απαλών ετι φρονημάτων 
μόνον ούκ ενεσπαργανωμενοι καί άγευστοι καλλί- 
στου καί γονιμωτάτου λόγων νάματος, την ελευθε- 
pear εφη Λβγω, Οίοπερ ουοεν otl μη κόλακες εκ- 
βαίνομεν μεγαλοφυείςδιά τούτο τάς μεν άλλας 
εζεις καί εις οίκετας πίπτειν εφασκεν, δούλον δε μη- 
δενα γίνεσθαι ρήτορα' ευθύς γάρ άναζεϊν^ τό άπαρ- 
ρησίαστον καί olov εμφρουρον ύπό συνήθειας άεί 
κεκονδυλισμενον "ημισυ γάρ τ’ άρετης” κατά τον 
'Όμηρον "άποαίνυται δούλιον ήμαρ.” "ώσπερ ούν, 
εί γε” φησί "τούτο πιστόν εστιν <δ>3 ακούω, τά

1 Morus, for δι,ελθεϊν.
2 άναζάν Weiske, for άναζεϊ.
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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 inability 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. ”a “And 
so,” he adds, “if what I hear is true that not only do the

a Odyssey 17.322.

3 <o> add. Pearce. 
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LONGINUS

γλωττόκομα, ev οίς οί πυγμαίοι, καλουμΕνοι oe 
νάνοι, τρέφονται, ού μόνον Ka^wei των έγκΈκλ^κτμέ- 
νων τάς αύζήσεις αλλά καί συναραιοί^ 8ιά τον π€ρι- 
κ€ΐμ€νον τοϊς σώμασι ^σμόν, ούτως άπασαν 8ου- 
Xeiav, καν η 8ικαιοτάτη, ψυχής γλωττόκομον και

άνθρώπου τό κaτaμέμφeσθaι τά άβί παρόντα’ ορα

6 κοινον αν τις αποφήναιτο ΟΕσμωτηριον. eγω μevτoι

de μη πoτe ουχ η της oικoυμevης eιpηvη diatpaeipei 
τάς μeγάλaς φύσεις, πολύ 8e μάλλον ό κατέχων 
ημών τάς έπιθυμίας άπepιόpιστoς ούτοσί πόλeμoς, 
καί νη Δια πρός τούτω τά φρουρούντα τον νυν βίον 
καί κατ’ άκρας άγοντα καί φέροντα ταυτί πάθη, η 
γάρ φιλοχρηματία, πρός ην άπavτeς άπληστως η8η 
voσoύμev, καί η φιλη8ονία 8ουλαγωγούσι, μάλλον
de, ως αν βιποι τις, καταρυσιςουσιν aυτavdpoυς ηdη 
τούς βίους’ φιλαργυρία μεν <γάρ>^ νόσημα μικρο- 
ποιόν, φιλη8ονία 8’ άγεννέστατον. ού 8η έχω λογι- 
ζόμevoς evpeiv, ώς olov Τ€ πλούτον άόριστον έκτιμη- 
σαντας, τό 8’ άληθέστepov evneiv, eκθeιάσavτaς, τά 
συμφυή τούτω κακά €ΐς τάς ψυχάς ημών ^ne^iovTa 
μη πapa8eχeσθaι. άκoλoυθeί γάρ τώ άμέτρω 
πλούτω καί άκολάστω συνημμένη καί ϊσα, φασί, 
βαίνουσα πoλυτέλeιa, καί άμα άνοίγοντος eKe'ivov 
τών πόλeωv καί οίκων τάς eίσό8oυς eύθύς/ί eμβaίveι 
καί συνοικίζεται, χρονίσαντα 8έ ταύτα έν τοϊς βίοις

1 συναραιοΐ Schmidt for σννάροι.
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ON THE SUBLIME 44

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,a 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

a Cf. Demosthenes, Oration 19.314.

2 ύπολαβώυ Buhler, for υπολαμβάνω.
3 <γάρ> add. Spengel.
4 Ευθύς Mathews, for Είς ας.
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LONGINUS

8

έκ-
9

ρβοττοποιβΐται κατά τονς σοφούς καί ταχέως γενό- 
μενα περί τεκνοποιίαν άλαζόνειάν τε γεννώσι κα.ί 
τύφον καί τρυφήν, ού νόθα εαυτών γεννήματα άλλα. 
καί πάνυ γνήσια. εάν δβ καί τούτους τις τού πλού
του τούς έκγόνους είς ήλικίαν έλθεΐν έάση, ταχέως 
δέσποτας ταϊς ψυχαΐς έντίκτουσιν απαραιτήτους, 
ύβριν καί παρανομίαν καί αναισχυντίαν, ταύτα γάρ 
ούτως ανάγκη γίνεσθαι καί μηκετι τούς ανθρώπους 
άναβλέπειν μηδ’ υστεροφημίας 1 είναι τινα λόγον, 
άλλα τοιούτων εν κύκλω τελεσιουργεΐσθαι κατ’ ολί
γον τήν τών βίων διαφθοράν, φθίνειν δέ καί κατα- 
μαραίνεσθαι τά φυχικά μεγέθη καί άζ,ηλα γίνεσθαι, 
ήνίκα τά θνητά έαυτίύν μέρη καί ανόητα2

1 /ζηδ’ υστεροφημίας Reiske, for μηδ’ ετερα Φτιυτης.

θαυμάζοιεν, παρέντες αύζειν τάθάνατα. ού γάρ επί 
κρίσει μέν τις δεκασθείς ούκ αν ετι τών δικαίων καί 
καλών ελεύθερος καί ύγιής αν κριτής γένοιτο 
{ανάγκη γάρ τώ δωροδόκω τά οικεία μέν φαίνεσθαι 
καλά καί δίκαια3), οπού δέ ημών έκάστου τούς 
ολους ήδη βίους δεκασμοί βραβεύουσι καί άλλο- 
τρίων θήραι θανάτων καί ένέδραι διαθηκών, το δ’ εκ 
τού παντός κερδαίνειν ώνούμεθα τής φυχής έκαστος 
προς τής <φιλοχρηματίας>4 ήνδραποδισμένοι, άρα 
δη έν τή τοσαύτη λοιμική τού βίου διαφθορά δοκού- 
μεν ετι ελεύθερόν τινα κριτήν τών μεγάλων ή διη- 
κόντων προς τον αιώνα κάδέκαστον3 άπολελεϊφθαι 
καί μή καταρχαιρεσιάζεσθαι προς τής τού πλεονε- 
κτεΐν επιθυμίας; αλλά μήποτε τοιούτοις, οίοί περ
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ON THE SUBLIME 44

lives, philosophers tell us, they build a nest therea and 
promptly set about begetting children; these are Swagger 
and Conceit and Luxury, no bastards but their truebom 
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 peoples 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

a Cf. Plato, Republic 9.573C.
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2 καί ανόητα Toup, for κα-πανητα.
3 Spengel, with reason, suspected a lacuna here: the sense 

of the missing words would be “but other people’s interests 
improper.” 4 <φίλοχρηματία<;> add. Toll.

5 καόίκαστον Toll, for καθέκαστον
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11

12

έσ-μέυ ημ€?ς, άμεινον άρχεσθαι η έλευθέροις είναι' 
έπείτοιγε άφεθεΐσαι το σύνολον, ώς έξ ειρκτής άφε- 
τοι, κατά τών πλησίον αί πλεονεξίαι καν επικλύ- 
σειαν^ τοϊς κακοϊς την οικουμένην, ολως δέ δάπα- 
νον% εφην είναι τών νυν γεννωμένων φύσεων την 
ραθυμίαν, η πλην ολίγων πάντες έγκαταβιούμεν, 
ουκ άλλως πονούντες η άναλαμβάνοντες εί μη επαί
νου καί ηόονης 'ένεκα, αλλά μη της ζήλου καί τιμής 
αξίας ποτέ ώφελείας” "κράτ ιστόν είκη ταΰτ’ έάνβ 
επί δέ τά συνεχή χωρειν ην δέ ταυτα τά πάθη, περί 
ών εν ιδίω προηγουμένως υπεσχόμεθα γράψειν υπο- 
μνηματι, άτ€3 την τε του άλλου λόγου καί αυτού του 
ύψους μοίραν έπεχόντων, ώς ημϊν. . . .4

1 έπικλνσειαρ Markland, for έπικανσειαν
2 όάπανον Toll, for όαπανών
3 άτε Mazzucchi for δ.
4 The next few words can only be guessed; perhaps ειρηται, 

κρατίστην . . .
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ON THE SUBLIME 44 

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”a 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.]

a 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 
it is 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,1 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.

1 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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INTRODUCTION

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.

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” (Δημητρίου Trept ερμηνείας). This will be the 
original text. Demetrius is also the form in the few earlier 
references to name the author of On Style.4 The eventual

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

3 Δημητρίον Φαληρέως περί ερμηνείας, ο εατί ττερί φρά- 
σ-εως (so also Ν and Η; 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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INTRODUCTION

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 (nepc λέ^βως) 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 Phalerons criticism of the long periods of 
Isocrates’ followers in Philodemus, Pthet. 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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INTRODUCTION

works of Cicero and his contemporaries.5 Textbooks are 
also prone to conservatism, so that early material may not 
prove early date, and “updating” revisions6 may produce 
isolated later references which prove nothing about the 
rest of the work.

The latest known persons7 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.C., but we may 
compare two other texts with an unusual range, the Anti- 
atticist and Rutilius Lupus.8 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 ovnep νυν λόγι,ον όνομάζουσι,ν. 
On λόγιος see note 22.

7 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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INTRODUCTION

explained by Demetrius’ Peripatetic sympathies, is the 
focus on examples from the circles of Socrates, Plato, and 
Aristotle.9

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.

The claim in § 179 to be the first to discuss elegant 
composition, γλαφυρά σύνθεσας, 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);10 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
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INTRODUCTION

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;11 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 (§§ 78ff), frigidity (§ 116, where the 
text of the Rhetoric even allows us to fill a lacuna), and 
clarity (§§ 191ff, 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 43ff and 181ff).
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INTRODUCTION

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 (§§ lOff), 
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-

12 See 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. II, especially 
pp. 28ff.

13 E.g. Hermogenes 178 Rabe, “A period is an independent 
(αυτοτελές) shaping of a whole thought in verbal form, succinctly 
brought to a conclusion (συντόμως άπΎ]ρτίσ~μένον), and suc
cinct hyperbata in it shape periods well.”
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INTRODUCTION

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 κατεστραμμένη) and in the 
inclusion of the one-clause period (§17).14 Yet other 
vocabulary is post-Aristotelian (e.g. άπηρτστμένος, κύ
κλος, περυαγωγη), as is the upper limit of four clauses, 
and the three types of period (§§16 and 19-21).15 So too 
“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.

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 In itself a triad found only here, but compare the loosei 
style of philosophy and the distinction of periods for history and 
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: 
318
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INTRODUCTION

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 authors 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

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 περί ερμ/ηνείας 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

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
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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 doreto? = “good” in § 114 
and μεταφορά πλεονάζουσα, 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 proverbs in § 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.

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.

19 On grammar see Schenkeveld, p. 137 (but Peripatetic 
interest in connectives is seen in Theophr. F 683 Fortenbaugh 
and Praxiphanes, quoted in § 55). For αστείος, cf. e.g. SVF 
iii.674 (Chrysippus), and for the definition of the simile, cf. ορμή 
ττλεονάζουσα, the Stoic definition of emotion, e.g. SVF iii.130.

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
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the use of the dual for forms other than δΰο and αμφω,20 
, and the preposition άμφί21 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, Xoyto? of grandeur in § 38,22 and the group 
κακόζηλος, κακοζηλία, and (§239) ξηροκακοζηλία. 
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 τώ χώΐρε 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. §§ θ 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 78ff), clarity 
and vividness within the plain style (§§ 191 and 209ff), 
and forms of open and oblique rebuke in the forceful 
style (§§ 287ff).

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.

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.

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
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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). Ae^t?, 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, γλαφυρά σ-ύνθε- 
cris (§§ 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 
modem texts. 323
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This final section apologises for originality, and reintro
duces the generic term for the style, γλαφυρός, which 
with one exception (§ 138) had been ousted by χάρι,ς and 
cognates. Taken together with the other structural pecu
liarities, it confirms that Demetrius adopted and modified 
an account of because he had no detailed model
for his elegant style.

The four styles

The early history of the theory of styles, χαρακτήρες, is 
obscure and controversial, particularly the contribution of 
Theophrastus, but the fundamental criterion is propriety, 
τό πρέπον: 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, ανάγκη 
μεγάλων γνωμών καί όιανοιών ϊσα καί τά ρήματα 
τίκτευν). 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 4.8.11ff; 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

26 Contrast the view of Schenkeveld, Ch. III.
27 Cf. D. C. Innes, “Theophrastus and the Theory of Style, 

Rutgers University Studies in Classical Humanities II, New

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.27 Probably, however, Theo-

325



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

INTRODUCTION

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, το μέγα 
καϊ σεμνόν καϊ περι/ττόν (DH. Dem. 3 and Isoc. 3 = F 
685 and 691 Fortenbaugh), and he defined frigidity as 
what exceeds (τό υπερβάΧΧον) 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 τό ψυχρόν (Rhet. 1404b3—4 and 
1405b35ff).

Another strand in the Demetrian styles is the theory of 
qualities or virtues (αρεταί). To simplify yet another con
troversial issue,28 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 Antiq
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, Πβρί Ί δ earn, 
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, “omatum 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 Thue. 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 
quahties, 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 quahties (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, Thue. 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),29 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 τό φοβερόν, but this aspect,30 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).

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 Ciceros De

The elegant style has a much less satisfactory unity, as 
is clear from the initial division into two types, dignified 
charm and comic gibes. Homers 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, 
χάρυς. Thus this section has its own unity and perceptive 
comments, and shares a common tradition with Cicero 
and Quintilian.31 But though χαγης means both charm
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and wit, and both concepts are part of ήδοζ/η, 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.

Oratore, Vol. Ill, 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.

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, γλυ- 
κΰτης, 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
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69), or as an independent style, γλαφυρότης (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. II. 
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

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 Phraseologie 
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.

The forceful style fits the expression of strong emotion, 
particularly anger and invective,34 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 άγο^νισηκΎ] in Ar. Rhet. 1413b3ff, the
recognition of Demosthenes’ boldness (Dem. Phal. F 163 
Wehrli), and Isocrates’ lack of such vigour (Hieronymus F 
52 Wehrli).

The faulty styles: each style has a neighbouring faulty 
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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 (υπερβολή and 
βλλβιψις), frigidity and aridity.35 36

35 Compare Aristotle’s ethical theory of μεγαλοψυχία as a 
mean between χαυνότης and μικροψυχία (Eth. Nic. 1125al7— 
18), and see Russell (ed. 1964) on Longinus 3.4. Use of the term 
ψυχρός may itself suggest Peripatetic influence since the usual 
term is the swollen, το οίδοΰν, “tumidus,” “sufflatus.”

36 D. Harlfinger, D. Reinsch, “Die Aristotelica des Parisinus 
Gr. 1741,” Philologus 114 (1970) 28-50.

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 S'® Corrections in 
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a later hand (P2) seem to show in at least some cases 
access to a second (lost) manuscript.37 There are a fur
ther forty-four manuscripts, some of them fragmentary,38 39 40 
but virtually all derive from P, and where the reading in P 
is not followed, the apparatus criticus reports significant 
differences.

37 Radermacher, pp. vff.
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. Gartner and R. Kassel (private 
correspondence). For M as a copy of P for the text of Dionysius 

For the very beginning, §§ 1-3 /zen, two manuscripts 
of the fourteenth century, Matritensis 4684 (H) and 
Neapolitanus II E 2 (N), give some readings independent 
ofP. 9

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. άπο- 
κατΕίττησΈν and avepbvpcrev 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 δια/πλευσ-αητας <t8etn>), and I suspect 
M is ultimately an idiosyncratic descendant of P,49 subse
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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 I 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.41

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

41 H. Gartner 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 Β. V. Wall, A Medieval Latin Version of Demetrius’ De elo- 
cutione, Washington 1937.

43 H. Gartner, “Zur byzantinischen Nebeniiberlieferung von 
Demetrios, Πβρι βρρηρβίας,” Kyklos, Festschrift Rudolf Key dell, 
ed. H. G. Beck, A. Kambylis, and P. Moraux, Berlin, 1978.

There is also a thirteenth-century medieval Latin 
translation (Lat.) published by Wall in 1937.42 It 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,43 there are some sub
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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 (kolori)

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, χαρακτήρες
Each is analysed under subject, diction and composi

tion (πράγματα, λβΖμς, crun^ecrt?), each with its 
neighbouring faulty style.

36-37: introductory: the grand, elegant, plain, and 
forceful styles
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38-127: the grand style, μεγαλοπρεπής
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 II)
114-27: the frigid style, ψυχρός

114: definition
115: subjects
116: diction
117-18: composition
119-23: propriety
124-27: appendix on hyperbole

128-89: the elegant style, γλαφυρός
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 (τόπου) 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, κακόζηλος 

subjects, diction, composition

190-239: the plain style, ισχνός
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, ξηρός 
subjects, diction, composition; mixture of the arid 

and affected
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240-304: the forceful style, Setro?
240: subjects
241-71: composition

241-52: series I: length of clauses, period, 
cacophony, word order, frequency of period

253-58: series II: 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, άχαρυς 
subjects, composition, diction; link with frigid 
style
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ΠΕΡΙ ΕΡΜΗΝΕΙΑΣ

(1) 'Ώσπερ η ποίησυς 8υαυρεϊταυ τοϊς μετρους, 
οιον ημυμέτρους η εξάμετρους η τοϊς άλλους, οντω 
καυ την ερμήνευαν την λογυκην 8υαυρεΐ καυ 8υακρυνευ 
τά καλούμενα κώλα, καθάπερ άναπανοντα τον 
λεγοντά τε καυ τά λεγάμενα^ αντά, καυ εν πολλοΐς 
ορούς ορίζοντα τον λόγον, επεί του μάκρος άν ευη καυ 
άπευρος καυ άτεχνώς πνυγων τον λεγοντά. (2) βονλε- 
ταυ μεντου 8υάνουαν άπαρτίζευν τά κωλα ταντα, ποτέ 
μεν ολην 8υάνουαν, olov1 2, 3 4 5 ώς 'Εκαταϊδς φησυν εν τη 
άρχη της ιστορίας, '"Εκαταϊος λάυλησυος ώ8ε μνθεΐ- 
ταώ' σννευληπταυ γάρ 8υάνουα τω κώλω ολω ολη, 
καυ άμφω σνγκαταληγονσυν. ενίοτε μεντου τό 
κώλον όλην$ μεν ον σνμπεραυοΐ 8υάνουαν, μέρος 8έ 
όλης ολον’ ώς γάρ της χευρός ονσης ολον τυνός 
μέρη αντης όλα όλης41 έστυν, ουον 8άκτνλου$ 

1 λεγοντά τε καυ τά λεγάμενα Finckh: λόγον τά τε κατα- 
λεγόμενα ΡΝΗ.

2 ουον om. ΝΗ.
3 όλην Ρ: ολον ΝΗ (totum Lat.).
4 όλης Hp.c.: δλη PNHa.c.
5 δάκτνλου ΡΝ (di git i Lat.): δάκτυλος Η.

πηχνς^ ξυ8υαν γάρ περυγραφην 0χευ τούτων τών
καυ
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ON STYLE

(1) Just as poetry is organised by metres (such as 
half-lines,a 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.”0 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 arm^ is a whole, yet has parts such as fingers 
and forearm which are themselves each a whole, since

a 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 ερμηνεία.

c FGrHist 264 Hecataeus, F 1A (cf. § 12).
d Since kolon or clause is literally a limb of the body (cf. Latin 

membrum), comparisons from the body are common.
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DEMETRIUS
^Ίμερων έκαστον, και ίθία μέρη), οντω καί όίανοίας 

Τίνος όλης ονσης μεγάλης έμπερίλαμβάνοίτ’ άν 
μέρη τινα αντης ολόκληρα οντα καί αυτά' (3) ώσπερ 
έν τη άρχη της ’Δναβάσεως της2 α^νοφώντος τό 
τοίοντον, "Δαρείον καί Τ1αρνσάτί8ος” μέχρί τον 
"νεώτερος 8έ Κύρος,” σνντετελεσμένη πάσα 8ίάνοίά 
έστίν τά δ’ έν αντη κώλα 8νο μέρη μεν αντης έκάτε- 
ρόν έστί, όίάνοία 8έ έν έκατέρω πληρονταί τίς,^ 
ίόίον εχονσα πέρας, οίον ίλαρείον καί ιναρνσατίοος 
γίνονταί παϊ8ες.”^ έχεί γάρ τίνα ολοκληρίαν η 8ίά- 
νοία αντη καθ’ αντην, οτί έγένοντο Δαρείω καί 
Παρυσάτιδι παϊ8ες. καϊΦ ωσαύτως τό έτερον κωλον,

περίεςεί τίνα παντη πάντως, ητοί οκην η μέρος οκης 
ολον.

(4) Δει 8έ οντε πάνν μακρά ποίέΐ,ν τά κώλα, έπεί 
τοί γίνεταί άμετρος η σννθεσίς η 8νσπαρακολονθη- 
τος' ον8έ γάρ η πονητίκη νπερ έζάμετρον ήλθεν, εί 
μη πον έν όλίγοίς' γελοΐον γάρ τό μέτρον άμετρον 
είναί, καί καταληγοντος τον μέτρον έπίλελησθαί 
ημάς πότε ηρζατο. οντε 8τβ τό μήκος τών κώλων 
πρέπον τοϊς λόγοίς 8ίά την άμετρίαν, οντε η μίκρό- 
της, έπεί τοί γίνοίτ’ άν η λεγομένη ζηρά σννθεσίς, 
οίον η τοίά8ε "ό βίος βραχύς, η τέχνη μακρά, ό

1 ώανοίας Ρ: 8ίάνοίαν ΝΗ. 2 της ΡΝ: τον Η.
3 τις Ρ: της Ν: τό Η. 4 δυο add. Μ, codd. Xen.
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ON STYLE 2-A

each of these has its own shape and indeed its own parts,a 
•so too a complete thought, when it is extensive, may sub
sume within it parts which are themselves whole, (3) as at 
the beginning of Xenophons Anabasis in the words “Dar
ius and Parysatis” down to “the younger Cyrus.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 
'Artaxerxes, 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 limits0 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

a I.e. 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).
c The Greek is more pointed, since metron/metre means also 

limit or measure.

5 καί om. NH. 6 post μεν des. NH.
7 δή Victorius: 8e P.
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DEMETRIUS

κα,φος δ^ΰς.”1 κατακεκομμένη γάρ εοικεν ή σννθε- 
σις καί κεκερ ματισμένη, καί ευκαταφρόνητος διά τδ 
μικρά σνμπαντα έχειν. (5) γίνεται μέν ονν ποτέ καί 
μακρον κώλον καιρός, olov έν τοϊς μεγέθεσιν, ώς δ

ο νέος πορενομενον σνμποδηγει και σνγκνκλει. 
σχεδόν γάρ τω μεγέθει τον κώλον σννεξηρται και δ

δια τοντο και <το>4 εξαμετρον ηριρον τε
ονομάζεται νπο τον μηκονς και πρεπον ηρωσιν, και 
ονκ άν την Όμηρον Τλιάδα πρεπόντως τις γρά-

σκντάλη” καί "τις σάς παρηειρε φρένας;” ονδέ τοϊς 
’Ανακρέοντος, <ώς>θ τδ "φέρ’ νδωρ, φέρ’ οίνον, ώ 
παϊ”’ μεθύοντος γάρ δ ρνθμδς άτεχνώς γέροντος, ον 
μαχομένον ηρωος.

(β) Μακροΰ μέν δη κώλον καιρός γινοιτ άν ποτέ 
διά ταντα’ γίνοιτο δ’ άν ποτέ καί βραχέος, οιον ήτοι 
μικρόν τι ημών λεγόντων, ώς δ αενοφών φησίν, οτι 
άφίκοντο οι ''Έλληνες επί τον Τηλεβόαν ποταμόν 
ee Τ ? ζ \ X \\OZ55 /·. \οντος οε ην μεγας μεν ον, καλός οε. τη γαρ

1 η δέ πείρα σφαλερή add. Μ (cf. § 238).
2 τοτέ μέν codd. Plat.: τδ μέν Ρ.
3 πορευόμενον σνμποδηγει codd. Plat.: πορευόμένος ποδη- 

γεϊ Ρ.
4 τδ add. Radermacher.
5 γράψειεν Victorius: scriberet Lat.: γράψει έν Ρ.
6 ώς add. Roberts.
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ON STYLE 4-6

fleeting.”3 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,0 
because its length suits heroes. Homer’s Iliad could not 
be suitably written in the brief lines of Archilochus, for 
example “staff of grief”^ or “who stole away your mind?”e 
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 maybe 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.”S The short,

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

b Pl. Pol. 269c. c 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. 152e (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).

e Archil. 172.2 West.
fPMG396 Anacreon 51.1.
§Xen. Anab. 4.4.3 καλός μβν, μεγας δ’ ον. Here and in 

§ 121 Demetrius misquotes, but retains the abruptness.
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DEMETRIUS

μυκρότητυ καί αποκοπή τον ρυθμόν συνανεφάνη καϊ 
ή μυκρότης τον ποταμού καϊ χάρυς’ et Se όντως εκ- 
τείνας αντδ εϊπεν, "οντος Se μεγέθευ μεν ήν ελάττων 
τών πολλών, κάλλευ Se νπερεβάλλετο πόνταςβ τον 
πρέποντος άπετύγχανεν άν, καϊ έγίγνετο δ λεγόμε
νος ψυχρός’ άλλά περϊ ψνχρότητος μεν ύστερον 
λεκτεον.

(7) Τών Se μυκρών κώλων καν δεννότητυ χρήσίς 
εστν δεωότερον γάρ τδ εν δλίγω πολύ εμφαυνόμενον 
καϊ σφοδρότερον, δυο καϊ οί Αάκωνες βραχύλογου 
υπό δευνότητος’ καϊ τδ μεν επυτάσσευν σύντομον καϊ 
βραχύ, καϊ πας δεσπότης δούλω μονοσύλλαβος, τδ 
δε ίκετεύευν μακρδν καϊ τδ δδύρεσθαυ. <καϊ γάρ>^ αί 
Αυταϊ καθ’ "Όμηρον καϊ χωλαϊ καϊ ρνσαϊ ύπο βρα- 
δντήτος, τοντεστυν νπδ μακρολογίας, καϊ οί γέρον
τες μακρολόγου δυά την άσθενευαν. (8) παράδευγμα 
δε βραχείας σννθεσεως τδ " Αακεδαυμόνυου Φυλίππω’ 
Αυονύσυος εν ΙΑορίνθωΑ πολύ γάρ δευνότερον φαίνε-

1 καϊ γάρ addidi (και iam Richards).

aIn §§114-27.
b § § 241—42 repeat the same advice and the example in § 8. 

For Spartan brevity cf. e.g. Hdt. 3.46.
c Strongly iambic, perhaps from comedy (Adesp. 538 Kock). 

Later citation as a proverb derives from Demetrius (Paroem. Gr. 
ii.606).
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ON STYLE 6-8

I 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 

I 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.a

(7) Short clauses should also be used in forceful 
passages/*3 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,0 but supplica
tion and lament are lengthy. For the Prayers in Horner^ 
are represented as wrinkled and lame 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.”e These brief words have a

d Hom. II. 9.502-3:
καί γάρ re Λιταί etcri Διός κοϋραι. ρ^γάλοι,ο, 
χωλαί re ρυσαί re παραβλώπές τ’ όφθαλμώ.

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. AdAtt. ix.9).
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DEMETRIUS

rat ρηθέν οντω βραχέως, η eurep αντο μακρώς έκ- 
τείναντες είπον, otl δ Διονύσιός ποτέ μεγας ών 
τύραννος ώσπερ σν όμως ννν ίδιωτεύων οίκεϊ Ίά,όριν- 
θον. ον γαρ ετι διά πολλών ρηθεν έπιπληζει έωκει

συστρεψαντα εαντα μαχεται, τοιαντη τις αν ειη 
σνστροφη καϊ λόγον καθάπερ έσπειραμένον πρός 
δεινότητα. (9) ή δβ τοιαύτη βραχύτης κατά την 
σύνθεσιν κόμμα ονομάζεται, ορίζονται δ’ αντο ώδε, 
κόμμα εστιν τδ κώλον ελαττον, olov τδ προειρημε- 
νον, τδ [re]1 2 "Διονύσιος έν Κορίνθω,” και τδ "γνώθι 
σεαντόν,” και τδ "επον θεώ,” τά τών σοφών, εστι 
γάρ και άποφθεγματικδν η βραχύτης και γνωμολο- 
γικόν, και σοφώτερον τδ έν όλίγω πολλην διάνοιαν 
ηθροϊσθαι, καθάπερ έν τοϊς σπέρμασιν δένδρων 
όλων δννάμεις' εί δ’ έκτεινοιτό τις την γνώμην έν 
μακροϊς, διδασκαλία γίνεται τις καϊ ρητορεία άντϊ 

1 γάρ add. Markland.
2 τε del. Hahne.

γνώμης.
(10) Ύών μέντοι κώλων καϊ κομμάτων τοιούτων

/

δνομαζόμεναι. εστιν γάρ η περίοδος σύστημα έκ 
κώλων η κομμάτων ενκαταστρόφως πρός την διά
νοιαν την νποκειμένην άπηρτισμένον, olov "μάλιστα 
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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.”b 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

a 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.

b Cf. e.g. Cic. De Fin. 3.73, Paroem. Gr. ii. 19 and 40.

353



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

DEMETRIUS

μέν εινεκα του νομίζειν αυμφέρειν τη πόλει λελν- 
αθαι τον νόμον, είτα καϊ τον σταιδος εινεκα τον 
Χαβρίον, ώμολόγηαα τοντοις, ώς αν οίός τε ώ, ανν- 
ερειν”’ αντη γάρ η περίοδος εκ τριών κώλων ούαα 
καμπήν τε τινα και ανατροφήν εχει κατα τό τέλος.
(11) ’Αριστοτέλης δέ ορίζεται την περίοδον όντως, 
"περίοδός έατι λέζις αρχήν εχοναα και τελευτήν,” 
μάλα καλώς και πρεπόντως όριαάμενος’ ευθύς yap δ 
την περίοδον λέγων εμφαίνει, ότι ηρκταί ποθεν και 
άποτελευτησει ποι καϊΦ επείγεται εις τι τέλος, ώαπερ 
οί δρομείς άφεθέντες’ και yap εκείνων σννεμφαίνε- 
ται τη αρχή τον δρόμον τό τέλος, ’ένθεν και περί
οδος ώνομάσθη, άπεικααθεΐαα ταϊς όδοϊς ταϊς 
κνκλοειδέαι και περιωδενμέναις. και καθόλου1 2, ονδέν 
η περίοδός έατι πλην ποια, αννθεαις. εί γονν λνθείη 
αντης τό περιωδενμένον καϊ μεταανντεθείη, τα μέν 
πράγματα μένει τά αυτά, περίοδος δέ ονκ εαται, 
οίον εί την προειρημένην τις τον Δημοαθένονς περί
οδον άναατρέφας εϊποι ώδέ πως, 

1 άποτβλβυτησΈΐ ποι και Η. Stephanus: άποτελευτησαι 
ποιεί καί Ρ.

2 και καθόλου Radermacher: καθόλου Ρ.

ώ άνδρες Αθηναίοι’ φίλος γάρ μοί έατιν ό νιος 
Χαβρίον, πολύ 8e μάλλον τούτον η πόλις, η αννει- 
πεϊν με δίκαιόν έατιν.” ου γάρ ετι ονδαμον η περί
οδος εύρίακεται.

“συνερώ τοντοις,
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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.”a 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.”k 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.c 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, “I will speak in their 
support, men of Athens. For Chabrias’ son is dear to me, 
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

a Dem. Lept. 1 (cf. § § 11, 20, 245).
b Ar. Bhet. 1409a35-bl.
c 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.

355



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

DEMETRIUS

(12) ΓευεοΊς δ’ αυτής ήδε· τής ερμηνείας η μεν 
ονομάζεται κατεστραμμένη, olov η κατά περιό8ονς 
εχονσα, ώς η τών ’Ισοκρατείων ρητορειών^ καί Τορ- 
γίον καί ’Αλκι8άμαντος’ ολαι γάρ 8ιά περιό8ων 
είσιν συνεχών ον8εν τί ελαττον ηπερ η Όμηρον 
ποίησις 8ι εξάμετρων’ η 8ε τις 8ιηρημενη ερμηνεία 
καλείται, η εις κωλα λελνμενη ον μ,άλα άλλήλοις 
σννηρτημένα, ώς η 'Εκαταίου και τά πλεΐστα τών 
'Ή.ρο8ότον καί δλως ή αρχαία πάσα. παρά8είγμα 
αυτής, " 'Εκαταΐος Μιλήσιος ώ8ε μυθείταΐ’ τά8ε 
γράφω, ώς μοι 8οκεΐ άληθέα είναι’ οί γάρ 'Ελλήυωυ 
λογοι πολλοί τε και γελοίοι, ώς εμοι φαίνονται, 
είσίνώ ώσπερ γάρ σεσωρενμένοις επ’ άλλήλοις τά 
κώλα εοικεν και επερριμμένοις και ονκ εχονσιν σνν-
εσιν ονό αντερεισιν, ονόε ροησονντα αλλήλοις

ώσπερ εν ταις περιοόοις. (Ιό; εοικε γονν τα μεν
περιοδικά κωΚα τοις λισοις τοις αντερειδονσι τας
περιφερείς στέγας και σννεχονσι, τά 8ε της 8ιαλε- 
λνμενης ερμηνείας 8ιερριμμένοις πλησίον λίθοις 
μόνον καί ον σνγκειμένοις. (14) διδ καί περιεξεσμε- 
νον 0χει τι η ερμηνεία η πριν καί ενσταλες, ώσπερ 
καί τά άρχαΐα αγάλματα, ών τέχνη ε8όκει η συσ
τολή καί ίσχνότης, η 8ε τών μετά ταντα ερμηνεία 
τοις Φει8ίον εργοις η8η εοικεν εχονσά τι καί μεγα-

1 ρητορειών Weil: ρητών Ρ.

a 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,a 
namely that which consists of periods, as in the rhetorical 
displays of Isocrates, Gorgias, and Alcidamas,b where 
period succeeds period no less regularly than the hexam
eters in Homers 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.”0 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.^ (14) So 
the older style has something of the sharp, clean lines of 
early statues,e 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 Bhet. 1409b32 where it refers to the nonantithetical 
form of period.

b For Alcidamas, pupil of Gorgias, cf. § 116.
c FGrHist 264 Hecataeus F 1A (cf. § 2).
d A traditional comparison, cf. DH. CV 22.
e For comparisons to the parallel development of style and 

sculpture, cf. DH. Isoc. 3, Quint. 12.10.7-9.
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DEMETRIUS

μήτε περνό8ονς ολον τον λόγον σννενρεσθαν, ώς ό 
Γοργνον, μήτε StaXeXvcr^at ολον, ώς τά αρχαία,

εγκατασκενος εσταν καν απλόν ς αμα, καν ες αμφονν
ήόνς, καν οντε μαλα νόνωτνκος οντε μαλα σοφνστν- 
κός. τών 8e 1 τάς πνκνάς περνό8ονς λεγόντων ούδ’ αν 
κεφαλαν ρα8νως έστάσνν, ώς έπν τών οννωμένων, ον 
τε άκονοντες ναντνώσν 8νά τδ άπνθανον, τότε 8έ . καν 
έκφωνονσν τά τέλη τών περνό8ων προεν8ότες καν 
προαναβοώσν.

κωλονν σνντνϋενταν, αν μεγνσταν οε εκ τετταρων το 
δ’ νπέρ τέτταρα ονκέτ’ αν εντός ενη περνο8νκής σνμ- 
μετρνας. (17) γίνονταν 8έ καν τρνκωλον τννες’ καν 
μονόκωλον 8έ, ας καλονσνν άπλάς περνό8ονς. όταν 
γάρ το κώλον μήκος τε εχη καν καμπήν κατά το 
τέλος, τότε μονόκωλος περνο8ος γννεταν, καθάπερ ή 
τονά8ε, '"Ηροδότου ' Αλνκαρνασήος νστορνης άπό- 
8εζνς ή8ε’ ’· καν πάλνν, "ή γάρ σαφής φράσνς πολν
φως παρεχεταν ταϊς τών άκονοντων 8νανο'νανς.’ νπ’ 

 

αμφονν μέντον σνννσταταν ή απλή περνο8ος, καν νπο 
τον μήκονς καν νπο τής καμπής τής περν το τέλος, 
νπο 8έ θατέρον ον8έ ποτέ. (18) έν 8έ τανς σννθέτονς 
περνό8ονς το τελενταϊον κώλον μακρότερον χρή 
είναν, καν ώσπερ περνέχον καν περνενληφος τάλλα. 
οντω γάρ μεγαλοπρεπής εσταν καν σεμνή περνο8ος, 
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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,”a and again “Clear expression sheds 
much light on the listeners’ thoughts.”13 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

a 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 Se Schneider: re P.
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DEMETRIUS

et? σεμνόν και μακρόν λήγουσα κώλον" εί 8ε μη, 
άποκεκομμένη καϊ χωλή όμοια. παρά8ειγμα δ’ 
αύτης το τοιούτον, "ού γαρ το είπεΐν καλώς καλόν, 
άλλα το είπόντα 8ράσαι τά είρημένα.”

(19) Τρία δέ γένη περιό8ων εστιν, ιστορική, 8ια- 
λογικη, ρητορική, ιστορική μέν η μήτε περιηγμένη 
μήτ’ άνειμένη σφόόρα, άλλα μεταξύ άμφοΐν, ώς 
μήτε ρητορική 8όξειεν καϊ άπίθανος 8ιά την περι- 
αγωγην, τό σεμνόν τε εχονσα καϊ ιστορικόν έκ της 
άπλότητος, οιον η τοιάόε, "Δαρείου καϊ ΤΙαρυσάτι- 
8ος γίγνονται” μέχρι τον "νεώτερος 8έ Κύρος." 
έ8ραία γάρ τινι καϊ άσφαλεΐ καταληξει εοικεν αύτης 
η άπόθεσις. (20) της 8έ ρητορικής περιό8ου συν- 
εστραμμένον τό εΐ8ος καϊ κυκλικόν καϊ 8εόμενον 
στρογγύλου στόματος καϊ χειρός συμπεριαγομένης 
τώ ρυθμώ, οιον της "μάλιστα μεν εϊνεκα τού νομί- 
ζειν συμφέρειν τη πόλει λελύσθαι τον νόμον, είτα 
καϊ τού παι8ός εϊνεκα τού Χ,αβρίον, ώμολόγησα 
τούτοις, ώς άν οιός τε ώ, συνερεΐν.” σχε8όν γάρ 
εύθύς έκ της άρχης η περίο8ος η τοιά8ε συνεστραμ
μένου τι εχει καϊ έμφαϊνον οτι ούκ άν άποληξειεν εις 
άπλούν τέλος. (21) 8ιαλογικη 8έ έστι περίο8ος η έτι 
<μάλλον>1 άνειμένη καϊ άπλουστέρα της ιστορι
κής,21 καϊ μόλις έμφαίνουσα, οτι περίο8ός έστιν, 
ώσπερ η τοιά8ε, "κατέβην χθες εις [top]3 ΐϊειραιά”

1 μάλλον add. Goeller.
2 ιστορικής Victorius: ρητορικής Ρ.
3 τον add. Ρ: om. Μ 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.”a

(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.”'3 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.“c 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: I went 
down yesterday to Piraeus” as far as the words since they

a Author unknown.
b Xen. Anab. 1.1 (cf. § 3).
c Dem. Lept. 1 (cf. §§ 10-11, 245).
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DEMETRIUS

μέχρι* τον "ατε ννν πρώτον άγοντες.” έπέρριπται 
γαρ άλλήλοις τά κώλα έφ’ έτέραΦ έτερον, ώσττβρ έν 
τοϊς διαλελνμένοις λόγους, καί άπολήζαντες μόλις 
αν έννοηθειμεν^ κατα τό τέλος, οτι τό λεγόμενον 
περίοδος ην. Set γαρ μεταξύ διηρημένης τε καί 
KaTeo-τραμμέντις λέξεως την διαλογικην περίοδον 
γράφεσθαι, καί μεμιγμένην όμοίαν άμφοτέροις. 
περιόδων μέν εϊδη τοσαδε.

(22) Γίνονται δέ καί έξ αντικειμένων κώλων περί
οδοι, αντικειμένων δέ ήτοι τοϊς πράγμασιν, οίον 
π λέων μεν οια της ηπείρου, πεςευα>ν οε οια της 

θαλάσσης,” η άμφοτέροις, τη Te λέξει καί τοϊς 
πράγμασιν, ώσπερ η αντη πepίoδoς ώδε e\et. (23) 
κατα δέ τα ονόματα μόνον άντικείμενα κώλα τοιάδε 
έστίν, οίον ώς ό την 'Γλένην παραβολών τώ Ηρ α- 
κλβΐ φησιν, οτι “τον4" μέν έπίπονον καί πολνκίνδννον 
τον βίον έποίησεν, της δέ περίβλεπτον καί περιμά- 
χητον την φύσιν κατέστησεν.” άντίκειται γαρ καί 
άρθρον άρθρω, καί σύνδεσμος σννδέσμω, ομοια 
όμοίοις, καί ταλλα δέ κατα τον αυτόν τρόπον, τώ μέν 
t( ) / 33 X CC / 33 /Λ \εποι/ησ~εν το κατεεττησ-εν, τω οε 
ee / Γ)\ 55 λ O'X ff \ 'O' 55περίβλεπτον, τω οε πολνκίνοννον

33 τον, 
άνταπόδοσις. (24) εστι δέ κώλα, α μη αντικείμενα

Ct 5 Ζ 55 x€7Tt7Toror το 
το "περύμάχη- 

καί ολως έν προς εν, ομοιον παρ’ ομοιον, η

1 έτέρω edd.: έκατέρω Ρ.
2 έννοηθεΐμεν Spengel: έννοηθώμεν Ρ.
3 πλενσαι . . . πεζεΰσαι codd. Isoc. 

362



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

ON STYLE 21-24

were now celebrating it for the first time.”a 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,”13 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.”0 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 thrqugh- 
out of each detail, like with like. (24) There are some

4 τον scripsi, cum codd. Isoc.: τω P.

aPl. Rep. 327a (cf. §§205-6): κατέβην χθες είς Πειραιά 
μετά Γλ,ανκωνος τον Αριεττωνος προετενζομένος τε τη θεω 
καί άμα την εορτήν βονΧομενος θεαεταετθαί τίνα τροττον 
ττοίρετονο^ίν άτε ννν πρώτον άγοντες. 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.

c Isoc. Helen 17. 4
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DEMETRIUS

έμφαίνει τινά άντίθεσιν 8ιά τό τώ σχήματι αντιθέ
των γεγράφθαι, καθάπερ το παρ’ ’Έ/πιχάρμω τώ 
ποιητή πεπαιγμένον, οτι "τόκα μέν έν τήνοιν έγών 
ήν, τόκα 8έ παρά τήνοιν έγων” τό αντο μέν γάρ 
εϊρηται, και ον8έν έναντίον' ό 8έ τρόπον τήν ερμη
νείαν μεμιμημένον^ άντίθεσιν τινα πλανώντι εοικεν. 
αλλ’ οντον μέν ΐσων γελωτοποιών οντων άντεθηκεν, 
και άμα σκώπτων τονν ρήτοραν.

(25) ’Έ<ττί Be καί παρόμοια κωλα, άτινα παρό
μοια ήτοι1 2, 3 τοιν έπ’ άρχήν, olov "8ωρητοί τε πέλοντο, 
παράρρητοί τ’ έπέεσσιν”· ή ών έπϊ τελούν, ώς ή τον 

1 μεμιμημένος Muretus: μεμιγ μένος Ρ.
2 ήτοι Lockwood: 8ή Ρ.
3 τε Μ, Thue.: το (sic) Ρ 4 ταντα Ρ: corr. edd.
5 άποθανόντα Orth (cf. § 211): θανόντα Ρ: omittitur apud Ar. 

Rhet. 1410a34-35.

ϋανηγνρικον άρχή, "πολλάκιν έθανμασα τών τάν 
πανηγύρειν σνναγαγόντων και τονν γνμνικονν αγώ
ναν καταστησάντων.” εί8ον Be τον παρομοίον τό 
ίσόκωλον, έπάν ΐσαν έχη τά κώλα τάν σνλλαβάν, 
ώσπερ Θονκν8ί8η, "ώς οντε ών πννθάνονται άπα- 
ζιονντων τό εργον, οιν τε^ έπιμελέν άίη ει8έναι ονκ 
όνει8ιζόντων”· ίσόκωλον μέν 8ή τοντο. (26) όμοιοτέ- 
λεντα 8έ έστι τά είν ομοια καταλήγοντα, ήτοι είν 
ονόματα ταντάβ ώσπερ έχει έπϊ τον "σν 8’ αντόν 
καϊ ζώντα ελεγεν κακών, και ννν άποθανόντα^ γρά- 
φειν κακών”’ ή όταν είν σνλλαβήν καταλήγη τήν 
αντήν, ώσπερ τά έκ τον Τίανηγνρικον προειρημένα. 
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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.”3 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 thern,”b or at 
the end, as in the opening passage of the Panegyric: “I 
have often wondered at those who convened the assem
blies and instituted the athletic contests.”0 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.”^ 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,”6 or with the same syllable, as in the 
passage I have already quoted from Isocrates Panegyric.

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

b Hom. II. 9.526, with assonance oi-retoi.
c Isoc. Panegnr. 1, with assonance of -ontonZ-anton.
d Th. 1.5.2.
e Author unknown (cf. § 211, Ar. Rhet. 1410a34—35).
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DEMETRIUS

(27) Χρησί,ς δβ τών τοίοντων κώλων επίσφαλης. 
οντε γάρ δεννώς Χεγοντί επίτηδεία’ εκλνεί γάρ την

/είνοτητα η περί αντα τερϋρεία καί φροντίς. δηκον\ 5 X

οντες, ανόροπορνοί τον τροπον ησαν καί εκακονντο 
μεν εταϊροί, ήσαν δβ εταϊραί.” ή γάρ όμοίότης η 
περί τά κώλα καί άντίθεσίς εκλνεί την δείνότητα δίά 
την κακοτεχνίαν. θυμός γάρ τέχνης ον δεϊταί, αλλά 
δει τρόπον τίνά αντοφνά είναί επί τών τοίούτων 
κατηγορίών καί άπλά τά λεγάμενα. (28) οντε δητα εν

/ ζ χ e νςχ > 1 νζείνοτητί χρησίμα τα τοίαντα, ως εδείςα, οντε εν
πάθεσί καί ηθεετίν άπλονν γάρ είναί βονλεταί
αποίητον το παυος, ομοίως δε καί το ηυος. εν γονν

καί

τοίς ΑρίστοτεΧονς περί δίκαίοσννης ο την
ναίων ποΚίν οδνρομενος εί μεν όντως είποί οτί 
"ποίαν τοίαύτην πόλίν είλον τών εχθρών, οϊαν την 
Ιδίαν πόλίν άπώλεσαν,” εμπαθώς άν είρηκώς εϊη καί 
όδνρτίκώς' εί δε παρόμοίον αντό ποίησευ "ποίαν 
γάρ πόλίν τών εχθρών τοίαύτην ελαβον, οποίαν την
ίδίαν απεραΚον, ον μα τον ίΐία παυος κίνησεί ονόε 
εΧεον, άλλά τον καλούμενον κλανσίγελωτα. το γάρ 
εν πενθούσα παίζενν, κατά την παροίμίαν, τό τά τοί- 
αντα εν τοϊς πάθεσα κακοτεχνεϊν εστί. (29) γίνεταί 
μέντοί γε χρησαμά ποτέ, ώς ’Αρίστοτέλης φησίν, 
"εγώ εκ μεν ’ Αθηνών είς Στάγείρα ηλθον δίά
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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.”a 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,”b 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.”0 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

a FGrHist 185 Theopompus F 225(c) (cf. §§247, 250).
b Ar.fr. 82 Rose.
c Xen. Hell. 7.2.9. Demetrius’ glossing proverb is otheiwise 

unknown.
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DEMETRIUS

τον βασιλέα τον μέγαν, έκ 8έ Σταγζίρων els ’Αθή
νας 8ιά τον xeipwva τον μέγαν”’ el γονν άφέλοις το 
erepov μέγαν,” σνναφαιρηση καϊ την χάριν’ τη 
δβ2 μeγaληγopLa avvepyoi αν^ τα τοιαντα κωλα, 
οποία των Τοργιον τα πολλά avTL0eTa και τών Ίσο- 
κράτονς. π epi μέν 8η τών παρομοίων ταντα.

(30) A.iTo])epeL 8έ ένθύμημα πepιό8ov TT)8e, otl η 
μέν πepίo8oς avvOeats τίς έστι πepιηγμέvη, άφ’ ής 
καί ώνόμασται, το 8έ ένθύμημα έν τώ 8ιανοηματι 
e^et την 8ύναμιν καί σύστασιν’ και έστιν η μέν 
πepίo8oς κύκλος τον ένθνμηματος, cwj^rep καί τών 
άλλων πραγμάτων, το δ’ ένθύμημα 8tavota τις ήτοι 
έκ μάχης λeγoμevη <η>^ έν άκολονθίας σχηματι.
(31) σημeϊov 8έ’ el γάρ 8ιaλύσeιaς την avvOeatv τον 
ένθνμηματος, την μέν πepLo8ov ήφάνισας, το δ’ 
ένθνμημα ταντον μέveι, οιον ei τις το παρά Δημο- 
aOevei 8uatvi^eiev ένθνμημα το τοιοντον, ""ώσπep 
γάρ ei τις έ^ίνων έάλω, σν τά8’ ονκ άν έγραφας’ 
ούτως άν σν ννν άλως, άλλος ον ypaipei’’ 8ιαλύ- 
σeιev 8έ οντω' "μη έπιτpeπeτe τοϊς τά παράνομα 
γράφονσιν el γάρ έκωλύοντο, ονκ άν ννν οντος 
ταντα eγpaφev, ον8’ erepos έτι γράι/jei τούτον ννν 
άλόντος’” έντανθα της πepιό8ov μέν ό κύκλος έκλέ- 
λνται, το δ’ ένθύμημα έν ταντώ μeveι. (32) και καθ- 
όλον 8έ το μέν ένθύμημα σνλλογισμός τις έστι

1 το erepov μέγα Ρ: corr. edd. 2 Se Solmsen: γάρ Ρ.
3 avvepyol άν Goeller: avvepyoiev Ρ. 4 η 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.

(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.13 (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.”0 het 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

a 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. c Dem. Aristocr. 99 (cf. § 248).
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DEMETRIUS

ρητορικός, ή περίοδος de συλλογίζεται μεν ονδεν, 
σύγκειται 8έ μόνον καί περιό8ους μεν εν παντι 
μέρει τού λόγου τίθεμεν, olov εν τοίς προοιμίοις, 
ενθυμήματα 8έ ούκ εν παντί’ καί το μεν ώσπερ έπι-

ταΐ" και το μεν olov συλλογισμός εστιν ατελής, η δε

βήκε μεν ούν τώ ενθυμήματι και περιό8ω είναι, 8ιότι 
περιο8ικώς σύγκειται, περίο8ος 8’ ούκ εστιν, ώσπερ 
τώ οίκο8ομουμένω συμβέβηκε μεν καϊ λευκώ είναι, 
αν λευκόν η, το οίκο8ομούμενον 8’ ούκ εστι λευκόν.

ειρηται.

κωλον εστι το ετερον μέρος περίοδον ' ειτα επιφε- 
ρεί' t .. πλη περίο8ος.” ούτως ορισά-
μενος, "το ετερον μέρος,” 8ίκωλον έβούλετο είναι
την περίοδον δηλονότι, ο δ Άρχεδημος,

/

τον ορον τού ’Αριστοτέλους καϊ το έπιφερόμενον τώ 

 

όρω, σ-αφέσπερον καϊ τελεώτερον ούτως ώρίσ-ατο, 
"κώλόν εστιν ήτοι απλή περίο8ος, η συνθέτου περι- 
ό8ου μέρος.” (35) τί μέν ούν απλή περίο8ος, ειρηται' 
συνθέτου 8έ φησας αύτο περιό8ου μέρος, ού 8υσι 
κώλοις την περίο8ον όρίζειν εοικεν άλλα καϊ τρισι 
καϊ πλείοσιν ημείς 8έ μέτρον μεν περιό8ου έκτεθεί- 
μεθα, νυν 8έ περϊ τών χαρακτήρων της ερμηνείας 
λέγω μεν.1

1 λέγομεν Ρ: corr. edd.
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ON STYLE 32-35

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.”a 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. b 
(3.5) 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. 1409bl6-17 (but his term for simple is άφεσής).
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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DEMETRIUS

(36) Eteri Se τέτταρες οί άπλοι χαρακτήρες, 
ισχνός, μεγαλοπρεπής, γλαφυρός, δεινός, καί λοι
πόν οί εκ τούτων μιγνύμενοι. μίγνυνται Se ού πας 
παντί, αλλ’ ό γλαφυρός μεν καί τω ίσχνω καί τω 
μεγαλόπρεπε!, καί, ό δεινός δε ομοίως άμφοτεροις' 
μόνος δε ό μεγαλοπρεπής τω ίσχνω ού μίγνυται, 
άλλ’ ώσπερ άνθεστατον και άντίκεισθον εναντιω- 
τάτω. διό 1 δή καί μόνους δύο χαρακτήρας τινες άξι- 
ούσιν είναι τούτους, τούς δε λοιπούς δύο μεταξύ 
τούτων, τον μεν γλαφυρόν τω ίσχνω προσνέμοντες 
μάλλον, τω δε μεγαλόπρεπε! τον δεινόν, ώς τού γλα-

υρου μεν μικρότητα τινα και κομψειαν εχοντος, του

τος λόγος, όρώμεν γαρ πλήν τών είρημένων2 χαρα
κτήρων εναντίων πάντας μιγνυμενους πάσιν, οιον τα 
'Ομήρου τε επη καί τούς Τϊλάτωνος λόγους καί 
αενοφώντος καί 'ϊίροδότου καί άλλων πολλών πολ-

X X \ /λην μεν μεγαλοπρέπειαν καταμεμιγμενην έχοντας, 
πολλήν δε δεινότητά τε καί χάριν, ώστε τό μεν πλή
θος τών χαρακτήρων τοσούτον άν εϊη όσον λε- 

ερμηνεια ό εκαστω πρέπουσα γενοιτ αν
τοιαόε τις’

(38) "Αρξομαι δε από τού μεγαλοπρεπούς, όνπερ 
νύν λόγιον όνομάζουσιν. εν τρισί δή τό μεγαλόπρε
πες, διανοία, λέξει, τώ συγκε!σθαι προσφόρως. 
σύνθεσις δε μεγαλοπρεπής, ώς φησίν ’Αριστοτέλης, 
ή παιωνική. παίωνος δέ είδη δύο, τό μέν προκαταρ
κτικόν, ού άρχει μέν μακρά, λήγουσι δέ τρε!ς βρα- 
χε!αι, οιον τό τοιόνδε, "ήρξάτό δε,” τό δέ καταληκτι-
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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 Aristotlea composition with 
paeans is grand. There are two kinds of paean, the initial 
paean, beginning with a long syllable and ending with 
three shorts (e.g. erxato de, “it originated k), and the final

a Cf. Ar. Bhet. 1408b32ff. b Th. 2.48.1.

1 Sto Victorius: Se ό P.
2 eiprifievoiv Victorius: όρωμ^νων P.
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DEMETRIUS

Xi^yet Se μία μακρά, ώσπερ τδ 
(39) Set Se er rot? κώλοις τον μεγαλο-

κδν θατέρω αντίστροφον, ον τρεϊς μεν βραχεϊαι 
άρχονσι,ν, 
ζζ > 4 Λ)'·' _Αραρια.
πρεπονς λόγου τδν προκαταρκτικόν μεν παίωνα
άρχειν τών κώλων, τδν καταληκτικόν δέ επεσθαι. 

ζθ 5 ζ' ν ζ£ "-Ζπαραοειγμα ο αντων το UovKvdtoetop τοοε, ηρςατο 
Se τδ κακόν εζ Αϊθϊδπϊάςτί ποτ’ ονν ’Αριστοτέλης 
οντω διετάζατο; ort Set καί την εμβολήν τον κώλον 
καί αρχήν μεγαλοπρεπή εύθύς είναι, καί <τό>1 
τέλος, τούτο δ’ εσται, έάν άπδ μακράς άρχώμεθα 
καί είς μακράν ληγωμεν. φύσει, γάρ μεγαλεϊον η 
μακρά, καί προλεγομένη τε πλησσει εύθύς καί άπο- 
ληγονσα έν μεγάλω τινϊ καταλείπει, τδν άκούοντα. 
πάντες γονν Ιδίως τών τε πρώτων μνημονεύομεν καί 
τών ύστατων, καί νπδ τούτων κινούμεθα, νπδ δε τών 
μεταζν ελαττον ώσπερ έγκρνπτομένων η έναφανιζο- 
μένων. (40) δηλον δέ τούτο έν τοϊς θονκνδίδον’ σχε
δόν γάρ δλως τδ μεγαλοπρεπές εν πάσιν αύτώ ποιεϊ 
η τον ρνθμον μακρότης, καί κινδννεύει τώ άνδρι 
τούτω παντοδαπον οντος τον μεγαλοπρεπονς αντη η 
σύνθεσις μόνη η μάλιστα περιποιεϊν τδ μέγιστον.

(41) Αεϊ μέντοι λογίζεσθαι, ort καν μη άκριβώς 
δννώμεθα τοϊς κώλοις περιτιθέναι τούς παίωνας 
ενθεν καί ε νθεν άμφοτέρονς, παιωνικην γε πάντως 
ποιησόμεθα την σύνθεσιν, οίον εκ μακρών άρχόμε- 
νοι καί είς μακράς καταληγοντες. τοντο γάρ καί 
’Αριστοτέλης παραγγέλλειν εοικεν, άλλως δέ τδ διτ
τόν τον παίωνος τετεχνολογηκέναι άκριβείας 'ένεκα.
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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. Arabia). (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, erxato de to kakon ex Aithiopids (“Ethiopia 
was where the evil originated”*). 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,b and 
it was only to be precise that he went into technical detail

a Th. 2.48.1; “the evil” is the plague of 430 B.c.
b Cf. Ar. Rhet. 1408b31.

1 το M: om. P.
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DEMETRIUS

διδπβρ θεόφραστος παράάευγμα έκτέθευταυ μεγαλο
πρέπειας το τουοντον κώλον, ''των μέν περί τά μη8ε- 
ρδς άβυα φυλοσοφούντων” ον γάρ εκ παιχόνων ακρι
βώς, άλλά παυωνυκόν τί έστυ. παραλάβωμεν^ μέντου 
τον παίωνα είς τονς λόγονς, έπευάή μικτός τις έστυ 
καϊ ασφαλέστερος, το μεγαλόπρεπες μεν εκ της 
μακράς λαμβάνων, το λογυκον 8έ εκ τών βραχειών. 
(42) οί δ’ άλλου, ο μεν ήρώος σεμνός καϊ ον λογυκός, 
άλλ’ ήχώάης’ <. . . >1 2 3 4 5 ούδβ ενρνθμοςβ άλλ’ άρνθ- 
μοςβ ώσπερ ό τουόσάε έχευβ "ήκων ημών είς την 
χώραν’” η γάρ πνκνότης τών μακρών νπερπυπτευ 
τον λογυκον μέτρον. (43) ό δβ Ιαμβος εντελής καϊ τη 
τών πολλών λέβευ όμουος. πολλοϊ γονν μέτρα ίαμ- 
βυκά λαλονσυν ονκ είάότες. ό 8έ παυων άμφοΤ,ν 
μέσος καϊ μέτρυος, καϊ οποίος σνγκεκραμένος. η 
μέν 8ή παυωνυκή έν τοϊς μεγαλοπρεπέσυ σννθεσυς 
ώδ’ άν πως λαμβάνουτο.

1 παραλάβωμέν του iam Victorius: παραλαβών Ρ (λα supra 
versum scripto).

2 lacunam mihi iam statuenti prop. Kassel <ευ δ<= διά πάντων 
μακράν (vel μακράς) εχευ,> (cf. § 117).

3 εν ρυθμός edd.: εν ρυθμός Ρ.
4 άρυθμος Victorius: άνάρυθμος Ρ.
5 εχευ Radermacher: έκευ Ρ.

(44) Ποιβΐ δβ καϊ τά μήκη τών κώλων μέγεθος, 
olov "Θονκν8ί8ης ’Αθηναίος ζννέγραφε τον πόλεμον
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ON STYLE 41-44

on the two sorts of paean. On the same principle Theo- 
phrastusa illustrated grandeur with the following clause, 
ton men peri ta medenos axia philosophounton (“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 <. . . >,c as in the 
following words, hekon hemon eis ten choran (“arriving 
inside our land”).^ 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.e 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

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

effect.
c Since herons describes the heroic hexameter (§§ 5 and 204), 

it regularly includes the dactyl, as in e.g. Ar. Rhet. 1408b32ff, 
which Demetrius closely follows. The transmitted text anoma
lously restricts it to the spondee, and I posit a lacuna, e.g. < if it 
is wholly spondaic”>, a supplement suggested by R. Kassel.

d Author unknown (cf. § 117).
e Cf. Ar. Rhet. 1408b33, Po. 1449a24, and often later, e.g. 

Quint. 9.4.88.
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DEMETRIUS

των ΐϊεΚοποννησίύ^ν και Αϋηναιων, και Άροόοτον 
' Αλικαρνασέως ίστορίης άπόδ^Ύς ηδβ.” τδ γάρ 
ταχέως αποσιωπάν Gt? κώλον βραχύ κατασμικρύνει 
την τον λόγον σεμνότητα, καν η νποκειμένη 8ιάνοια 
μεγαλοπρεπής η, καν τά ονόματα. (45) μεγαλοπρε
πές δέ και τό εκ περιαγωγης τη σννθέσει λέγειν, 
οίον ώ? Θουκυδίδη?· "ό γάρ ’Αχελώος ποταμός ρέων 
εκ Πίυδου ορονς 8ιά Δολοπίας και Άγριανών^ και 
’Αμφιλόχων, άνωθεν <μέν>2 παρά Στράτον πόλιν ές 
θάλασσαν 8ιεζιεϊς3 παρ’ Οίνιά8ας, και την πόλιν 
αντοΐς περιλιμνάζων άπορον ποιεί νπό τον νόατος έν 
χειμωνι στρατενεσθαι.” σνμπασα γάρ η τοιαντη 
μεγαλοπρέπεια εκ της περιαγωγης γέγονεν, και εκ 
τον μόγις άναπανσαι αντόν τε και τον άκονοντα.
(46) εί δ’ οντω 8ιαλνσας αντό εϊποι τις’ "ό γάρ 
’Αχελώος ποταμός ρεΐ μέν εκ Πίυδου ορονς, εκβάλ
λει δέ παρ’ Οίνιά8ας ές θάλασσαν προ δέ της εκβο
λής τό 0ίνια8ών πε8ίον λίμνην ποιεί, ωστ’ αντοΐς 
προς τάς χειμερινός έφό8ονς τών πολεμίων ερνμα 
καϊ πρόβλημα γίνεσθαι τό v8a>p”‘ εί 8η τις οντω 
μεταβαλών έρμηνεύσειεν αντό, πολλάς μέν άναπαύ- 
λας παρέζει τώ λόγω, τό μέγεθος 8’ άφαιρησεται.
(47) καθάπερ γάρ τάς μακράς ό8ονς αι σννεχείς 
καταγωγαϊ μικράς ποιονσιν, αι 8’ έρημίαι κάν ταϊς
μικραις οόοις εμφασιν τινα εχονσι μηκονς, ταντο

1 Άγραών Thue.
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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. b 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 Amphilochians, 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.”0 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.The same 
principle applies to clauses.

aTh. 1.1.1.
b Hdt. 1.1 (cf. § 17).
c Th. 2.102.2 (cf. §§202, 206).
d See on § 202.

2 μεν addidi ex § 202, Thue.
3 Thue.: Ste^tetcrt P.
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DEMETRIUS

(48) Ποιεί δε καί δυσφωνία συνθέσεως έν ποΧ- 
λοι? μεγεσος, olov το Αια? ο ο μεγας αυεν εφ 
''Έικτορι χαΧκοκορυστη.” άλλω? μεν yap ϊσως 
δυσήκοος η τών γραμμάτων σνμττληζϋς, ύπερβοΧη^- 
δ’ έμφαίνουσα τδ μέγεθος του ηρωος' λειδτη? γάρ 
καί τδ εύήκοον ού πάνυ έν μεγαΧοπρεπεία χώραν 
εχουσνν, εί μή που έν δλίγοις. καί δ Θουκυδίδης δε 
πανταχού σχεδδν φεύγευ τδ Χείον καί δμαΧές της 
συνθεσεως, καί αεί μάΧΧόν tl προσκρούοντυ εοικεν, 
ώσπερ οί τάς τραχείας οδούς πορευόμενοι, έπάν 
Χέγη, "otl τδ μεν δη έτος, ώς ώμοΧόγητο, άνοσον ές 
τάς άλλα? ασθένειας έτύγχανεν ον.” ράον μέν γάρ 

X e/o 'F' Οζ V "Τ « ν 5 X V\ \και TjOLOv ωο αν τις ειπεν, otl ανοσον ες τας αλλα? 
ασθένειας δν έτύγχανεν,” άφηρητο δ’ αύτού την 
μεγαΧοπρέπειαν. (49) ώσπερ γάρ ονομα τραχύ 
μέγεθος έργάζεται, ούτω σύvθεσLς. ονόματα δέ τρα
χέα τό τε "κεκραγώς” αντί τού "βοών,” καί τδ 
"ρηγνύμενον” αντί τού "φερόμενον,” οϊοις πάσιν1 2, δ 
Θουκυδίδης χρήται, ομοια Χαμβάνων τά τε ονόματα 
τη συνθέσει, τοϊς τε όvόμaσL την σύνθεσιν.

1 νπερβοΧη Gale: ύπερβοΧή Ρ.
2 οίοις πασσ Hammer: olov σπασιν Ρ.

(50) Ύάσσειν δέ τά ονόματα χρη τόνδε τον τρό
πον πρώτα μέν τιθέναι τά μη μάΧα έναργη, δεύτερα 
δέ καί ύστατα τά έναργέστερα. ούτω γάρ καί τού
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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 chalkokorustei) .a 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))3 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” (kekragos 
and boon), and “bursting out” instead of “charging” 
(rhegnumenon and phenomenon). They are the sort of 
words Thucydides0 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

a Hom. II. 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).

b Th. 2.49.1. It ends on a monosyllable.
c He does not in fact use these particular examples. 
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DEMETRIUS

πρώτον άκονσόμεθα ώς εναργούς, καϊ τον μετ’ αντο 
ώς εναργεστέρον. εί δε μη, δόζομεν εζησθενηκεναι 
[otor καταπεπτωκεναι άπδ ίσγνροτερον επι ασθε
νές].1 (51) παράδειγμα δε το παρά τώ ΤΓλάτωνι 
λεγόμενον, ort "επάν% μεν τις μονσικη παρέγη 
κατανλεΐν καϊ καταγεΐν^ διά τών ώτων”' πολύ γάρ 
τδ δεύτερον εναργεστερον τον προτέρον' καϊ πάλιν 
προϊών φησιν, "όταν δε καταγεων1 μη άνη, αλλά 
κηλη, τδ δη μετά τοντο ηδη τήκει καϊ λείβει.”. τδ 
γάρ "λείβει” τον "τήκει” εμφατικώτερον καϊ εγγν- 
τερω ποιήματος, εί δε προεξηνεγκεν αντό, άσθενε- 
στερον αν τδ "τήκει” επιφερόμενον εφάνη. (52) καϊ 
'Όμηρος δε επϊ τον Ίίυκλωπος άει επαύξει την νπερ- 
βολην, καϊ επανιόντι επ’ αντης <εοικεν>β οίον

1 del. Radermacher. 2 όταν Plat. codd.
3 καταγεΐν της ψυχής Plat. 4 καταχέωυ Ρ: βπβχωυ Plat.
5 εοικεν edd.: om. Ρ.

ον γάρ εώκει
άνδρί γε σιτοφάγω, αλλά ρίω νληεντι,

καϊ προσέτι νφηλον ορονς καϊ νπερφαινομενον τών 
άλλων ορών, άει γάρ καίτοι μεγάλα οντα τά πρότε- 
ρον ηττονα φαίνεται, μειζόνων αντοΐς τών μετά 
ταντα επιφερομενων.

(53) Χρη Se καϊ τονς σννδεσμονς μη μάλα άντα- 
ποδίδοσθαι άκριβώς, οίον τώ "μεν” σννδεσμω τδν 
"δε”' μικροπρεπές γάρ η άκρίβεια' αλλά καϊ άτα- 
κτοτερως πως γρησθαι, καθάπερ π ον δ ’Αντιφών 
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ON STYLE 50-53

follows more vivid still. Otherwise we will seem to have 
lost vigour? (51) An example is this passage from Plato, 
“when a man lets music play over him and flood through 
his ears.”b 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.For however big they are, things 
which come first always seem less big when bigger things 
follow.

(53) Connectives6 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.”

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

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

Χων ορίων, 6 τε φαίνεται, οιον απ’ άλλων.
e Since it covers both, I translate (τννάειτμος as connective or 

particle as fits each case.
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DEMETRIUS

Xeyer "ή </zep>1 γάρ νήσος ήν e\o/zep2 δηλη μέν 
καί πόρρωθεν <οτι>^ έστιν ύψηλη Ka'L τραχεία’ καί 
τά μεν χρήσιμα καί εργάσιμα μικρά αυτής έστι, τά 
δέ αργά πολλά σμικρύις αυτής ούσης.” τρισί γάρ 
rot? μεν συνδέσμους εις ο δε ανταποδιδοται.
(54) πολλάκις μέντοι τεθεντες πως εφεξής σύν
δεσμοι καί τά μικρά μεγάλα ποιούσιν, ώς παρ’ 
'Ομήρω τών Βοιωτιακών πόλεων τά ονόματα ευτελή 
οντα καί μικρά ογκον τινά έχει καί μέγεθος διά. τούς 
συνδέσμους εφεξής τοσούτους τεθεντας, οίον εν τω 
"'Σχοίνόν τε Σκώλόν τε, πολύκνημόν τ’ ’Ετβωρόρ.”

(55) Tot? δβ παραπληρωματικούς συνδέσμους 
χρηστέον, ούχ ώς προσθήκαις κεναίς καί olov 
προσφύμασιν ή παραξύσμασιν, ώσπερ τινες τω 
eeQ.\33 \ )Q\ \ ee 33 \ ec» /orj χρωνται προς ovoev και τω νυ και τω τπρο- 
τερον^,”5 άλλ’ άν συμβάλλωνταί τι τω μεγέθει τού 
λόγου, (56) καθάπερ παρά ΤΙλάτωνι, "ό μέν δή

1 μέν add. Capperonerius: quidem Lat.
2 εχομ,εν edd.: έχομ,ένη Ρ.
3 ότι add. Sauppe.
4 longum exemplum Platonis (Grg. 465e2-466a3) praebet M 

(crucibus inclusum), suspicor ex margine in textum deductum.
5 πρότερον P, vix recte: περ Roshdestwenski.

a Antiph. fr. 50 Blass. 

384



 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

 

ON STYLE 53-56

somewhere: For on the one 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. ”a There is only one “on the other hand” to answer 
the three examples of “on the one hand.”b (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.”c

(55) Expletive particles^ should not be used as super
fluous extras and, as it were, excrescences or fillings, as 
“indeed” and “now” and “fearlierf” 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-466aJ: ‘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 I too 
am unable to follow your reply, deliver a long speech yourself in 
turn. But otherwise let me use one, for that is only fair.

c Hom. II. 2.497 (cf. §257).
d These were a recognised grammatical category of particles 

added for reasons of rhythm or style (e.g. Dion. Thrax, Ars 
Gramm, p. 96 Uhlig). The third example is corrupt, concealing 
e.g. the intensifier nep, “truly.”
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DEMETRIUS

περί ero? πράγματοςώς5 /

ώ?3 πολλάκυς ό

μέγας^ εν ονρανώ Ζενς”' καί, παρ’ 'Ομήρω, "αλλ’ οτε 
8η πόρον ίζον ένρρεϊος ποταμοϊο.” άρκτυεός γάρ 
τεθείς ο σννόεσμος καί άποσπάσας1 2, 3 4 τών προτερων 
τά έχόμενα μεγαλεϊόν tl είργάσατο’ αί γάρ πολλαί 
άρχαί σεμνότητα εργάζονταν εί δ’ ώ8ε είπεν, "αλλ’ 
οτε επί τον πόρον άφίκοντο τον ποταμον,” μι,κρολο- 
γονντί εωκευ καί ετι. 
λεγοντν

1 μέγας ήγεμών Plat. codd.
2 άποσπάσας Finckh: άποσπασθείς Ρ.
3 παθητικώς Greg.: παθητικοϊς Ρ.
4 locus corruptissimus, e.g. ώς γάρ pro ώσπερ et ωσαύτως 

pro ώς αυτός Radermacher

(57) Δαμβάνεταί 8ε καί παθητυκώς^ πολλάκυς ό 
σνν8εσμος οντος, ώσπερ επί της Καλνψονς πρός τον 
Ό8νσσέα,

Δαογενες Καερτιά8η, πολνμηχαν Ό8νσσεν, 
οντω 8η οΙκόν8ε φίλην ες πατρί8α γαϊαν;

γονν τον σνν8εσμον έξέλοι,ς, σννεξαι,ρήσει,ς καί 
πάθος, καθόλον γάρ, ώσπερ ό ΤΙραζμφάνης 

·, αντί μνγμών παρελαμβάνοντο οί τοιοντοι 
ee 5/55 \ \at at, Kat το 

X ee4- ζ ζ 5 Λ. c 5 ζ / νKat \7TOLOV TL €CTTLV\, * CO? aVTO? CprjCTL) TO 
υ κ ό8νρομένοισνυ> επρεφεν, εμφασίν τννα 

οί 8ε πρός ον8εν άνα- 
σνν8εσμον έοίκασνν τοϊς 

5
€t

ΤΟ

φησίν
σνν8εσμοί καί στεναγμών, ώσπερ το 
ee / 55 \ ee. / / 5 χ 55Jcpev, Kat \ttolov tl wtlv\, *
ee / / * ~

kcll vv
εχον οίκτροΰ ονόματος. (58) 
πληρονντες, φησί, τον
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ON STYLE 56-58

indeed mighty Zeus in his heaven,”a and in Homer, “but 
when indeed they came to the ford of the fair-flowing 
river. ”b 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,

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

do you indeed wish so much to go home to your 
own dear land?”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”e was appropriate, since to 
some degree it suggests a word of mourning. (58) But 
those who use expletive particles aimlessly are, as Praxi-

a Pl. Phdr. 246e. b Hom. II. 14.433, 21.1.
c Hom. Od. 5.203-4; and cf. Od. 16.220, 21.226.
d Praxiphanes 13 Wehrli.
e The text is corrupt, but particles and interjections are pre

sumably compared, as in § 58, and the particle vv (or the cluster 
καί vv Ke) is said to have the same piteous effect as ah ah and 
“alas.” For the last phrase, illustrating how και. vv Ke emphasises 
a verb of mourning, cf. e.g. Hom. II. 23.154 and as indeed they 
mourned the sun set on them.”
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DEMETRIUS

ύποκριταΐς τοϊς το καί το έπιλέγουσιν 1 olov ει τις 
ώδε Xeyot,

1 έπιλέγουσιν Nauck: έπος λέγουσιν Ρ
2 Πβλοπίας (cf. Ar. Rhet. 1409bl0): Πελοπείας Ρ
3 σύνδεσμος Greg.: om. Ρ
4 το Dresd.: τών Ρ
5 άναδιπλούντα Solmsen: διπλούντα Ρ

Καλυδώρ μέν ηδε γαϊα Πβλοπίας1 2 3 χθονός, φεύ. 
έν άντιπόρθμοις πεδί’ εχουσ-’ εύδαίμονα, αί, αί.

ώς γαρ παρέλκει το αί αϊ καί. το φευ ενθάδε, ούτω 
καί ο πανταχού μάτην εμβαλλόμενος σύνδεσμος.^

(59) Οί μεν δη σύνδεσμοι την σύνθεσιν μεγαλο
πρεπή ποιούσιν, ώς ειρηται, τά δε σχήματα της 
λέζεώς έστι μεν και αυτά συνθεσεώς τι είδος' τδ4 5 
γάρ δη τά αυτά λεγειν δίς άναδιπλονντα^ η έπανα- 
φεροντα η άνθυπαλλάσσοντα διαταττομενω και 
μετασυντιθέντι εοικεν. διατακτεον δε τά πρόσφορα 
αυτών χαρακτηρι εκάστω, οίον τώ μεγαλοπρεπεί μεν 
περί ού πρόκειται, ταύτα’ (60) πρώτον μεν την άνθυ- 
παλλαγην, ώς 'Ομηρος, "οί δβ δύο σκόπελοι ό μεν 
ουρανόν εύρύν ίκάνει”' πολύ γάρ ούτω μεγαλειότε- 
ρον εναλλαγείσης <τής>θ πτώσεως, η είπερ ούτως 
εφη, "τών δε δύο σκοπέλων ό μεν ουρανόν εύρύν”' 
συνήθως γάρ ελέγετο. παν δε τό σύνηθες μικροπρε
πές, διό καί άθαύμαστον.

(61) Top δβ Νιρβα, αυτόν τε οντα μικρόν καί τά 
πράγματα αυτού μικρότερα, τρεις ναύς καί ολίγους 
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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.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 
Homers line, “the two rocks, one of them reaches up to 
the wide heaven.”0 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 διλογία, cf. § 103).

c Hom. Od. 12.73.

389

6 τής add. Kroll.



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

DEMETRIUS

άνδρας, μεγαν^ καϊ μεγάλα εποίησεν καϊ πολλά άντ 
ολίγων, τω σχηματι διπλω καϊ μικτω χρησάμενος 
εζ επαναφοράς τε καϊ διαλύσεως. "Ntpev? γάρ,” 
φησι, "τρεις νηας άγεν, Ntpev? Άγλάίης υιός, 
Νιρεύς, δς κάλλιστος άνηρ”'2 η τε γάρ επαναφορά 
της λεζεως επϊ τδ αύτδ ονομα τδν Ntpea καϊ η διά
λυσής πλήθος τι εμφαίνει πραγμιάτων, καίτοι δύο η 
τριών οντων. (62) και σχεδόν άπαζ τού Νιρεως δνο- 
μασθεντος εν τω δράματι μεμνημεθα ονδεν ηττον η 
τού ’Αχιλλεως καϊ τού 'Οδυσσεως, καίτοι κατ’ έπος 
έκαστον^ λαλουμένων σχεδόν, αιτία δ’ η τού σχη- 
μιατος δύναμις' ει δ’ ούτως 
’Αγλαΐας υιός εκ Χΰμης τρεις νηας ηγεν, 
σιωπηκότι εωκει τδν Ntpea· 
εστιάσεσι τά ολίγα διαταχθεντα πως πολλά φαίνε
ται, οντω καν τοίς λόγοις. (63) πολλαχού μεντοι τδ 
εναντίον τη λύσει, η συνάφεια, μεγέθους αίτιον 
γίνεται μάλλον, οίον οτι "εστρατεύοντο 'Ελληνες τε 
καϊ Εάρες καϊ Αύκιοι καϊ Τϊάμφυλοι καϊ Φρύγες” η 
γάρ τού αύτού συνδέσμου θεσις εμφαίνει τι άπειρον 
πλήθος. (64) τδ δε τοιούτο "κυρτά, φαληριόωντα,” 
τη εζαιρεσει τού "καϊ” συνδέσμου μεγαλειότερον

είπεν, "Νιρεύς δ
παρασε-

ώσπεμ) γαρ εν ταϊς

1 μέγαν edd.: μέγα Ρ.
2 νπδ ’Ίλιον ηλθεν add. Greg. Μ.
3 έκαστον edd. έκαστων Ρ.
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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. . . .”a 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,b 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.”0 The use of the 
same connective suggests infinite numbers. (64) But in a 
phrase such as “high-arched, foam-crested”^ the omission 
of the connective “and” makes the language more impres-

a Hom. II. 2.671ff, a traditional example, e.g. Ar. Rhet. 
1414a2-7 and Ps.Plu. Vit. Hom. 33. The name Nireus begins 
three successive lines:

NtpeiN αν Χυμ/ηθεν ayt τρεις νηας είετας, 
Ntpev? ’Αγλαΐας νιος Χαροποιο τ άνακτος, 
Νιρενς ος κάΚΚιστος ανηρ νπο Ίλιον Ύ]λθεν.

b For δρά/ζα of nondramatic genres, compare the mimes of 
Sophron in § 156, and Platos Menexenus in § 266 (in both 
because of the use of direct speech).

c Author unknown. d Hom. II. 13.799 (cf. § 81).
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DEMETRIUS

ριοωντα.
(65) [To]1 2 3 μεγαλεϊον μέντοι έν τοϊς σχήμασιν το 

μηδβ €77t της αντης μένειν πτώσεως, ως Θουκυδίδης, 
"καί πρώτος άποβαίνων επί την αποβάθραν έλειπο- 
ψύχησέ τε, καί πεσόντος αυτού ες την παρεζειρεσίαν 
. . πολύ γάρ ούτως μεγαλειότερον, η εϊπερ επί της 
αυτής πτώσεως ούτως εφη, οτι "επεσεν ες την 
παρεζειρεσίαν καί άπέβαλε την ασπίδα." (66) καί 
άναδίπλωσις δ’ επονς^ είργάσατο μέγεθος, ώς 'Ηρο-

1 εϊπερ Radermacher: εί Greg.: om. Ρ
2 τό del. Radermacher et Roberts.
3 αναδίπλωσές δ’ έπους Ρ2: άναδιπλώσας δ’ έπος Ρ1.

Κανκάσω <. . . >'’ μέγεθος, καί μέγεθος καί πλη- 
/} 53 C\\ e /) \ \ « / Λ η y /σος. oc? ρησεν το μεγενος ογκον τινα τρ ερμ/ην^α 
παρέσχεν. (67) χρησθαι μέντοι τοϊς σχημασι μη 
πυκνοϊς’ άπειρόκαλον γάρ καί παρεμφαϊνόν τινα τού 
λόγου ανωμαλίαν, οί γούν αρχαίοι πολλά σχήματα 
έν τοϊς λόγοις τιθέντες συνηθέστεροι τών ασχημάτι
στων είσίν, διά το έντέχνως τιθέναι.

(68) Ilepi Se συγκρούσεως φωνηέντων ύπέλαβον 
άλλοι άλλως. 'Ισοκράτης μέν γάρ έφυλάττετο συμ- 
πλησσειν αυτά, καί οί απ’ αυτού, άλλοι δέ τινες ώς 
ετυχε συνέκρουσαν καί παντάπασί’ δεϊ δε ούτε 
ηχώδη ποιεϊν την σύνθεσιν, άτέχνως αυτά συμ- 
πλησσοντα καί ώς ετυχε’ διασπασμώ γάρ τού 
λόγου το τοιούτον καί διαρρίφει εοικεν’ ούτε μην

392



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

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 . . ,”a 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.”b 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

aTh. 4.12.1. The sentence continues, ή άσττις nepieppvri e? 
την θάλασσαν, “his shield slipped off into the sea.”

b Text uncertain and perhaps a memory of Hdt. 1.203.1, eov 
όρέων και πλήθει ρ,εγιστον καί υψηλοτατον. But 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.'f:12 Jacoby).

4 Ηρόδοτος Ρ: 'Ή,ρόδωρος Orth.
5 lacuna subest, e.g. <θανμ,αστοί το> Kroll.

393



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

DEMETRIUS

τής

’ 1

olov τό ηέλιος, Sir) ρη μεν ον και 
εύφωνότερόν εστι τον

παντελώς φυλάσσεσθαι την συνεχείαν τών γραμ.μά- 
των λειοτέρα μεν yap όντως εσται ϊσως η σννθε- 
σις, άμονσοτέρα 8έ καί κωφή άτεχνώς, πολλην 
ευφωνίαν άφαιρεθεΐσα την γινομένην εκ 
συγκρούσεως. (69) σκεπτέον 8έ πρώτον μέν, οτι και 
η συνήθεια αύτη συμπληττει τα γράμματα τά έν^ 
τοΐς όνόμασιν, καίτοι στοχαζομενη μάλιστα ευφω
νίας, οιον έν τώ Αιακός και χιών, πολλά 8ε καί 8ιά 
μόνων τών φωνηέντων συντίθησιν ονόματα, οιον 
Αίαίη καί Ευιος, ον8έν τε 8νσφωνότερα τών άλλων 
εστι ταντα, αλλ’ ϊσως καί μουσικώτερα. (70) τά γε 
μην ποιητικά, 
σνγκρονόμενον επίτη8ες, 
ήλιος καί το όρέων τον ορών, εχει γάρ τινα η λύσις 
καί η σύγκρονσις οιον ω8ην έπιγινομένην. πολλά 
8έ καί άλλα έν συναλιφη μέν λεγάμενα 8ύσφωνα% 
ην, 8ιαιρεθέντα 8ε καί συγκρονσθέντα ενφωνότερα, 
ώς τό "πάντα μεν τά νέα καί καλά έστιν.” εί 8ε 
συναλείφας ειποις "καλ1 έστίν,”^ 8υσφωνότερον 
εσται τό λεγόμενον καί εύτελέστερον. (71) έν 
Αίγύπτω 8ε καί τούς θεούς ύμνονσι 8ιά τών επτά 
φωνηέντων οί ιερείς, έφεζης ηχοΰντες αυτά, καί άντϊ 
αύλοΰ καί αντί κιθάρας τών γραμμάτων τούτων ό 
ήχος άκονεται ύπ’ ευφωνίας, ώστε ό έξαιρών την 

1 τά έν Roshdestwenski: ταντα Ρ.
2 άυσφωνα edd., όύσφορα Ρ.
3 κάλ’ έστίν (sic) Ahrens: καλά ’στιν Ρ
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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 chion (“snow”), and it even 
forms many words exclusively from vowels, e.g. Aiaie and 
Euios,3· and these words are no less pleasant than any oth
ers and possibly even more musical. (70) Poetic forms13 
where the resolution and hiatus are deliberate have more 
euphony, for example eelios for helios (“sun”) and oreon 
for oron (“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”0). Running the 
vowels together, kaV 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,1^ 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

a I.e. god of the bacchant cry, euoi (Dionysus).
b Both examples (the first recurs in § 207) show epic forms, as 

do those in § 73.
c Author unknown (cf. § 207).
d The seven vowels are a e e i o u o. 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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DEMETRIUS

τον
ee Xμη 
καϊ 
μέν 
μέν 
καϊ

σύγκρονσιν ονδέν άλλο η μέλος άτεχνώς εξαιρεί τον 
λόγον καϊ μούσαν. άλλά περί τούτων μέν ον καιρός 
μηκύνειν ϊσως.

(72) Έρ δε τώ μεγαλόπρεπε! χαρακτηρι σύγκρον- 
crt? παραλαμβάνοιτ’ άν πρέπονσα ήτοι διά μακρών, 
ώς τό "λάαν άνω ώθεσκε”’ καϊ γάρ ό στίχος μηκός 
τι εσχεν έκ της σνγκρούσεως, καϊ μεμίμηται 
λίθον την άναφοράν καϊ βίαν ώσαύτως καϊ τό 
ήπειρος είναι” τό θονκνδίδειον. σνγκρούονται 
δίφθογγοι διφθόγγοις, "ταύτην κατωκησαν 
ΚερκυράίοΓ οικιστής δέ έγένετο. . . (73) ποιεϊ
ονν καϊ τά αντά μακρά σνγκρονόμενα μέγεθος
αί ανταϊ δίφθογγοι, αί δέ έκ διαφερόντων σνγκρού- 
σεις όμον καϊ μέγεθος ποιούσιν καϊ ποικιλίαν έκ της 

\ / Ί ee 3 / 33 3 \ /λ ee e/ 33 s /ττολυη^ύα?, otor oe oltjv ου μονον
διαφέροντα τά γράμματά έστιν, άλλά καϊ οί ήχοι δ 
μέν δασύς, ό δέ ψιλός, ώστε πολλά άνόμοια είναι. 
(74) καϊ έν ωδαϊς δέ τά μελίσματα έπϊ [του]2 ενός 
γίνεται <καϊ>^ τον αντον μακρον γράμματος, olov 
ωδών έπεμβαλλομένων ωδαϊς, ώστε η τών όμοιων 
σύγκρονσις μικρόν έσται τι ωδής μέρος καϊ 
μέλισμα, περϊ μέν δη σνγκρούσεως, καϊ ώς γίνοιτ’ 
άν μεγαλοπρεπής σύνθεσις, λελέχθω τοσαντα.

(75) vEctti δέ καϊ έν πράγμασι τό μεγαλοπρεπές,

1 τής ον Ρ: ού del. Victorius.
2 έπι [του] edd.: από vel από τον codd. rec.: από τον vel 

fort, κατά Ρ.
3 καϊ add. Gartner.
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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” + “o” in 
laan and otheske (“he kept pushing the stone up”).a 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, “e” + “e” in 
me epeiros einai (“not to be mainland”).*5 Diphthongs too 
may clash with diphthongs, for example “oi” + “oi” in 
Kerkuraioi oikistes (“its colonists were Corcyrean, its 
founder was . . .”).c (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 eos (“dawn”); and in the case of hoien (“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,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.

b Th. 6.1.2.
c Th. 1.24.2.
d On the text and meaning (a prolonged note, not a trill), see 

H. Gartner, Hermes 118 (1990) 214-19.
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DEMETRIUS

αν μεγάλη καϊ διαπρεπής πεζομαχία η νανμαχία, η 
περϊ ονρανον η περϊ γης λόγος' ό γάρ τον μεγάλον 
άκονων πράγματος ενθνς καϊ <τόν>^- λεγοντα οιεται 
μεγάλως λεγειν, πλανώμενος' δει γάρ ον τά λεγά
μενα σκοπεΐν, άλλα πώς λέγεται’ εστι γάρ 
μεγάλα μικρώς λεγοντα άπρεπες <τι>2 ποιεΐν 
πράγματι.

καϊ 
τώ 1/ 

διδ καί δεινούς τινάς φασιν, ώσπερ και 
Θεόπομπον, δείνα ον δεινώς λέγοντας ,3 (76) Νικίας
δ’ ό ζωγράφος καϊ τοντο ενθνς ελεγεν είναι της 
γραφικής τέχνης ον μικρόν μέρος τό λαβόντα ύλην 
ενμεγέθη γράφειν, καϊ μη κατακερματίζειν την 
τέχνην είς μικρά, olov ορνίθια η άνθη, άλλ’ ιππομα
χίας καϊ νανμαχίας, ένθα πολλά μεν σχήματα δεί- 
ζειεν αν τις ίππων τών μεν θεόντων, τών δε άνθιστα- 
μενων ορθών, άλλων δε όκλαζόντων, πολλονς δ’ 
άκοντίζοντας, πολλονς δε καταπίπτοντας τών 
ιππέων ώετο γάρ καϊ την νπόθεσιν αντην μέρος 
είναι της ζωγραφικής τέχνης, ώσπερ τονς μνθονς 
τών ποιητών, ονδεν ονν θανμαστόν, εί και έν τοϊς 
λόγοις [καί]4 εκ πραγμάτων μεγάλων5 μεγαλοπρέ
πεια γένηται.

(77) Την δέ λέζιν έν τώ χαρακτηρι τοντω περιτ
τήν είναι δει και έξηλλαγμένην καϊ άσννηθη μάλ
λον' οντω γάρ εζει τον ογκον, η δέ κνρία καϊ σννη- 
θης σαφής μέν άει, τη5 δέ καϊ ευκαταφρόνητος. (78) 
πρώτα μέν ονν μεταφοραϊς χρηστέον' ανται γάρ

1 τον add. edd. 2 τι add. Goeller.
3 λέγοντας Hammer: λεγοντα Ρ. 
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ON STYLE 75-78

pie 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 Niciasa 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

a 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 καί del. Spengel.
$ μεγάλων M: magnis Lat.: μεγάλη P.
6 det τη P: semper et Lat.: λειτή Spengel.
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DEMETRIUS

μάλιστα καί ήδορήρ συμβάλλονται το?? Xdyot? καί 
μέγεθος, μη μέντοι πυκναϊς, έπεί τοι διθύραμβον 
αντί λόγου γράφομεν μήτε μην πόρρωθεν μετενη- 
νεγμέναις, άλλ' αύτόθεν καί έκ του όμοιου, olov 
εοικεν άλληλοί? στρατηγός, κυβερνήτης, ηνίοχος· 
πάντες γάρ ούτοι άρχοντες είσιν. ασφαλώς ούν ερεϊ 
καί ό τον στρατηγόν κυβερνήτην λέγων της πόλεως, 
καί άνάπαλιν ό τον κυβερνήτην ηνίοχον^ της νηός.
(79) ού πάσαι μέντοι ανταποδίδονται, ώσπερ αί 
προειρημένας έπεί την υπώρειαν μέν της ’Ίδη? πόδα 
εζην είπεΐν τον ποιητήν, τον δέ τού ανθρώπου πόδα 
ούκέτι υπώρειαν είπεϊν.

(80) ’Επά^ μέντοι κινδυνώδης η μεταφορά δοκή, 
μεταλαμβανέσθω εις εικασίαν ούτω γάρ άσφα- 
λεστέρα γίγνοιτ’ άν. εικασία δ'2 έστι μεταφορά 
πλεονάζουσα, οίον εϊ τις <τώ>^ "τότε τώ Τίύθωνι τώ 
ρητορι ρέοντι καθ’ υμών” προσθεις εϊποι, "ώσπερ 
ρέοντι καθ’ υμών” ούτω μέν γάρ εικασία γέγονεν 
καί ασφαλέστερος ό λόγος, έκείνως δέ μεταφορά καί 
κινδυνωδέστερος. διό καί Πλάτων έπισφαλές τι 
δοκεϊ ποιεϊν μεταφοραΐς μάλλον χρώμενος η είκασί- 
αις, ό μέντοι αενοφών είκασίαις μάλλον.

(81) Άρίστη δέ δοκεϊ μεταφορά τώ ’Κριστοτέλει 
η κατά ένέργειαν καλούμένη, όταν τά άψυχα ένερ- 
γούντα είσάγηται καθάπερ έμψυχα, ώς τό έπι τού 
βέλους'

1 ηνίοχον Finckh: άρχοντα. Ρ. 2 δ’ Victorius: άλλ’ Ρ.
3 τω add. Gale.

400



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

 

 

 

ON STYLE 78-81

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.”a
(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,”c 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

a 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).

b Cf. Hom. II. 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).

c Dem. De Cor. 136 (cf. § 272).
d Nowhere explicitly, but cf. Ar. Rhet. 1410b35, 1411b32ff, 

which includes both the examples here.
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DEMETRIUS

ό^υβελης καθ’ όμιλον έπιπτέσθαι μενεαίνων, 

και το "κυρτά φαληριόωυτα.” πάντα yap ταντα, τδ 
"φαληριόωυτα” και το "μενεαίνων,” ζωτικαϊς ένερ- 
γείαις εοικεν. (82) έρια μέντοι σαφέστερου έν ταϊς 
μεταφοραίς λέγεται καί κυριώτερον ήπερ^ εν αύτοϊς 
τοϊς κυρίοις, ώς τδ "εφριξεν δέ μάχη.” ού γάρ άν 
τις αντο μεταβολών 8ιά κυρίων ούτ’ αληθέστερου 
εϊποι ούτε σαφέστερου, τον γάρ έκ τών 8οράτων 
κλόνον <καί τον>1 2 γινόμενον τούτοις ήρέμα ήχον 
συνεχώς φρίσσουσαν μάχην προσηγόρευσεν, και 
άμα έπείληπταί πως της κατ’ ενέργειαν μεταφοράς 
της προειρημένης, την μάχην φρίσσειν ειπών ώσπερ 
ζώου.

1 ήπερ edd.: είπερ Ρ. 2 και τον add. Spengel.
3 άρα edd.: άμα Ρ. 4 ώς ούτως Greg.: ωσαύτως Ρ.

(83) Δε? μέντοι μη λανθάνειν, οτι ενιαι μεταφοραι 
μικροπρέπειαν ποιούσι μάλλον η μέγεθος, καίτοι 
της μεταφοράς προς ογκον λαμβανομένης, ώς το 
"άμφι δ’ έσάλπιγζεν μέγας ουρανός”' ουρανόν γάρ 
ολον ηχούντο ουκ έχρην προσεικάσαι ηχούση σάλ- 
πιγγι, πλην ει μη τις άρα? απολογοϊτο υπέρ τού 
'Ομήρου λέγων, ώς ούτως4 ήχησεν μέγας ουρανός, 
ώς άν ήχήσειεν σαλπίζων όλος ουρανός. (84) έτέραν 
ούν έπινοήσωμεν μεταφοράν μικρότητος αιτίαν 
γινομένην μάλλον ή μεγέθους' 8εΐ γάρ έκ τών μειζό- 
νων μεταφέρειν εις τά μικρά, ού τό έναντίον, olov ώς 
ό ξενοφών φησίν, "έπει δέ πορευομένων έζεκύμηνέ
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ON STYLE 81-84

passage describing the arrow, “sharp-pointed, eager to 
' shoot into the crowd” and in the words “high-arched, 

foam-crested.”a 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.”0 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. II. 4.126 and 13.799 (cf. § 64, illustrating asyndeton). 
b Hom. II. 13.339.
c Hom. II. 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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DEMETRIUS

τι τής1 φάλαγγος” την γαρ της τάζεως παρεκτρο
πήν έκκνμαινονση θαλάσση είκασεν καί προσωνό- 
μασεν. εί 8ε τις μεταβολών εϊποι έκφαλαγγίσασαν 
την θάλασσαν, τάχα μεν ον8ε οίκείως μετοίσει, 
πάντη 8έ πάντως μικροπρεπώς.

1 τι Greg., Xen. codd.: om. Ρ.
2 τώ τάζω φόρμιγγα Nauck: τον τοζοφόρμιγγα Ρ.
3 τώ Μ: τό Ρ.

1/

4 σχεδόν del. Roberts.
5 ουν addidi: autem Lat.

(85) ’ΊΕιίοι δβ καί ασφαλίζονται τάς μεταφοράς 
έπιθέτοις έπιφερο μένους, όταν αντοϊς κιν8ννώ8εις 
8οκώσιν, ώς 6 θέογνις παρατίθεται τω τάζω "φορ- 
μιγγα^ άχορ8ον” επί τον τω τάζω βάλλοντος' η μεν 
γάρ φόρμιγζ κιν8ννώ8ες επί τον τόζον, τω δβ1 2 3 
άχόρ8ω ησφάλισται.

(86) Τϊάντων 8έ καί τών άλλων η σννηθεια
μάλιστα μεταφορών 8ι8άσκαλος’ μικρόν γάρ [θ"χ6- 
δδρ]4 5 πάντα μεταφέρονσα λανθάνει 8ιά το άσφαλώς 
μεταφέρειν, λενκην τε φωνήν λέγονσα καί όζνν 
άνθρωπον καί τραχν ήθος καί μακρον ρήτορα καί 
τάλλα, όσα οντω μεταφέρεται μονσικώς, ώστε ομοια 
8οκεΐν τοϊς κνρίοις. (87) τοντον <ονν>^ εγώ κανόνα 
τίθεμαι της έν λόγοις μεταφοράς, την της σννηθείας 
τέχνην είτε φνσιν. οντω γονν ενια μετηνεγκεν η 
σννηθεια καλώς, ώστε ον8έ κνρίων ετι έ8εηθημεν, 
άλλά μεμένηκεν η μεταφορά κατέχονσα τον τον

καί
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ON STYLE 84-87

on the march a part of the phalanx surged out.”a 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 “lyre with tune
less strings,”13 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) Usage0 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

aXen. Anab. 1.8.18.
b TrGF i. Theognis F 1; cf. Ar. Rhet. 1413al.
cFor appeal to usage, cf. §§69, 91, and 96; for its role as 

διδάσκαλος or κανών, cf. Quint. 1.6.3 loquendi 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. Com
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.

405



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

DEMETRIUS

κυρίου τόπου, ώς "ό της αμπέλου οφθαλμός” και εϊ 
tl έτερον τοιούτον. (88) σφόνδυλος μέντοι και κλεις 
τα έπϊ του σώματος καί κτένες ου κατά μεταφοράν 
ώνόμασται, άλλα καθ’ ομοιότητα δια τδ έοικέναι τδ 

ktcvl μζρος, το οε KhebOL, το οε (τφονουλω.
(89) ’ΕπαΓ μέντοι εικασίαν ποιώμεν την μεταφο

ράν, ώς προλέλεκται, στοχαστέον του συντόμου, και 
τού μηδέν πλέον τού^ "ώσπερ” προτιθέναι, επεί τοι 
άντ’ εικασίας παραβολή εσται ποιητική, olov τδ του 
αενοφώντος, "ώσπερ δέ κύων γενναίος άπρονοητως 
έπι κάπρον φέρεται,” και "ώσπερ ίππος λυθείς διά 
πεδίου γαυριών και άπολακτίζων”' ταύτα γάρ ουκ 
είκασίαις ετι εοικεν, αλλά παραβολαϊς ποιητικαΐς.
(90) τάς δέ παραβολάς ταυτας ούτε ραδίως έν τοις 
πεζοϊς λόγοις τιθέναι δει, ούτε άνευ πλείστης φυλα
κής. και περί μεταφοράς μέν <τοσαύτα>2 ώς τύπω 
είπείν.

(91) Α,ηπτέον δέ και σύνθετα ονόματα, ού τά 
διθυραμβικώς συγκείμενα, οιον "θεοτεράτους πλά
νας,’ ουδέ 'άστρων δορύπυρον στρατόν,” αλλ’ 4οι- 
κότα τοϊς υπό της συνηθείας^ συγκειμένους’ καθόλου 
γάρ ταύτην κανόνα ποιούμαι πάσης ονομασίας,

1 τού μηδέ το Ρ^: μηδέν πλέον τού in mg.
2 τοσαύτα add. Schneider.
3 συνήθειας Finckh: αλήθειας Ρ.

a The eye is normal Greek for the bud of a plant or tree, e.g. 
Xen. Oeconomicus 19.10.
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ON STYLE 87-91

place of the proper term, for example the eye of the vine,a 
and so forth. (88) The parts of the body,’3 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,0 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)*^ and “like a horse let loose, kicking and proudly 
prancing over the plain.”e 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.They should be like those formed by usage., In 
general, in all word formation I regard usage as the

b The connection of thought is unclear, but the term 
metaphor is now restricted to analogical metaphor (cf. § 78).

c See §80.
dXen. Ctjrop. 1.4.21 (cf. §274).
e Author unknown, an imitation of a famous simile in Hom. 

II. 6.506ff.
ώς δ’ δτε tis οττατος ι/πττος, ακοστρετας φατντ), 
δεσμόν άπορρήζας deep πεδι,οίο κροαι/νων . . . 
κυδίόων.

{PMG Adesp. 962(a) and (b).
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DEMETRIUS

νομοθέτας λέγουσαν καί άρχιτέκτονας, καί τοιάδε 
πολλά ετερα άσφαλώς συντιθεΐσαν. (92) e^et μέντοι, 
τό σύνθετον ονομα όμού καί ποικιλίαν τινα έκ της 
συνθέσεως καί μέγεθος, καί άμα και συντομίαν 
τινα. ονομα γαρ τεθησεται αντί ολον τού λόγου, 
οίον αν την τού σίτου κομιδην σιτοπομπίαν λέγης' 
πολύ γαρ ούτω μεΐζον. τάγα 8’ άν καί λυθέντος 
ονόματος είς λόγον ετερον τρόπον μεΐζον γένοντο, 
οιον σίτου πομπή αντί σιτοπομπίας. (93) ονομα 8’ 
άντι λόγου τίθεται, οίον ώς ό Ξενοφών φησίν οτι 
ούκ ην λαβείν ονον άγριον, εί μη οί ιππείς διαστάν- 
τες θηρώεν διαδεχόμενοι, ονόματι δηλών^ οτι οί μέν 
όπισθεν έδίωκον, οί 8’ άπηντων ύπελαύνοντες 
πρόσω, ώστε τον ονον έν μέσω άπολαμβάνεσθαι. 
φυλάττεσθαι μέντοι δει πολλά2 τιθέναι τά διπλά 
ονόματα' τούτο γάρ εζεισι^ λόγου πεζού το είδος.

(94) Τά Se πεποιημένα ονόματα ορίζονται μέν τά 
κατά μίμησιν έκφερόμενα πάθους η πράγματος, 
οιον ως το σιε,ε και το Καπτοντες, (95; ποιεί οε 
[μάλιστα]4 μεγαλοπρέπειαν διά τό οίον φόφοις έοι- 
κέναι καί μάλιστα τώ ζένω' ού γάρ οντα ονόματα 
λέγει άλλά τότε γινόμενα, καί άμα σοφόν τι φαίνε
ται ονόματος καινού γένεσις, οίον συνήθειας' εοικεν

1 δηλών Roberts: οιον Ρ. 2 Set πολλά Spengel: διπλά Ρ.
3 εζεισι Victorius: έζει Ρ. 4 μάλιστα del. Richards.

a A rare meaning of πομπή, e.g. Th. 4.108.1.
b Xen. Anab. 1.5.2. The text is uncertain but concerns the 

terse effect of the compound verb, διαδεχόμενοι, “in relays.” 

408



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

ON STYLE 91-95

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, “convoya 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 compounds0 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).^ (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 of a 
new word is thought clever, as though it were the creation

c Cf. e.g. Ar. Rhet. 1404b23. Less probably, keeping the text 
of the mss, translate “The doubling of double compounds . .., a 
warning against triple compounds, cf. Ar. Po. 1457a34.

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

γοΰν <ό>·'· όνοματουργών τοίς πρώτοις θεμένοις τά 
’ ζ -^2 ονοματα. <. . . >

(96) Στοχαστέον <otm>3 πρώτον μεν τον σαφούς 
εν τω ποιου μένω όνόματι καί συνήθους, επειτα τής 
όμοιότητος προς τά κείμενα ονόματα, ώς μή φρυγί- 
ζειν ή σκυθίζειν τις άόξει μεταξύ ελληνίζων τοίς 
όνόμασι.4 (97) ποιητεον μέντοι ήτοι, τά μή ώνομασ- 
μενα, olov ό τά τύμπανα και τάλλα τών μαλθακών 
όργανα κιναιόίας^ είπών καϊ ’Αριστοτέλης τον ελε- 
φαντιστήν ή παρά τά κείμενα παρονομάζοντα 
αυτόν, οίον ώς τον σκαφίτην τις εφη τον τήν σκά- 
φην ερεσσοντα, και ’Αριστοτέλης τον αύτίτην οιον 
τον μόνον αυτόν οντα. (98) αενοφών δβ "ήλέλιξε’^ 
φησιν 'ο στρατός,”7 τήν του β’λβλβΰ άναβόησιν ήν 
άνεβόα ό στρατός^ συνεχώς παραποιήσας όνόματι.

1 6 add. Rutherford.
2 lacunam statui, ut transeamus ad conficta et declinata, cf. 

etiam § 98 ώς εφην.
3 ονν addidi.
4 ελληνίζων τοίς όνόμασι Lockwood: ελληνικοΐς όνόμασι 

Ρ: ελληνικών ονομάτων Dresd.
5 an κιναίδια?
6 ήλελιξε Victorius: ήλλαξεν Ρ.
7 στρατός Victorius: στρατηγός Ρ.
8 στρατός Victorius: στρατηγός Ρ.

a §§ 94-95 recognise only onomatopoeic neologism, §§ 97-98
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ON STYLE 95-98

of a new usage. So the creator of new words is like those 
who originally created language. <. . . >a

(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”;c 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.”e (98) 
Xenophon similarly says, “the army hurrah’d,”f 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, cL fingere,.con- 
fingere, declinare in Varro, Ling. Lat. 5.7, a classification of the 
Alexandrians.

b Author unknown.
c 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. 
σκαφεύς).

e Ar.fr. 668 Rose (cf. §§ 144, 164). The translation attempts a 
similar pun on self(ish)/being by one’s self. Elsewhere αύτιτης 
refers to homemade wine, i.e. wine made by one s self.

f Xen. 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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DEMETRIUS

βτπσφαλΕζ μέντοι τονργον, ώ?1 εφην, καί, αντοϊς τοϊς 
ττο^ταϊς. καί τδ δνπλονν μέντοι, ονομα είδος άν εϊη 
πεποι/ημένον ονόματος' παν yap τδ σνντι,θέμενον εκ 
τννων γεγονεν δηλονότι,.

1 ώς Victorius: καί ώς Ρ.
2 aaovrac edd.: άρώνται, Ρ.
3 χαμόθεν Μ (cf. § 243): χαμάθεν Ρ.
4 φανερόν Goeller: φοβεροί' Ρ.

(99) Δίεγαλεϊον δέ τί εστι, καί η αλληγορία, καί 
μάλιστα εν ταϊς άπει,λαϊς, οίον ως δ Atorvcrto?, ort 
"ot τέττι,γες αντοϊς ασονταβ1 χαμόθενΔ^ (100) εί δ’ 
όντως απλώς είπεν, drt τεμεΐ την Δοκρίδα χώραν, 
καί δργι,λώτερος άν έφάνη καί εντελέστερος. ννν δέ 
ώσπερ σνγκαλνμματι, τον λόγον τη αλληγορία 
κέχρηταν παν γάρ τδ νπονοονμενον φοβερώτερον, 
kcu άλλος άλλο τι,' ο 0€ σ~αφ€ς Kat φανερού,
καταφρονεϊσθαι, είκός, ώσπερ τονς άποδεδνμένονς.
(101) διό καί τά μνστηρυα εν άλληγορίαι,ς λέγεται, 
πρδς εκπληζνν καί φρίκην, ώσπερ εν σκότω^ καί 

6 \υ καυ τη
(102) φvλάττεσθab μέvτob κάπί ταντης τδ 

σννεχές, ώς μη αϊταγμα δ λόγος ημϊν γένηταμ οίον 
τδ επί της σbκvaς της ίατρυεης' "άνδρ’ είδον πνρί 
χαλκόν επ’ av0pb κολλησανταΔ καί οί Δάκωνες 
πολλά εν άλληγopίabς ελεγον έκφοβονντες, οίον τδ 
''Δbovvσboς έν Δορίνθω” πρδς Φίλνππον, καί άλλα 
TObavTa ονκ ολίγα.

VVKTL. €ObK6 δβ καί η αλληγορία τω (τκότω 
ννκτί.
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ON STYLE 98-102

kept continuously shouting. The practice is, however, as I 
said,a 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.”*3 (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.’c The 
Spartans too often spoke in allegory to evoke fear, as in 
the message to Philip, “Dionysius in Corinth, and many 
other similar threats.

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

1412a22-23 ( = PMG 281(b)); cf. § 243.
c Cleobulina 1.1 West; cf. Ar. Rhet. 1405bl.
dCf. §§8,241.
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DEMETRIUS

(103) Ή συντομία 8e πή μέν μεγαλοπρεπής, καί 
μάλιστα ή άποσιώπησις· ενια γάρ μή ρηθέντα μεί- 
ζονα φαίνεται καί νπονοηθεντα μάλλον' πή δβ 
μικροπρεπής, καί γάρ εν όιλογίαις γίνεται μέγεθος, 
οιον ως αενοφων, τα οε αρματα εφερετο, φησι, 
ee X ''2'? 3 ex ι \ ζ x Ο· x x θ' 3 3 ζχτα μεν οι αντων των φιλιών, τα οε και οι αντων 
τών πολεμίων.” πολύ γάρ οντω μεΐζον, ή εϊπερ ώδ’ 
εΐπεν, "καί. διά τών φιλίων και διά τών πολεμίων 
αυτών. ’ ’ (104) πολλαχον δβ καί τό πλάγιον μεΐζον
τον εννεος, οιον η οε γνώμη ην, ως εις τας τάζεις 
τών 'Ελλήνων έλώντων^ και όιακοψόντων” αντί τον

ται 8έ καί ή όμοιότης τών ονομάτων καί ή όνσφωνία 
ή φαινομένη' καί γάρ τό όνσφωνον πολλαχον όγκη-

/ "*’Ζ e Ζ 5Χ 3 1, eZ-1-x 33ρον, ώσπερ Αίας ο ο μεγας αιεν εφ ηκτορι. 
πολύ γάρ μάλλον τον Αΐαντα μέγαν ένέφηνεν ή τών 
δύο σνμπληξις τής έπταβοείον άσπίόος.

(106) Τδ δβ επιφώνημα καλούμενον όρίζοιτο μέν 
άν τις λέζιν έπικοσμονσαν, εστι δβ τό μεγαλοπρεπέ- 
στατον έν τοϊς λόγοις. τής γάρ λέξεως ή μέν υπηρε
τεί, ή δέ έπικοσμεΐ. υπηρετεί μέν ή τοιάδε,

οιαν ταν νακινσον εν ουρεσι ποιμένες ανόρες 
ποσσί καταστείβονσιν,

έπικοσμεΐ δβ τό έπιφερόμενον τό "χαμαί δβ τε πόρ-

1 έλώντων Xen. codd.: έλθόντων Ρ.
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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. ”a 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,”c 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/-ontdn/-ontdn, cf. § 25) and clashing sounds (includ
ing hiatus of long syllables, cf. § 72).

c Hom. 11. 16.358 (cf. § 48).
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DEMETRIUS

έπενήνεκταυ γάρ τούτο τοϊς προεά- 
κόσμος σαφώς καυ κάλλος. (107)

φυρον άνθος”’ 
ενηνεγμένους^ 
μεστή δέ τούτων καυ -η 'Ομήρου ποίησυς, οίον

έκ καπνόν κατέθηκ’, έπεί ούκέτυ τουσυν έώκευ, 
ους το πάρος Ύροίηνδε κυών κατέλευπεν 

Όδυσσεύς.
προς δ’ 3/ \ / θ' /-> /

etl καί rode μαζον έπϊ φρεσυν εμβαλε
δαίμων,

μήπως ουνωθέντες, ερυν στήσαντες εν ύμΐν, 
άλλήλονς τρώσητε.

είτα έπυφωνευ, "αυτός γάρ έφέλκεταυ άνδρα σίδη
ρος” (108) καί, καθόλου τό επιφώνημα τοϊς τών 
πλουσίων εουκεν έπυδείγμασυν, γείσους λέγω καί 
τρίγλυφους καί πορφύραυς πλατείαυς’ οίον γάρ τυ 
καί αυτό του εν λόγους πλούτου σημέυόν εστυν.

(109) δ’ άν καί τό ενθύμημα επυφωνήμα-
τος είδος τυ ευναυ, ονκ όν μεν (ού γάρ κόσμου 
ενεκεν, άλλά άποδείξεως παραλαμβάνεταυ), πλήν 
επυλεγόμενόν γε έπυφωνηματυκώς. (110) ωσαύτως δε 
καυ ή γνώμη επυφωνονμενω τυνυ εουκεν επυ προευρη- 
μένους, άλλ’ ονδ’ αντη επυφώνημά έστυ’ καυ γάρ 
προλεγεταυ πολλάκυς, λαμβάνευ μεντου χώραν ποτέ 
επυφωνήματος. (111) τδ δέ, "νήπυος ονδ’ άρ’ έμελλε 
κακάς νπό κήρας άλύζευν,’ ονδ’ αντό επυφώνημά άν

1 π ροεξενηνεγ μένους Lockwood: π ροενηνεγ  μένους Ρ.

a 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) Homers 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.”13 (108) In general, the epiphoneme resembles the 
things which only the rich display—cornices, triglyphs, 
and broad bands of purple.0 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 in 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 turn is not an epiphoneme, since it 
often comes first and only sometimes takes the final posi
tion of an epiphoneme. (Ill) Again, take the line the 
fool! he was not going to escape hard fate”:^ that would

b Hom. Od. 16.288-94 = 19.7-13 (with omissions).
c In juxtaposition to cornices and triglyphs, the broad bands 

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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DEMETRIUS

εΐη’ ον γαρ επιλέγεται ουδέ έπικοσμεΐ, ούδ’ όλως 
έπιφωνήματι εοικεν αλλά προσφωνήματι η έπικερ- 
τομήματι.

(112) To δβ ποιητικόν έν λόγοις otl μέν μεγαλο
πρεπές, καί τυφλώ δήλόν φασι, πλήν οί μέν γυμνή 
πάνυ χρώνται τή μιμήσει τών ποιητών, μάλλον δέ 
ον μιμήσει άλλα μεταθέσει, καθάπερ Έϊρόδοτος.
(113) Θουκυδίδης μέντοι καν λάβη παρά ποιητού τι, 
ιδίως αντώ χρώμενος ι8ιον το ληφθέν ποιεί, οιον δ 
μέν ποιητής έπϊ τής Κρήτης εφη,

Κρήτη τις γαΐ’ έ'στι1 μέσω ένί οϊνοπι πόντω, 
καλή καί πίειρα, περίρρυτος.

1 γαΐ’ έστι, codd. Hom.: γ’ έστι Ρ.
2 ταντα Ρ.

δ μέν δή επί τον μεγέθους έχρήσατο τώ "περίρρυ
τος,” δ 8έ Θουκυδίδης δμονοεΐν τους ^ικελιώτας 
καλδν οιεται είναι, γής όντας μιας καί περιρρύτου, 
καί ταύτα1 2* πάντα είπών, γήν τε άντϊ νήσου καί 
περίρρυτον ώσαύτως, δμως ετερα λέγειν δοκεΐ, διότι 
ούχ ώς πρός μέγεθος άλλα προς δμόνοιαν αύτοΐς 
έχρήσατο. περί μέν δή μεγαλοπρεπείας τοσαΰτα.

(114) 'Ωσπερ δέ παράκειται φαΰλά τινα άστείοις 
τισίν, οιον θάρρει μέν τδ θράσος, ή δ’ αισχύνη τή 
αίδοΐ, τον αυτόν τρόπον καί τής ερμηνείας τοϊς 
χαρακτήρσιν παράκεινται διημαρτημένοι τινές. πρώ- 
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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.3 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.”b 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.”0 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

(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.

a Cf. § 239, Paroem. Gr. ii.156.
b Hom. Od. 19.172-73.
c Th. 4.64.3 (the speaker is Hermocrates of Syracuse) τδ δέ 

ζυμπαν γείτονας όντας και ζννοικονς /rtas γωρας καί περι,ρ- 
ρντου καί ονομα εν κεκλημενονς ^ίκελαοτας. The use of 
περίρρντος in Hdt. 4.42.2 and 4.45.1 may make the general ref
erence to Herodotus in § 112 more pointed.

419



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 
 

 

 

DEMETRIUS

τα Se περί τον γειτνιώντος τώ μεγαλόπρεπε^ λέξο- 
μεν. ονομα μεν ούν αύτώ ψυχρόν, ορίζεται Se τό 
ψυχρόν θεόφραστος ούτως, ψυχρόν έστι τό ύπερ- 
βάλλον την οικείαν άπαγγελίαν, olov " άπυνόάκωτος 
ου τραπεζούται κύλιξ,” άντι του απύθμενος επι τρα- 
πέζης κύλιζ ού τίθεται, τό γάρ πράγμα σμικρόν όν 
ού ύέχεται ογκον τοσούτον λέξεως.

(115) rirerat μέντοι και τό ψυχρόν έν τρισίν, 
ώσπερ και τό μεγαλοπρεπές' η γάρ έν όιανοία, 
καθάπερ έπι τού Κύκλωπος λιθοβολούντος την ναύν 
τού Όάυσσέως έφη τις, "φερομένου τού λίθου αίγες 
ένέμοντο έν αύτώΧ έκ γάρ τού υπερβεβλημένου της 
όιανοίας και ά&υνάτου η ψυχρότης. (116) έν Se λέζει 
ό ’Αριστοτέλης φησι γίνεσθαι τετραχώς, <. . . >^ ώς 
Αλ/αοαμας υγρόν ίδρωτα · η ev (τνννΕτω, όταν 
όιθυραμβώόης συντεθη η όίπλωσις τού ονόματος, 
ώς τό " έρημοπλάνος” εφη τις, και εί% τι άλλο ούτως 
ύπέρογκον. γίνεται Se και έν μεταφορά τό ψυχρόν, 
"τρέμοντα καί ωχρά τά πράγματαΦ” τετραχώς μέν 
ούν κατά την λέξιν ούτως άν γίγνοιτο. (117) σύνθε- 
σις Se ψυχρά η μη εύρυθμος,41 άλλά άρυθμος ούσα 
και §ιά πάντων μακράν^ εχουσα, ώσπερ η τοιάόε,

1 lacunam stat. Victorius.
2 et add. edd.
3 πράγματα Victorius (cf. Ar. Rhet. 1406b9): γράμματα P.
4 εύρυθμος Finckh: έρρυθμος (sic) P.
5 μακράν Schneider: μακρόν P.
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ON STYLE 114-117

We will discuss first the faulty style which is adjacent to 
4 the grand style. Its name is the frigid style, and frigidity is 

defined by Theophrastusa 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.”b The trivial subject does not allow such 
magniloquence.

(115) Frigidity, like grandeur, has three aspects. It 
may be in the thought, as in one writers description of the 
Cyclops throwing a rock at Odysseus’ ship, “as the rock 
was rushing along, goats were browsing on it.”c This is 
frigid because the thought is exaggerated and impossible.
(116) In diction, Aristotle^ lists four types, <...>, for 
example Alcidamas’ “moist sweat”;e from compounds, 
when the words are compounded in a dithyrambic man
ner, for example “desert-wandering”f in one writer, and 
any other similarly pompous expressions; and from 
metaphors, for example “the situation was trembling and 
pale.”S 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 lohg syl-

a Theophr. F 686 Fortenbaugh. 
b TrGF iv.Soph. Triptolemus F 611.
c Author unknown, a grotesque elaboration on Hom. Od. 

9.481 ηκΈ δ’ απορρή^ας κορυφήν όρζος peyaKoco.
d Cf. Ar. Rhet. 1405b34ff for the four types of frigid diction: 

compounds, glosses, epithets, and metaphors. Aristotle helps us 
to fill 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.
g Gorgias B16 D-K; cf. Ar. Rhet. 1406b8-10 χλωρά καί 

avacpa τά πράγρατα.
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DEMETRIUS

"ήκων ημών εις την χώραν, πάσης ημών ορθής 
ούσης.” ούδέν γαρ έχει λογικόν ούδέ άσφαλές διά 
τήν συνέχειαν τών μακρών συλλαβών. (118) ψυχρόν 
δβ καί τδ μέτρα τιθέναι συνεχή, καθάπερ τινές, καί 
μή κλεπτόμενα ύπο τής συνεχείας' ποίημα γαρ 
άκαιρον ψυχρόν, ώσπερ καί τδ ύπέρμετρον. (119) 
καί καθόλου δποϊόν τί εστιν ή αλαζονεία, τοιούτον 
καί ή ψυχρότης' ο τε γαρ άλαζών τα μή προσόντα 
αύτώ αύχεϊ όμως ώς προσόντα, ο τε μικροϊς 
πράγμασιν περιβάλλων ογκον καί αυτός έν μικροϊς 
άλαζονευομένω εοικεν. καί οποίον τι τδ έν τή παροι
μία κοσμούμενον ύπερον, τοιοντόν τί έστι καί τδ έν 
τή ερμηνεία έζηρμένον έν μικροϊς πράγμασιν.

(120) Katrot τινές φασι δεϊν τά μικρά μεγάλως 
λέγειν, καί σημεΐον τούτο ήγοννται νπερβαλλούσης 
δυνάμεως. έγώ δέ Τίολυκράτει μέν τώ ρήτορι συγ
χωρώ έγκωμιάζοντι <. . .>^ ώς ’Αγαμέμνονα έν 
άντιθέτοις καί μεταφοραϊς καί πάσι τοϊς έγκωμια- 
στικοϊς τρόποις' επαιζεν γάρ, ούκ έσπούδαζεν, καί 
αύτδς τής γραφής δ ογκος παίγνιόν έστι. παίζειν 
μέν δη έζέστω, ώς φημί, τδ δέ πρέπον έν παντί 
πράγματι φυλακτέον, τούτ’ εστι προσφόρως έρμη- 
νευτέον, τά μέν μικρά μικρώς, τά μεγάλα δέ μεγά-

1 lacunam stat. Victorius, e.g. Θερσίτην Maass.

a 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” (hekon hemon eis ten choran, pases 
hemon orthes ouses).a 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 Λ (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.”c

(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 Polycrates^ 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 I 
say, is legitimate, but otherwise preserve propriety, what
ever the subject; or in other words, use the relevant style,

b Or alternatively “as metre which is too regular.
c Paroem. Gr. i.459.
d Polycrates, Art. Scr. B.xxi.ll; 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 παίγιηον see Gorgias Helen (cf. Hel. 
21 Έλβι/ης μεν εγκώμίον, έμον 8e vairyvLov). 
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DEMETRIUS

λως, (121) καθάπερ ξενοφών έπϊ τον Τηλββόα ποτα
μόν μικρόν οντος και καλόν φησιν, "οντος 8έ ποτα
μός ήν μέγας μεν ον, καλός 8έ'” τη γαρ βραχύτητι 
της σννθειτεως και τη άποληζει τη είς το "8 ε” μόνον 
ονκ έπε8ειζεν ημϊν μικρόν ποταμόν, ετερος 8ε τις 
ερμηνεύων ομοιον τω Τηλεβόα ποταμόν^ έφη, ώς 
"από τών Λανρικών όρέων όρμώμενος εκ8ι8οϊ ές 
θάλασσαν,” καθάπερ τον NetXor ερμηνεύων κατα- 
κρημνιζόμενον η τον Ίστρον έμβάλλοντα. πάντα 
ονν τά τοιαντα ψνχρότης καλείται. (122) γίνεται 
μεντοι τά μικρά μεγάλα ετερον τρόπον, ον 8ιά τον 
άπρεπούς άλλ’ ενίοτε νπ’ ανάγκης’ οιον όταν μικρά 
κατορθώσαντά τινα στρατηγόν έξαίρειν βονλώμεθα 
ώς μεγάλα κατωρθωκότα, <τ)>1 2 olov ότι έφορος εν 
Δακεόαίμονι τον περιέργως καϊ ονκ έπιχωρίως 
σφαιρίσαντα έμαστίγωσεν τούτω^ γάρ αντόθεν 
μικρω άκονσθηναι οντι έπιτραγω8ονμεν, ώς οί τά 
μικρά πονηρά εθη έώντες ό8όν τοϊς μείζοσι πονη- 
ροϊς άνοιγνύονσιν, καϊ οτι έπϊ τοϊς μικροϊς παρανο- 
μημασιν χρη κολάζειν μάλλον, ονκ έπϊ τοϊς μεγά- 
λοις. καϊ την παροιμίαν έποίσομεν,^ "άρχη 8ε τοι 
ημισν παντός,” ώς έοικνϊαν τούτω5 τω σμικρω κακω, 
η καϊΦ ότι ον8έν κακόν μικρόν εστιν. (123) ούτως μέν 
8η έξέστω καϊ τό μικρόν κατόρθωμα έζαίρειν μέγα, 

1 ποταμόν Schneider:flumen Lat.: ποταμω Ρ.
2 η add. Roberts. 3 τούτω edd.: τούτο Ρ.
4 έποίσομεν Hemsterhuys: έποιηεταμεν Ρ.
5 τοντω τω Ρ^: τούτο ρΐ. 6 η Ρ^, om. Ph
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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.”a 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,”c 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,

a Xen. Anab. 4.4.3, cf. § 6.
b Author unknown.
c Hesiod, Op. 40, cf Paroem. Gr. i.213.
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DEMETRIUS
/ον μην ώστε άπρεπες τι τγοιειρ, αΛΛ ώσπερ καί το 

μέγα κατασμικρύυεται χρησίμως πολλάκις, ούτως 
άν και, το μικρόν έξαίροιτο.

(124) Μάλιστα δβ ή υπερβολή ψυχρότατου 
πάντων, τριττή 8ε εστιν' ή γάρ καθ’ ομοιότητα εκ-
φερεται, ως το σεειν ό ανεμοισιν ομοιοι, η καν 
υπεροχήν, ώς τό "λευκότεροι χιόνος,” ή κατά τό 
άόύνατον, ώς τδ "ούρανώ εστήριξε κάρη.” (125)
πασα μεν ουν υπερρολη αδύνατος εστιν' ούτε γαρ 
άν χιόνος λευκότερου γένοιτο, οντ’ άν άνεμω θεειν 
όμοιου, αυτή μέντοι [ήτοι]1 ή υπερβολή ή είρημένη 
εζαιρέτως ονομάζεται άόύνατος. 8ιό 8ή καί μάλιστα

1 ήτοι del. edd.

ιοτι αδυνατώ εοικεν.
(126) διά τούτο δδ μάλιστα καί, οί κωμωόοποιοί 
χρώνται αυτή, οτι εκ του άόννάτου έφέλκονται τό
γελοΐον, ώσπερ επί τών Τίερσών τής άπληστίας
υπερραλλομενος τις εφη, οτι πεδία εςεχεε,ον

αντου είδους εστι και το φαλακρότερος ευδιας και 
τό "κολοκυντης υγιέστερος.” τό 8έ "χρυσώ χρυσο- 
τέρα” τό Σαπφικόν εν υπερβολή λέγεται καί αυτό 
καί ά8ννάτως, πλήν αντω γε τω ά8υνάτω χάριν εχει, 
ού ψυχρότητα, ό 8ή καί μάλιστα θαυμάσειεν άν τις
Ζαπφους της ϋειας, οτι φύσει κινδυνωδει πράγματι 
καί 8υσκατορθώτω έχρήσατο έπιχαρΐτως. καί περί 
μεν ψυχρότητος καί υπερβολής τοσαύτα. 

426



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

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”;a 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”0 and that “they carried oxen in their jaws.(127) 
Of the same type are the expressions “balder than a 
cloudless sky” and “healthier than a pumpkin.”e Sapphos 
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. II. 10.437 (of horses). bHom. II. 4.443 (of Strife).
c Author unknown; cf. Arist. Achamians 82 κάχεζον οκτώ 

μήνας επί φριχτών ορών. ^Author unknown, a proverb 
(Paroem. Gr. ii. 749). In § 161 it describes a Thracian.

e Sophron 108 and 34 Kaibel (cf. § 162).
f Sappho 156 L^-P (cf. § 162 for a longer citation).
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DEMETRIUS

Νΰη Se περί του γλαφυρόν χαρακτηρος λέζομευ, 
(128) <δς> χαριεντισμός εστί καβ λόγος Ιλαρός, 
τώυ 8ε χαρίτων αί μευ είσί μείζουες καί σεμνότεραϋ, 
αί τώυ πουητώυ, αί 8ε ευτελείς μάλλον καί κωμυκώτε- 
pac, σκώμμασιν εοι,κυΐαι,, οίου αί ’Αριστοτελους 
χά ριπές καί Σώφρουος καί Avcrcov τδ γάρ “ής ράου 
άυ τι,ς άρι,θμήσειευ τούς 68όυτας η τους 8ακτύλους,” 
το επί της πρεσβύτι8ος, καί το "οσας άζι,ος ην 
λαβεϊυ πληγάς, τοσαύτας εϊληφευ 8ραχμάς,” οί τοί- 
οντοί αστεϊσμοί ού8ευ 8υαφερουσυυ σκωμμάτων, 
ού8ε πόρρω γελωτοποάας είσί. (129) το 8ε

τη 8ε θ’ άμα Νύμφαυ
παίζουσιτ γεγηθε 8ε1 2 τε φρένα Αητώ’

1 <δς> χαριεντισμός εστι, καί λόγος ιλαρός Kassel: καί
om. Ρ: ό γλαφυρός λόγος χαριεντισμός καί ιλαρός λόγος in 
mg. Ρ. 2 8e om. Ρ.

3 καί del. Schneider.

καί

ρεϊα δ’ άρυγυώτη πέλεταιτ καλαί 8ε τε πάσαι,"

[καί]3 αύταί είσι,υ αί λεγόμευαι, σεμυαί χάρισες καί 
μεγάλαν (130) χρήται, 8ε αύταϊς Όμηρος καί προς 
8είνωσνυ ενίοτε καί εμφασυυ, καί παίζωυ φοβερώτε- 
ρός εστι,, πρώτος τε εύρηκεναι, 8οκεϊ φοβέρας χάρυ- 
τας, ώσπερ τό επί τού άχαριπωτάτου προσώπου, το 
επί τού Κύκλωπος, τό [ουη]4 "Ovtcp εγώ πύματου 
ε8ομαυ, τούς 8ε λουπούς πρώτους,” τό τού Κυκλωπος
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ON STYLE 127-130

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.”0 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

a A surprising choice for comic wit (§ 164 is also suspect), and 
Aristophanes has been proposed.

b Lys.fr. 1 (cf. § 262) and 93 Thalheim.
c Hom. Od. 6.105ff (of Artemis).
d Hom. Od. 9.369-70 (cf. §§ 152, 262),

Ovtlv εγώ Ίτνματορ ε'8ορ,αι μβτα ots erapobcrL, 
τονς δ’ άλλους ττρο<τθεν, το δβ τοι ζείντμον εοτταί.

4 ονν Ρ, om. edd.: fort, delenda sunt verba omnia το επί . . . 
το ovv Roberts.
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DEMETRIUS

^evlov’ ον γαρ ούτως αυτόν ένέφηνΕν Setror εκ τών 
άλλων, όταν 8ύο Sei/nur] Εταίρους, ον8’ άπο τον

του
X

θυρΕον η εκ τον ροπάλου, ώς εκ τούτου
αστεϊσμού. (^131; χρηταϊ de τω τοϊουτω ecoec Kat 
ΆΕνοφών, καί αυτός ^Είνότητας ELcrayEL εκ χαρίτων, 
οίον Επί, της Ενόπλου όρχη(ττρί8ος, "έρωτηθΕίς νπό 
τον ΐϊαφλαγόνος el καί αί γυναίκΕς αύτοϊς συνΕπο- 
λέμουν, 0φη' avTaL γάρ καί ΕτρΕψαν τον βαεπΛεα.” 
8lttt] γάρ ΕμφαίνΕταί η ^Είνότης εκ της χάρντος, η 
μεν otl ον γυναίκΕς αντοΐς άίποντο αλλ’ ’ΑμαζόνΕς, 
η 8ε κατά βαο^λέως, el ούτως ην άσθΕνης ώς ύπο 
yvvaLKLov φυγΕΪν. (132) τά μεν ούν ΕΪ8η τών χαρί
των το(τά8Ε καί tol08e.

Elctlv δέ αί μέν ev τοϊς πράγμασα χάρντΕς, οίον 

πονησ^ς. τα γαρ TOLavTa, καν υπο ϊππωνακτος 
λεγηταχ, 1 χαρίΕντά ecttl, καί αντο ίλαρον το πράγμα 
έζ Εαυτού’ ούδεις γάρ άν vpLEvaLOv a8oL% opyL£opLE- 
νος, ov8e τον ’Ερωτα ’Ερννύν πονησ^Εν^ τη έρμηνΕία 
η γίγαντα, ov8e το γΕλάν KXaLELv. (133) ώστε η μέν 
^ς έν πράγμασά^ χάpLς ecttl, τά 8ε καί η λέ^ς πoLEL 
hrLxapLT(i)TEpa, οίον

ώς δ’ οτε ΙΙαν8αρέου^ κούρη, χλωρηϊς άη8ών, 
καλόν αΕί8η€Γτν, Εαρος νέον ίσταμώ^ο’

1 λέγεται Ρ: λέγηται edd.
2 άδοι Schneider: άδβι Ρ.
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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, cin fact they were the ones who 
routed the king.’”a 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,13 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:

3 ποιησαω Hammer: ποιησ-βι ev P.
4 πράγμασι, Victorius: πράγματι P.
b TlavSapeov codd. Hom: JlavSapey P

“Just as Pandareus’ daughter, the pale nightingale, 
sings beautifully at the beginning of spring. c

aXen. Anab. 6.1.12-15.
b Cf. § 301. cHom. Od. 19.518-19. 3 4 *
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DEMETRIUS

Ενταύθα γάρ καϊ ή αηδών χάρίΕν όρνίθιον, καϊ τδ 
eap φνσΕί χάρίΕν, πολύ Se έπικΕκόσμηται τη έρμη- 
νΕία, καϊ Εστι χαριέστΕρα τώ τΕ "χλωρηϊς” καϊ τώ1 
"ΤΙανδαρέον2, κονρη” ΕίπΕίν Επϊ ορνιθος, άπΕρ τον 
ποιητον ϊδιά έστι.

1 τω τε . . . καί τω Finckh: τό τε . . . καί τδ Ρ.
2 Τϊανδαρέη Ρ.

(134) Πολλάκις Se καϊ τά μέν πράγματα άτΕρπη 
Εστι φνσ-EL καϊ στυγνά, νπο Se τον λέγοντος γίνΕται 
Ιλαρά, τοντο Se παρά ΆΕνοφώντι δοκΕΪ πρώτω Ενρη- 
σθαν λαβών γάρ άγέλαστον πρόσωπον καϊ. στυ
γνόν, τον ’Αγλαϊτάδαν, τον Τϊέρσην, γέλωτα ΕνρΕν 
έζ αντον χαρίΕντα, οτι "ραόν^ έστι πνρ έκτρϊφαι άπδ 
σον η γέλωτα.” (135) αντη δέ έστι καϊ η δννατωτάτη 
χάρις, καϊ μάλιστα έν τώ λέγοντι. τδ μέν γάρ 
πράγμα καϊ φνσΕί στνγνδν ην καϊ πολέμιον χάριτι 
[ωσπΕρ καϊ Άγλαϊτά3ας],4 δ S’ ωσπΕρ ένδΕίκννται 
ότι καϊ άπδ των τοιοντων παίζ,Ειν Εστιν, ώσπΕρΕί καϊ 
νπδ θΕρμον φύχΕσθαι, θΕρμαίνΕσθαι δέ νπδ τών 
ψνχρών.

(136) Έπεί Se τά Είδη τών χαρίτων δέδΕίκται, τινα 
έστι καϊ έν τίσιν, ννν καϊ τούς τόπονς παραδΕίζο- 
μΕνβ άφ’ ών αι χάριτΕς. ησαν δέ ημϊν αι μέν έν τη

δέ έν τοϊς πράγμασιν. παραδΕίζομΕν ονν 
τόπονς καθ’ έκάτΕρα' πρώτονς δέ τονς της

(137) Εύ^ύς ονν πρώτη έστϊ χάρις η έκ συντο
μίας, όταν τδ αντό μηκννόμΕνον άχαρι γένηται, νπδ 1 2

λΕζΕΙ, αι 
καϊ τονς 
λέζεως.
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ON STYLE 133-137

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.”a
(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,13 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

3 paov codd. Xen.: ράδιου P.
4 del. Schenkeveld.
5 παρα^βί,ζομβρ Gale: παραδέχομαι· P.

aXen. Cyrop. 2.2.15.
b The Greek text adds “as Aglaitadas certainly was.
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DEMETRIUS

δε τάχους χάριεν, ώσπερ παρά αενοφώντι, “τώ ovtl 
τοντω^ ονάέν μέτεστι της 'Ελλάδος, έπεϊ εγώ αυτόν 
εϊ,άον ώσπερεϊ Λυδον άμφότερα τά ώτα τετρνπημε- 
νον'2 καϊ ώίχεν όντως.” το γάρ επιλεγόμενου το

/ X /ειχεν ούτως νπο της συντομίας την χαριν πoLεL, ει
de εμηκννση οια πκειονων, otl εκεγεν ταντα αΚηυη, 
σαφώς γάρ έτετρνπητο,” άιήγημα άν ψιλόν εγενετο

ενός πρός τό χάριεν, οίον επϊ της ’Αμαζόνος καθεν
'/ ee \όουσ·ης εφΎ) otl το τοςον εντεταμένον εκατό, 

καϊ η φαρέτρα πλήρης, τό γερρον επϊ τή κεφαλή' 
τους δε ζωστήρας ον λύονται.” εν γάρ τοντω καϊ ό 
νόμος εϊρηται ό περϊ τον ζωστήρος, καϊ otl ονκ 
ελνσε τον ζωστήρα, τά δυο πράγματα 8ιά μιας 
ερμηνείας, καϊ άπό τής συντομίας ταντης γλαφυρόν
tl εστι.

το γαρ αντο πρώτον μεν τεϋεν η μέσον αχαρι γίνε
ται' επϊ δε του τέλους χάριεν, οιον ώς ό αενοφών
φησίν επι τον ι\υρου, όιόωσι οε αντω και όωρα, 
ίππον καϊ στολήν καϊ στρεπτόν, καϊ τήν χώραν 
μηκέτι άρπάζεσθαι.” εν γάρ τοντοις τό μεν τελευ
ταίου εστι τό τήν χάριν ποιούν τό “την χώραν 
μηκέτι άρπάζεσθαι” διά το ξένον τον 8ώρον καϊ τήν 
ιάιότητα' αίτιος δε ο τόπος τής χάριτος. εί γονν 
πρώτον έτάχθη, άχαριτώτερον ήν, olov οτι “8ί8ωσιν

1 τοντω Μ: istius Lat.: τοντο Ρ.
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ON STYLE 137-39

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.”a 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.”21 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 been 
put first, it would be less attractive, for example, He

aXen. Anab. 3.1.31. bAuthor unknown. The Amazon 
custom was to remain virgins. c Xen. Anab. 1.2.27.

2 τετρυττημένον codd. Xen.: perforatas Lat.: τετριμμ^νον P.
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αντώ δώρα, τήν τε χώραν μηκέτι άρπάζεσθαι, και 
'ίππον και στολήν και στρεπτόν.” ννν δβ προειπών 
τα είθισμένα δώρα, τελεντάίον έπήνεγκεν τό ξένον 
και άηθες, εξ ών απάντων σννήκται ή χάρις.

(140) Αι δέ από τών σχημάτων χάριτες δήλαί 
είσιν και πλεΐσται παρά Σαπφοΐ, οιον εκ τής άναδι- 
πλώσεως, οπον1 νύμφη προς τήν παρθενίαν φησί, 
"παρθενία, παρθενία, ποϊ με λιπονσα οϊχη;” ή δβ 
άποκρίνεται προς αυτήν τω αντώ σχήματι, "ονκέτι 
ήξω προς σε, ονκέτι ήξω” πλείων γάρ χάρις έμφαί- 
νεται, ή είπερ άπαξ έλέχθη και άνεν τον σχήματος, 
καίτοι ή άναδίπλωσις προς δεινότητας μάλλον δοκέί 
ενρήσθαι, ή δβ και τοίς δεινοτάτοις καταχρήται έπι- 
χαρίτως.^ (141) χαριεντίζεται δβ ποτέ και εξ άναφο- 
ρας, ως ettl τον Εσπερον, ncmepe, παντα φερεις, 
φησί, "φέρεις οίνρ’ φέρεις αίγα, φέρεις ματέρι 
παίδα.” και γάρ ενταύθα ή χάρις έστίν εκ τής 
λέξεως τής "φέρεις” επί τό αντό άναφερομένης. 
(142) πολλάς δ’ άν τις καί άλλας έκφέροι χάριτας.

Τάγνονται δέ καί άπό λέξεως χάριτες, ή εκ μετα
φοράς, ώς επί τον τέττιγος, "πτερύγων δ’ νποκακχέει 
λιγνράν άοιδάν, ότι ποτ’ άν φλόγιον ^καθέταν έπι-

1 όπου edd.: που Ρ.
2 έπιχαρίτως Finckh: έπι (sic) χάριτος Ρ.
3 όϊν Paulus Manutius: οίνον Ρ

a Sappho 114 L-P.
b Sappho 104(a) L-P. The text has some uncertainties and 
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ON STYLE 139-142

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.”3 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 bring the goat, you bring 

the child to its mother.”b

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.
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έκ
\

if

"μονωτής” ίδιωτικωτέρου είδους6 ηδη 
άντυτης” πεποιημένον έκ τον αυτός.

πτάμενον^ καταυλεί,” (143) τβ έκ συνθέτου [τού]2 
ονόματος καί διθυραμβικού, "δέσποτα ΤΙλούτων^ 
μελανοπτερύγων—τουτί δεινόν, πυρροπτερύγων4^ 
αύτδ ποίησον.” α μάλιστα δη κωμωδικά παίγνιά 
έστι καί σατυρικά.^ (144) καί έξ ιδιωτικού δέ δνόμα- 
τος γίγνεται, ώς δ ’Αριστοτέλης, "οσω γάρ,” φησί, 
"μονωτής είμί, φιλομυθότερος γέγονα”' και 
πεποιημένου, ώς δ αυτός έν τω αύτω, "οσω γαρ 
αύτίτης και μονωτής είμί, φιλομυθότερος γέγονα. 
τδ μέν γάρ

> / \ \ ee€CTTt, TO Ο€ 
(145) πολλά δέ ονόματα και παρά την θέσιν την έπι 
τίνος χαρίεντά έστιν, οίον "δ γάρ ορνις ούτος κόλαξ 
έστι καί κόβαλος .”^ ένταύθα η χάρις άπο τού σκώ- 
ψαι τον ορνιν καθάπερ άνθρωπον, και ότι τά μη 
συνήθη εθετο ονόματα τω ορνίθι, αί μέν ούν τοιαύ
ται χάριτες παρ’ αύτάς τάς λέξεις.

t.

1 locus corruptus, at recte καταυλεο ή Finckh: καταυδείη Ρ.
2 τού del. Finckh.
3 Πλούτωυ Μ 2 Bergk: πλούτον Ρ.
4 πυρροπτερύγων Wilamowitz (qui et personas distinxit): 

προ πτερύγων Ρ.
5 σατυρικά Gale: σατύρια Ρ.
6 είδους Orth: έθους Ρ.
7 κόβαλος Wilamowitz: κόλακος Ρ.

a Alcaeus 347 (b) L—Ρ. The text is corrupt, the metaphor 
probably the attractive conjecture, καταυλεί, “flutes.” The
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ON STYLE 142-145

in the blazing fheat of summer he flies andt 
flutes”;a

(143) or from dithyrambic compounds, “‘Pluto, lord 
of the sable-winged’—‘that is terrible, make it red
winged.’”13 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.”0 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.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. 582ff.

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.

c Ar. fr. 668 Rose (cf. §§97, 164). The surrounding context 
involves unusual words and uses, and μονωτής is rare outside 
Aristotle, so ίδίωτίκός 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 μονωτής 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) κόβαλος καί μιμητής.
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DEMETRIUS

(146) Έκ Se παραβολής, ώς1 επί του εξεχοντος
άνδρός η Σαπφώ φησί, "περροχος ώς οτ’ άοίδός 6

ενπείν περροχος ώσπερ η σελήνή των άλλων 
άστρων, η δ ηλίος δ λαμπρότερος, η οσα άλλα εστί 
πονητίκώτερα. (147) Σώφρων Se καί αυτός επί του 
δμοίου είδους φησί, "θασαί, οσα φύλλα καί κάρφεα 
τοί παϊδες τούς ανδρας βαλλίζοντί, οίον περ φαντί, 
φίλα, τούς Ύρώας τδν Αΐαντα τώ παλώ.” καί yap 
ενταύθα επίχαρίς η παραβολή εστί, καί τούς Ύρώας 
δίαπαίζουσα ώσπερ παϊδας.

(148) νΕστι δε τίς Ιδίως χάρίς Σαπφίκη εκ μετα
βολής, όταν τί είπούσα μεταβάλληταί καί ώσπερ 
μετανοηση, οίον "υψου1 2 δη,” φησί, "τό μέλαθρον 
άερατε τέκτονες" γαμβρός είσερχεταί ίσος ’Άρηϊ,

1 ώ? Radermacher: καί Ρ.
2 νψον edd.: νίψω Ρ: ϊψω Radermacher.

νομενη εαυτης, οτί αουνατω εχρησατο υπε

αυτου είόους καί το παρα ιηλεμαχω, οτί όυο κυνες 
δεδεατο προ της αυλής, καί δύναμαί καί τα ονόματα 
είπεϊν τών κυνών. αλλα τί αν μοί βούλοντο τα ονό
ματα ταύτα” καί γαρ ούτος μεταβαλλόμενος μεταξύ 
ηστέίσατο καί άποσίγησας τα ονόματα. (150) καί 
άπδ στίχου δε άλλοτρίου γίνεταί χάρίς, ώς ό ’Αρι-
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ON STYLE 146-150

(146) Charm also comes from the use of comparison, 
1 as in Sapphos description of an exceptionally tall man as 

preeminent, like the poet of Lesbos among strangers.”a 
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.”^ 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.”0 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?”^ By this sudden change of direction in the mid
dle, suppressing their names, he too is elegantly witty.
(150) Charm also comes from parody of another writers

a Sappho 106 L-P.
b Sophron 32 Kaibel; cf. Hom. II. 11.358ff, where Ajax slow 

retreat is like a donkey being beaten by boys.
c Sappho 111 I^P. d Telemachus, otherwise unknown 

(or, but less natural Greek, an unknown author describes 
Telemachus, son of Odysseus).
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στοφάνης σκώπτων που τον Δία, οτι ον κεραυνοί 
τονς πονηρούς, φησίν,

άλλα τον εαυτόν νεώ βάλλει, καί Ιούνιον 
άκρον "Αθηνών.

ώσπερ γούν ονκετν ο Ζευς κωμωδεΐσθαι δοκεϊ, άλλ’ 
'Όμηρος καί ό στίχος ό "Ομηρικός, καί άπο τούτον 
πλείων εστίν η χάρις.

(151) ’Όχουσι 8ε τι στωμύλον καί άλληγορίαι 
τινες, ώσπερ τό, "Δελφοί, παιδίον υμών ά κύων 
φέρει.” καί τά ^ώφρονος δέ τά επί τών γερόντων, 
""ενθάδε ών1 κηγώ παρ’ ύμμε τούς όμότριχας εζορμί- 
ζομαι, πλόον δοκάζων πόντιον άρτέαι1 2 3 γάρ η8η τοϊς 
ταλικοϊσδε ταί άγκυραν” οσα τε επί τών γυναικών 
άλληγορεϊ, οίον επ’ Ιχθύων, ""σωλήνες, γλνκύκρεον 
κογχύλιον, χήραν γυναικών λίχνευμα.”^ καί μιμικώ- 
τερα4 τά τοιαύτά έστι καί αισχρά.

(152) ’Όστι 8ε τις και η παρά [τηΐ7]5 προσδοκίαν 
χάρις, ώς η τού Κύκλωπος, οτι ""ύστατον εδομαι 
Ούτιν.” ού γάρ προσεδόκα τοιούτο ζένιον ούτε 
Όδυσσεύς ούτε ό άναγινώσκων. και ό ’Αριστοφάνης 
επί τού Σωκράτους, ""κηρόν διατηζας,” φησίν, "είτα 
διαβήτην λαβών, εκ της παλαίστρας "ιμάτιον ύφεί- 

1 ενθάδε ών Schneider: ένθαδεον Ρ.
2 πόντων άρτέαι. Kaibel: πόντων ναί vel ποντίναι. Ρ.
3 λίχνενμα apud Athenaeum 86e: ίχνεύμασι Ρ
4 μιμικώτερα Victorius: μιμητικώτερα Ρ.
5 την Ρ: del. Schneider.
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ON STYLE 150-152

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.”’a It seems as though it is no longer Zeus who is 
being laughed at, but Homer and Homers 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”;’3 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.”0 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.”01 Neither Homer nor the reader was expecting this 
kind of hospitality gift. Similarly Aristophanes says of 
Socrates, “He melted some wax first, then grabbed a pair 
of compasses, and from the wrestling school—he stole a

aArist. Clouds 401; cf. Hom. Od. 3.278 αλλ’ ore Hovvlov 
ίρον άφικόμεθ’, ακρον Αθηνεων.

b Author unknown ( = PLG. Adesp. pp. 742-43). Text and 
meaning are both uncertain.

c Sophron 52 and 24 Kaibel. In the latter σωλην, a pipe or 
tube is a slang term for the penis as well as a type of fish.

d Hom. Od. 9.369 (cf. §§130, 262).
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DEMETRIUS

λβτο.” (153) ηδη μέντου εκ δνο τόπων ενταύθα εγε- 
νετο η χάρι,ς. ον γαρ παρά προσδοκίαν μόνον βπη- 
νέχθη, άλλ’ οΰδ’ ηκολονθευ τοϊς προτεροι,ς' η δβ τοι- 
αντη άνακολονθία καλείται, γρϊφος, ώσπερ ό παρά 
Ί,ώφρονι, ρητορενων Βουλίας· ονδεν γάρ άκόλονθον 
αντφΐ λέγει,' καί, παρά Μενάνδρω δε ό πρόλογος της 
Μεσσηνίας.

(154) Πολλάκις δβ και κώλα όμοια εποίησεν 
χάρνν, ως ό ’Αριστοτέλης, "εκ μεν ’Αθηνών,” φησίν, 
"εγώ είς Στάγει,ρα ηλθον διά τον βασι,λέα τον 
μεγαν εκ δε Σταγείρων είς ’Αθήνας διά τον χει,μώνα 
τον μεγαν.” καταληζας γάρ εν άμφοτεροι,ς τοϊς 
κώλοι,ς είς τδ αυτό ονομα εποίησεν την χάρι,ν. εάν 
δ’ ονν άποκόφης τον ετερον κώλον τό "μεγαν,” σνν- 
αφαψεϊται, καί η χάρι,ς.

(155) Και κατηγορίαι, δε άποκεκρνμμεναι, ενίοτε 
όμοιοννται χάρισιν, ώσπερ παρά Εενοφώντι, δ Ήρα- 
κλείδης δ παρά τώ Πενθεί, προσυών τών σννδείπνων 
εκάστω καϊ πείθων δωρεϊσθαι, Χβυάβι ο τι1 2 έχοι,' 
ταντα γάρ καϊ χάρι,ν τιυά εμφαίνει,, καϊ κατηγορίαι, 
είσϊν άποκεκρνμμεναι,.

(156) Αί μεν ονν κατά την ερμηνείαν χάρισες 
τοσανται, καϊ οί τόπου, εν δε τοϊς πράγμασυ λαμβά- 
νονταυ χάρισες εκ παρουμίας. φνσευ γάρ χάρι,εν 
πράγμά εστι, παρουμία, ώς δ Σώφρων μεν, "Ήττιό- 
λης,”^ εφη, "ό τδν πατέρα πνίγων.” καϊ άλλαχόθυ

1 αντώ Μ: αυτό Ρ.
2 ό τι Μ: ό τις Ρ.
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ON STYLE 153-156

coat.”a (153) Here the wit came from two sources: the 
< last words were not only added unexpectedly, they had no 

connection with what precedes. Such incoherence is 
called a puzzle; and an example is Boulias making a 
speech in Sophron’s mimeb (he is utterly incoherent), or 
the prologue of Menanders Woman ofMessenia.c

(154) Again, assonance often produces a charming 
effect, as in Aristotle: “I went from Athens to Stagira 
because of the great king, and from Stagira to Athens 
because of the great storm.Through the use of the 
same lexical ending in both clauses, he adds charm. If 
you remove the word “great” from the second clause, the 
charm also disappears.

(155) An innuendo also has an effect sometimes which 
resembles wit. In Xenophon, for example, Heraclides, 
one of Seuthes’ men, goes up to each guest and urges him 
to give all he can to Seuthes.e This shows some wit, and it 
is an example of innuendo.

(156) These then are the varieties and sources of 
charm in style. Charm in content comes from the use of 
proverbs, since they are by their nature delightful. 
Sophron, for instance, speaks of “Epioles, who throttled 
his own father”; and somewhere else, “off one claw he

a Arist. Clouds 149 and 179.
b Sophron 109 Kaibel.
c Menander/r. 268 Koerte.
d Ar.fr. 669 Rose (cf. § 29).
e Xen. Anab. 7.3.15ff.

3 Ήπύόλτ/ς· Kaibel: οπί/ης P.
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DEMETRIUS

πον φησίν, "εκ τον οννχος γαρ τον λέοντα εγραφεν’ 
τορύναν εζεσεν’ κύμανον επρίσεν”^ καί γαρ 8νσί 
παροίμίαίς και τρίσίν επαλληλοις χρηταί, ώς επί- 
πληθνωνταί2 αντω al χάρντες’ σχεδόν τε πάσας εκ 
τών δραμάτων αντον τάς παροιμίας εκλεζαί εστίν.
(157) και μνθος δε λαμβανόμενος καίρίως ενχαρίς 
εστίν, ητοί ό κείμενος, ώς ό ’Αριστοτέλης επί τον 
αετόν φησίν, οτι λίμώ θνήσκει επίκάμπτων το ράμ
φος’ πάσχει 8ε αντό, οτι άνθρωπος ών ποτέ ηδίκη- 
σεν ζενον. ο μεν ονν τώ κείμενω μνθω κεχρηταί καί 
κοίνώ. (158) πολλονς δε καί προσπλάσσομεν προσ- 
φόρονς καί οίκείονς τοϊς πράγμασνν, ώσπερ τις περί 
αίλονρον λεγων, οτι σνμφθίνεί τη σελήνή [και]^ ό 
αϊλονρος καί σνμπαχννεταί, προσεπλασεν^ οτι 
"ενθεν καί δ μνθός εστίν, ώς η σελήνή ετεκεν τον 
αΐλονρον”’ ον γάρ μόνον κατ’ αντην την πλάσνν 
εσταί η χάρις, άλλά καί δ μνθος εμφαίνει χάρίεν τί, 
αϊλονρον ποίών σελήνής παϊδα.

(159) Πολλάκις δε και εκ φόβον άλλασσομενον 
γίνεται χάρις, όταν δίακενης τις φοβηθη,5 οίον τον 
Ιμάντα ώς οφίν η τον κρίβανον ώς χάσμα της γης,

1 επρισεν Hemsterhuys: εσπεψεν Ρ.
2 επιπληθνωνται Μ: έπιπληθύονται, Ρ.
3 del. Spengel.
4 προσεπλασεν Μ: πρδς επλασσεν Ρ
5 φοβηθη Schneider: φοβή Ρ

a Sophron 68 and 110 Kaibel. The former is obscure, but 
probably Epioles (or Epiales or Ephialtes), the demon of night- 
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ON STYLE 156-159

drew the lion,” “he polished even the ladle,” and “he split 
cummin seeds.”a He uses two or three proverbs in quick 
succession, to accumulate the charm, and almost all the 
proverbs in existence could be collected from his mimes.
(157) A neatly introduced fable is also attractive, either a 
traditional fable, like Aristotle’s fable of the eagle: “It dies 
of hunger, when its beak grows more and more curved. It 
suffers this fate because once upon a time when it was 
human it wronged a guest.”b Here Aristotle has used a 
traditional, familiar fable. (158) But we can often also 
invent fables which fit closely and match the context, for 
example one writer on the topic of cats said that they 
thrive and pine in phase with the moon, and then added 
his own invention, “and this is the origin of the fable that 
the moon gave birth to the cat.”c Not only will the new fic
tion in itself be attractive, but the actual fable is charming 
in making the cat the child of the moon.

(159) Release from feard is also often a source of 
charm, for example a man needlessly afraid, mistaking a 
strip of leather for a snake or a bread oven for a gaping 
hole in the ground—mistakes which are rather comic in 

mare and cold fevers, chokes the sleeper, its “father (cf. Arist. 
Wasps 1038-39). The first of the three proverbs, building a 
whole picture off a detail, is common, as is the third, an example 
of miserliness (Paroem. Gr. i.252 and ii.178), but the second is 
attested only here.

b Ar. Hist. Anim. 619al6.
c Author unknown. There was an Egyptian story that a cats 

eyes wax and wane with the moon (Plu. Mor. 376f).
d text here may be corrupt, but the type of joke is clear 

from the examples. Compare the parasite frightened by a 
wooden scorpion thrown into his cloak in Plu. Mor. 633b.
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DEMETRIUS

άπερ καί αύτά κωμωόικώτερά εστιν. (160) καί είκα- 
crtat δ" είσιν εύχάριτες, άν τον άλεκτρυόνα Μηδω 
είκάσης, otl την κυρβασίαν ορθήν βασιλεΐ
δέ, ότι πορφύρεός εστιν, η otl βοήσαντος άλεκτρυό- 
νος άναπηόώμεν, ώσπερ καί βασιλέως βοήσαντος, 
καί φοβούμεθαΦ (161) εκ δέ ύπερβολών χάριτες 
μάλιστα αί εν ταϊς κωμωόίαις, πάσα δέ υπερβολή 
αάννατος, ως Αριστοφάνης επί της απληστίας των 
ΤΙερσών φησίν οτι "ώπτουν βονς κριβανίτας άντϊ 
3/ 3 3 3 \ θ' \ /Λ ζ-χ <*> «/ e/ cάρτων, επι οε των Θρακών ετερος οτι Νίηοοκης ο 
βασιλεύς βουν εφερεν ολον εν γνάθω.” (162) τον δέ 
αυτού εϊόονς καί τά τοιαύτά εστιν, "υγιέστερος 
κολοκόντης’ καί "φαλακρότερος εύόίας,” 
Σαπφικά "πολύ πακτίόος άόυμελεστερα, 

καί τά 
χρυσού

χρυσοτέρα.” πάσαι γάρ αί τοιαύται χάριτες έκ τών 
ύπερβολών ενρηνται. [καί τι άιαφερουσι.]2,

(163) Διαφέρουσι δέ το γελοΐον και εύχαρι πρώτα 
μέν τη ύλη' χαρίτων μέν γάρ ύλη νυμφαίοι κήποι, 
ερωτες, άπερ ού γελάται' γέλωτος δέ Ίρος καί Θερ
σίτης. τοσούτον ούν όιοίσουσιν, οσον ό Θερσίτης 
τού ’Έρωτος. (164) όιαφέρουσι δέ καί τη λέζει αύτη. 
τό μέν γάρ εύχαρι μετά κόσμου έκφέρεται καί δι/

1 καί φοβονμεθα del. Denniston, fort, recte (om. Lat.).
2 del. Spengel.

a Cf. Arist. Birds 486-87, and 490. There it is the Persian 
king who (rightly) wears the upright tiara, and purple is not men
tioned.
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ON STYLE 160-164

themselves. (160) Comparisons too may be attractive— 
for instance, if you compare a cock to a Persian because it 
holds its crest up, or to the Persian king because of its 
purple plumage, or because at cockcrow we jump up as 
though a king had shouted,3 and we are afraid.° (161) 
Charm in comedy comes especially from the use of hyper
bole. Every hyperbole is impossible, for example Aristo
phanes on the voracity of the Persians, “they baked oxen 
in their ovens instead of bread,”0 and another writer on 
the Thracians, “their king Medoces would carry a whole 
ox in his jaws.”^ (162) Of the same type are expressions 
such as “healthier than a pumpkin,” “balder than a cloud
less sky,”e and Sappho’s “far more melodious than the 
harp, more golden than gold.”^ The charm in all of these 
comes from hyperbole.

(163) Laughter and charm are, however, different. 
They differ first in their material. Gardens of the nymphs 
and loves are material for charm (they are not humorous), 
Irus and ThersitesS are material for laughter, and the two 
concepts will be as different as Thersites and Love. (164) 
They also differ in their actual style. Charm is expressed

b This last phrase may well be a later addition (so J. D. Den
niston, Classical Quarterly 23 (1929) 8).

c Arist. Acharnians 85-87
παρ^τίθα δ’ ημϊν ολους
εκ κρι,βάνον βονς. (Δι.) και τις et.Se 
βονς κρίβανίτας;

d Author unknown (cf. § 126, there of the Persians).
e Sophron 34 and 108 Kaibel (cf. § 127).
f Sappho 156 L—P (cf. § 127) andfr. Add. (a) p. 338 L—P.
g Irus, the beggar in Hom. Od. 18.Iff, and Thersites, the ugly 

common soldier in II. 2.216ff.
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DEMETRIUS

ονομάτων καλών, ά μάλιστα ποιεί τάς χάριτας, οίον 
το "ποικίλλεται μεν γαΐα πολυστέφανος” καϊ το 
χκωρηις αηοων · το οε γεΚοιον οι ονομάτων εστιν 

ευτελών και κοινότερων [ώσπερ έχει’ "οσον1 2 3 γάρ 
αύτίτης και μονωτής είμί, φιλομυθότερος γέγονα.”^

1 δι’ conieci (iam και δι’ Richards): και Ρ.
2 fort, όσω Roberts.
3 del. Hahne.
4 σωφροσύνης Ρ: κόσμον Schenkeveld: an ευφροσύνης? 

(of. §168).
5 εαρος Gale: άέρος Ρ

(165) επειτα αφανίζεται ύπο τού κόσμου της ερμη
νείας, καϊ άντι γελοίου θαύμα γίνεται, αί μέντοι 
χάριτές είσι μετά tσωφροσύνης^,4 5 τό δβ έκφράζειν 
τά γελοία ομοιον έστι καϊ καλλωπίζειν πίθηκον.
(166) δ ιό καϊ η Σαπφώ περϊ μέν κάλλους αδουσα 
καλλιεπής έστι καϊ ηδεϊα, καϊ περϊ έρώτων δέ καϊ 
εαρος$ καϊ περϊ άλκυόνος, καϊ άπαν καλόν ονομα 
ένύφανται αυτής τη ποιήσει, τά δέ καϊ αύτη είργά- 
σατο. (167) άλλως δέ σκώπτει τον άγροικον νυμφίον 
καϊ τον θυρωρόν τον έν τοϊς γάμοις, ευτελέστατα καϊ 
έν πεζοϊς όνόμασι μάλλον η έν ποιητικοϊς, ώστε 
αυτής μάλλον έστι τά ποιήματα ταύτα διαλέγεσθαι 
η αδειν, ούδ’ άν άρμόσαι προς τον χορόν η προς την 
λύραν, εί μη τις ειη χορός διαλεκτικός. (168) μάλι
στα δέ διαφέρουσι καϊ έκ της προαιρέσεως’ ού γάρ 
όμοια προαιρείται ό εύχάριστος καϊ ό γελωτοποιών, 
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ON STYLE 164-168

with decorative, beautiful words, a chief source of charm, 
for example “the earth is a tapestry of garlands of 
flowers,”a and “the pale nightingale.”b By contrast, laugh
ter uses ordinary and rather prosaic words [for example 
“the more I am a solitary and selfish, the more I have 
become a lover of stories,”0] (165) and secondly laughter 
is actually destroyed by a decorative style and becomes 
bizarre. Charm may be embellished fin moderation!/ 
but the formal elaboration of a humorous topic is like 
beautifying an ape.e (166) This is why Sappho sings of 
beauty in words which are themselves beautiful and 
attractive, or on love or spring or the halcyon. Every 
beautiful word is woven into the texture of her poetry, 
and some she invented herself. (167) But it is in a very 
different tone that she mocks the clumsy bridegroom and 
the doorkeeper at the wedding/ Her language is then 
very ordinary, in the diction of prose rather than poetry; 
so these poems of hers are better spoken than sung, and 
would not suit the accompaniment of a chorus or lyre— 
unless you could imagine a chorus which speaks prose. 
(168) But the main difference is in their purpose: the 
writers of charm and comedy do not share the same pur
pose, the one aims to give pleasure, the other to make

aPMG Adesp. 964(a).
b Hom. Od. 19.518 (cf. §133).
c Ar.fr. 668 Rose (see also on §§97, 144), but neologism at 

least is a curious example of ordinary speech, and interpolation is 
more likely (so Hahne). Text corrupt, concealing with
elaboration” or “with resulting pleasure.

e Compare the proverbial “ape in purple, which even 
dressed up is ugly (Paroem. Gr. i.303).

f Cf. Sappho 110(a) L-P.
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αλλ’ ό μέν ενφραίνειν, ό δε γελασθήναι. καί από τών 
έπακολονθούντων δέ’ τοϊς μεν γαρ γέλως, τοϊς δέ 
έπαινος. (Ιθθ) και έκ τόπον, ένθα μέν γαρ γέλωτος 
τε χρεία^ και χαρίτων, έν σατύρω και έν κωμωδίαις, 
τραγωδία δέ χάριτας μέν παραλαμβάνει έν πολλοϊς, 
δ δέ γέλως έχθρδς τραγωδίας· ουδέ γαρ έπινοήσειεν 
αν τις τραγωδίαν παίζονσαν, έπεί σάτνρον γράψει 
αντί τραγωδίας.

(170) Χρήσονται δέ ποτέ και οί φρόνιμοι γελοίοις 
πρός τε τούς καιρούς, οίον έν εορταΐς καί έν σνμπο- 
σίοις, και έν έπιπλήζεσιν δέ πρός τούς τρνφερωτέ- 
ρονς, ώς δ Τηλαυγούς1 2 θύλακος, και ή Κράτητος 
ποιητική, καί φακής έγκώμιον άν άναγνώ τις έν τοις 
άσώτοις· τοιοντος δέ ώς τδ πλέον και ό Κννικδς τρό
πος· τά γάρ τοιαντα γελοία χρείας λαμβάνει τάζιν 
καί γνώμης. (171) εστι δέ καί τον ήθονς τις εμφασις 
έκ τών γελοίων, [και]3 ή παιγνίας ή ακολασίας, ώς 
ό4 5 6 τον οίνον τον προχνθέντα έπισκώψας Πηλέα^ 
άντί Οίνέως. ή γάρ άντίθεσις ή περί τά ονόματα 
καί ή φροντίς έμφαίνει τινά ψνχρότητα ήθονς καί 
άναγωγίαν. (172) περί δέ σκωμμάτων <τδ>θ μέν 

1 τε χρεία Weil: τέχναι Ρ.
2 Τηλαυγούς Casaubon: τηλαυγής Ρ.
3 Delevi.
4 ό Gartner (iam δ add. Goeller): και Ρ.
5 έπισκώψας von Arnim: Πηλέα Sophianus: έπίσχών τά 

σπήλαια Ρ
6 τδ add. von Arnim.
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ON STYLE 168-172

us laugh. They differ also in their results, laughter in the 
one case, praise in the other. (169) They also fit different 
contexts. In some there is need of both laughter and 
charm—in comedy and satyr drama—whereas tragedy 
often welcomes charm, but laughter is its enemy. No one 
could really conceive of a tragedy of humour, or he would 
be writing a satyr drama rather than a tragedy.

(170) Even sensible people will indulge in laughter on 
such suitable occasions as feasts and drinking parties, and 
in reprimanding those who are too inclined to a life of lux
ury.. Examples are Telauges’ baga and Crates’ poe- 
tryb—and you might well read a eulogy of lentil soup to 
the profligate. The Cynic manner is very much like this, 
for such humour is a substitute for maxims and gnomic 
wisdom. (171) Laughter also gives some indication of 
character, revealing playful wit or vulgarity. Somebody 
once mocked the spilling of wine on the floor as “Oeneus 
turned into Peleus.”c The punning play on the names and 
the laboured thought indicate a character lacking taste 
and upbringing. (172) In gibes too, one type is a witty

a The text is uncertain, but probably refers to the Telauges of 
Aeschines Socraticus (,=fr. 42 Dittmar; cf. §291). The beggars 
bag represents the ostentatiously ascetic life.

13 Crates VH 66 Giannantoni. For the mocking poetry of this 
Cynic philosopher cf. § 259. Since he wrote one, the praise of 
the humble lentil soup is also best taken as his.

c Crates VB 488 Giannantoni. The text is uncertain, but the 
names of two heroes are used to suggest a pun on wine (pinos) 
turned into mud/wine-lees (pelos).
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DEMETRIUS

οίον εικασία τίς εστιν [ή γάρ άντίθεσις]^ ευτράπε
λος. χρησονταί τε ταϊς τοιαύταις είκασίαις, ώς "Αι
γύπτια κληματίς” <.άποκαλούντες τόν>1 2 3 μακράν και 
μέλανα, και το "θαλάσσιον πρόβατόν” τον μωρόν 
τον εν τη θαλάσση. τοϊς μεν τοιούτοις χρησονταί' 
εί Se μη, φευξόμεθα τά σκώμματα ώσπερ λοιδορίας.

1 del. Gale.
2 τον addidi, άποκαλοΰντες post μωρόν iam Radermacher.
3 χλόας Gomperz: χρόας Ρ.

(173) Ilote? Se εύχαριν την ερμηνείαν και τά 
λεγάμενα καλά ονόματα, ώρίσατο S’ αυτά θεόφρα- 
στος ούτως, κάλλος ονόματος έστι τό προς, την 
άκοην η προς την οψιν η8ύ, η τό τη όιανοία έντιμον. 
(174) προς μέν την οφιν ηόέα τά τοιαύτα, "ροόό- 
χροον,” "άνθοφόρου χλόας.”5 οσα γάρ όράται 
ηόέως, ταύτα καϊ λεγάμενα καλά έστι. προς Se την 
άκοην "Καλλίστ ρατος, βΑννοών']'.”4 η τε γάρ τών 
λάμβόα σύγκρουσις ηχώόές τι έχει, και η τών νύ 
γραμμάτων. (175) καϊ όλως τό νύ δι’ ευφωνίαν5 
έφέλκονται οί ’Αττικοί "Δημοσθένην” λέγοντες καϊ 
"Σωκράτην.” τη διανοία Se έντιμα τά τοιαύτά έστιν, 
olov τό "άρχαϊοι” άντι τού "παλαιοί” έντιμότερον οί 
γάρ αρχαίοι άνδρες έντιμότεροι.

(176) Παρά Se τοϊς μουσικοϊς λέγεται τι ονομα 
λεϊον, καϊ έτερον τό τραχύ, καϊ άλλο εύπαγές, καϊ 
άλλ’ όγκηρόν. λεϊον μέν ούν έστιν ονομα τό διά 
φωνηέντων η πάντων η διά πλειόνων, olov Αϊας, 
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ON STYLE 172-176

comparison, and writers can use comparisons like calling 
a tall, dark man “Egyptian clematis” and an idiot at sea 
“sea sheep. ”a This is the kind they can use; otherwise we 
will avoid gibes as we would crude insults.

(173) Charm in style also comes from what are called 
beautiful words. According to the definition of Theo
phrastus,b beauty in a word is that which gives pleasure to 
the ear or the eye, or has an inherent nobility of thought. 
(174) Pleasant to the eye are expressions such as “rose- 
coloured” and “flowery meadow,”0 since images pleasant 
to see are also beautiful when they are spoken of; and 
pleasant to the ear are words like “KaUistratos” and 
“tAnnodnt”,d since the double “1” and the double “n” 
have a certain resonance. (175) In general, it is on 
account of the euphony that the Attic writers add an extra 
“n” to the accusative forms of Demosthenes and Socrates 
(Demosthenen, Sdkraten).e Inherently noble in thought 
are words like “the men of old” which is nobler than “the 
ancients,” since “the men of old” implies greater nobility.

(176) Musicians speak of words as smooth, rough, 
well-proportioned, and weighty. A smooth word is' one 
which consists exclusively or mainly of vowels, e.g. Ajax

a Both are attributed to the Stoic Chrysippus (SVF i.l and ii. 
Chrysippus 11).

b Theophr. F 687 Fortenbaugh, an adaptation of the defini
tion in Ar. Rhet. 1405b 17-8.

c Authors unknown.
d Probably corrupt. It occurs only here.
e I.e. the accusative ending in -e becomes -en. 
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DEMETRIUS

τραχν δέ οίον βέβρωκεν' και αντο δέ τοντο τδ 
τραχύ ονομα κατά μίμησιν έζενηνεκται έαντον’ 
βΰτταγές δέ έπαμφοτερίζον καί μεμιγμένον ϊσως τοϊς 
γράμμασιν. (177) το δέ όγκηρον έν τρισί, πλάτει, 
μηκει, πλάσματι, οίον βροντά αντί τον βροντή' καί 
γάρ τραχύτητα εκ της προτέρας σνλλαβής έχει, καί 
εκ της 8εντέρας μήκος μεν 8ιά την μακράν, πλατύ
τητα δέ δύά τον Δωρισμόν' πλατέα λαλουσα γάρ 
πάντα οί Δωριείς. 8ιόπερ ουδέ έκωμω8ονν 8ωρίζον- 
τες, άλλά πικρώς ήττίκιζον' η γάρ ’Αττική γλώσσα 
σννεστραμμένον τι έχει και 8ημοτικον και ταϊς τοι- 
αύταις εντραπελίαις πρέπον. (178) ταντα μέν 8ή 
παρατετεχνολογήσθω^ άλλως, τών δέ είρημενών 
ονομάτων τά λεία μόνα ληπτέον ώς γλαφνρόν τι 
εχοντα.

(179) Τίνεται δέ και έκ σννθέσεως το γλαφνρόν' 
εστι μέν ονν ον ρά8ιον περί τον τρόπον τον τοιον8ε 
ειπεϊν' ουδέ γάρ τών πριν εϊρηταί τινι περί γλαφν- 
ράς σννθέσεως. κατά το 8ννατόν δέ όμως πειρατέον 
λέγειν. (180) τάχα γάρ 8η έσται τις η8ονη και 
χάρις, έάν άρμόζωμεν έκ μέτρων την σύνθεσιν η 
όλων η ημίσεων' ον μην ώστε φαίνεσθαι αντά 
μέτρα έν τώ σννειρμώ τών λόγων, αλλ’, ει 8ιαχωρί- 
ζοι τις καθ’ έν έκαστον και 8ιακρίνοι, τότε 8η νφ’ 
ημών αυτά1 2 φωράσθαι μέτρα οντα. (181) καν μετρο- 
ει8η δέ ή, την αντην ποιήσει χάριν' λανθανόντως δέ 

1 παρατετεχνολογηιτθω Goeller: παρατεχνολογείσθω Ρ.
2 αυτά Kroll: αυτών Ρ.
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ON STYLE 176-181

(Aids). An example of a rough word is “devoured” (be- 
broke)—and this particular rough word has a form 
designed to imitate its own meaning. A well- 
proportioned word is one which draws on both and is a 
balanced mix of rough and smooth. (177) A weighty word 
has three aspects, breadth, length, and emphatic 
pronunciation/ for example bronta instead of bronte 
(“thunder”). This word has roughness from its first sylla
ble, length from its second because of the long vowel, and 
breadth because of the Doric form, since the Dorians 
broaden all their vowels.This is why comedies were not 
in Doric but in the sharp Attic dialect. For the Attic 
dialect has terseness, and is used by ordinary people, and 
so suits the wit of comedy. (178) But let us leave this theo
rising as rather an irrelevance. Of all the words I have 
listed, you should use only the smooth, since they have a 
certain elegance.

(179) Elegance also comes from composition. It is not 
easy to describe the process, and no previous writer has 
analysed it, but I must try to do so, to the best of my abil
ity. (180) There will, perhaps, be a pleasing charm if we 
integrate metrical units into our composition, whole lines 
or half-lines; yet the actual metres must not obtrude in 
the general flow of the sentence, but only if it is divided 
and analysed in minute detail, then and only then should 
we detect that they are metres, and (181) even an approx
imation to metre will produce the same effect. The

a Πλάσμα is vocal inflexion, a fuller sound used by the 
trained speaker (cf. Quint. 1.11.6 καταπ€πλασμ€ jo v).

b Cf. Theocritus 15.88 βκκραισ^νρτι 7τλατ66ασδθ6σα6
e/
απαντα.
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DEMETRIUS

τοι παραόνΕται η έκ της τοιαντης ή8ονής χάρις, και 
πλάι στ ον μέν τό τοιοντον Εΐ8ός Εστι παρά τοϊς Ilept- 
πατητικοϊς καί παρά Πλάτωια /cat παρά ΆΕνοφώντι 
και 'ΐίρο8ότω, τάχα 8έ και παρά ΔημοσθένΕί πολλα- 
χον’ Θονκν8ί8ης μέντοι πέφΕνγΕ τό Εΐ8ος. (182) 
παραόΕίγματα 8ε αντον λάβοι τις άν τοι08ε, οιον ώς 
δ Δικαίαρχος’ “έν Έλέα,” φησί, “τής ’Ιταλίας 
πρΕσβντην ή8η την ηλικίαν οντα.”^ τών γάρ κώλων 
άμφοτέρων al άπολή^Είς μΕτροΕίόές τι Εχονσιν, νπό 
8έ τον Ειρμόν και τής σνναφΕΐας κλέπτΕται μέν τό 
μΕτρικόν, ή8ονή δ’ ονκ ολίγη ΕπΕστι.

(183) Πλάτωρ μέντοι έν πολλοϊς αντω τώ ρνθμώ 
γλαφνρός έστιν έκτΕταμένω1 2, 3 4 πως, και ovte έ8ραν 
Εχοντι ovte μήκος’ τό μέν γάρ ισχνόν και 8eivov, τό 
8έ μήκος μΕγαλοπρΕπές. άλλ’ οίον όλίσθω τινι 
εοικε τά κώλα, και οντ" έμμέτροις^ παντάπασιν οντ’ 
άμέτροις, οίον έν τώ πΕρι μονσικής λόγω έπάν φή^ 
“ννν 8ή έλέγομΕν”’^ (184) /cat πάλιν,

1 όντα, edd.: όντι Ρ.
2 έκτΕταμένω Victorius: έκτΕταμένος Ρ.
3 ούτ’ έμμέτροις C. F. Hermann: ovte μέτροις Ρ.
4 έπαν φη Spengel: έπάμφω Ρ.

/cat γΕγανωμένος νπό τής ω8ής 8ιατΕλΕΪ 
ολον’· και πάλιν, “τό μέν πρώτον, εΪ τι 
Ε’ιχΕν, ώσπΕρ σί8ηρον 
γλαφνρόν καί ω8ικόν

V eeΕίποις,
\ Γ)/ 33τον ριον,

μιννρίζων τε 
τον βίου 
θνμοΕίόές 

e/xccXa^er”· ούτως μ€Γ γάρ 
σαφώς’ ει δ’ άναστρέφας 

3 / \ >- e/ ΖΟ* 33 «Λ ee Q* \ e/\€μαλας€Ρ ώσπερ σίδηρον, η δίατελεί ολον 
έκχΕΪς® τον λόγον την χάριν έν αντω
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ON STYLE 181-184

charm of this pleasing device steals over us before we are 
1 aware, and the type is a favourite with the Peripatetics, 

Plato, Xenophon, and Herodotus; it is also, I think, fre
quent in Demosthenes, but Thucydides avoids it. (182) 
Dicaearchus can offer this example: “At Elea in Italy,” he 
says, “when already he was old in years” (en Elea tes 
Italias, presbuten ede ten helikian onta)* The close of 
each clause has a quasi-metrical cadence, but the metre is 
disguised by the smooth, continuous flow. The effect is 
highly attractive.

(183) Now Plato’s elegance in many passages comes 
directly from the rhythm, which is given some length but 
is free from endings which have a perceptible pause and a 
series of long syllables. The former suits the plain and 
forceful styles, the latter the grand. Instead Plato’s 
clauses seem to glide smoothly along and to be neither 
altogether metrical nor unmetrical, as in the passage 
about music, in the words “we were saying just now,”*3

5 ελέγομεν Victorius e Plat.: λεγομεν P.
6 εκχεΐς Dahl: εξεχει,ς P.

(184) and again “warbling and radiant under the influence 
of song he passes his life wholly,”0 and again “first, if he 
had any symptom of passion, he would like iron temper 
it.”d This word order is clearly elegant and musical, but if 
you inverted it to say, “he would temper it like iron, 
or “he passes his whole life,” you rob the language of 

a Dicaearchus 39 Wehrli. In §§ 182-85 the intended rhyth
mical effects are most clearly seen from the transpositions in 
§§ 184—85, which introduce hiatus and the clash of consonants 
between words and lose the runs of short vowels near the ends of 
clauses, thus adding εΒρα and μήκος.

b Pl. Rep. 411a (cf. §51).
c Pl. Rep. 411a. dPl. Rep. 411b.___________________
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DEMETRIUS

<τώ>1 ρνθμώ ονσαν ον γάρ 8η εν τη 8ιανοία, ούδ’ 
εν ταϊς λέζεσιν. (185) καί περί τών μουσικών 8έ 
οργάνων πάλιν χαριέντως ηρμοσεν, εν οίς δή 
φησίν, "λύρα 8η σοι λείπεται κατά πόλιν” εί γάρ 
άναστρέφας εϊποις "κατά πόλιν λείπεται” μεθαρμο- 
σαμενω ποιήσεις ομοιον. τοντο δέ επιφέρει, "καί αν 
κατ’ άγρονς τοϊς ποιμεσιν σύριγζ άν τις ειη”’ τη 
γάρ έκτάσει καί τώ μηκει πάνν χαριέντως μεμίμηται 
τρόπον τινά ήγον σύριγγος. εσται δε 8ηλον, εϊ τις 
μετασννθείς λέγοι καί τοντο. (186) περί μέν 8η τον 
κατά σννθεσιν γλαφυρόν επιφαινόμενου τοσαντα, 
ώς έν 8νσκόλοις. εϊρηται δε καί περί τον χαρακτη- 
ρος τον γλαφυρόν, έν οσοις καί όπως γίνεται.

1 τώ add. Gale.
2 ονομάζω Gale: ονομάζει Ρ.

Καθάπερ δε
ψυχρός χαρακτηρ, 
τις 8ιημαρτημένος. 
όνόματι κακόζηλον, 
σίν, ώσπερ καί οί
μέν, ώς ο είπών "κέντανρος έαντον ίππενων, 
τον βουλευομένου ’Αλεζάν8ρου 8ρόμον άγωνίσα- 
σθαι Όλυμπιάσιν εφη τις όντως’ "’Αλέξαν8ρε, 
8ράμε σου της μητρός τό ονομα.” (188) έν δε όνόμα- 
σιν γίγνοιτ άν όντως, οιον "έγέλα πον ρό8ον η8ν- 
χροον”’ η τε γάρ μεταφορά η "έγέλα” πάνν μετάκει- 
ται άπρεπώς, καί τό σύνθετον τό "η8ύχροον” ον8’ έν 

τώ μεγαλοπρεπεϊ παρέκειτο ό 
ούτως τώ γλαφνρώ παράκειταί 

ονομάζω1 2, δε αυτόν τώ κουνώ 
γίνοιτο^ δ’ άν καί οντος εν τρι- 

λοιποί πάντες. (187) εν 8ιανοία 
55 X 5 X

Kat €7Tb
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ON STYLE 184-188

its charm, which comes directly from the rhythm; 
for it is definitely not in the thought or the vocabulary.
(185) He has integrated yet another attractive rhythm 
in his account of musical instruments, “it is the lyre 
which you are left with in the town.”a Invert the order 
to say, “in the town you are left with the lyre,” and 
you will change the melody. He adds, “and yes, in the 
fields the shepherds would have some pipe.” By the 
length of the clause and the long syllables he has very ele
gantly imitated the sound of a pipe, as will be clear to any
one who changes the word order of this sentence also.
(186) This concludes my account of elegance which is 
found in composition, a difficult subject; and it also con
cludes my account of the elegant style, and where and 
how it is produced.

Just as the frigid style was adjacent to the grand style, 
so there is a faulty style next to the elegant style, and I call 
it by that broad term, the affected style. Like all the other 
styles, it too has three aspects. (187) It may be in the 
thought, for example one writer spoke of “a centaur rid
ing himself,and on the theme of Alexander deliberating 
whether to compete in the Olympic games, another said, 
“Alexander, run in your mothers name.”c (188) It may be 
in the words, for example “the sweet-coloured rose 
laughed.”0 The metaphor “laughed” is thoroughly inap
propriate, and not even in verse could the compound

a Pl. Rep. 399d.
b Author unknown.
c Author unknown. The name of Alexanders mother was 

Olympias. d Author unknown.
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DEMETRIUS

ποίηματί θείη άν τίς άκρι,βώς σωφρονών' τ) ώς τις·*· 
εΐπεν οτι/ "λεπταΐς2 νπεσνρίζε πίτνς ανραίς.” περί 
μέν 8η την λέξίν όντως. (189) σννθεσίς 8έ <κακόζή
λος η>3 άναπαίστίκη καϊ μάλίστα έοίκνία τοϊς 
κεκλασμένοίς καϊ άσέμνοίς μέτροίς, ola μάλιστα τά 
Χωτάδβια4 διά το μαλακώτερον, "σκηλας κανματί 
κάλνψον,” και "σείων μελίην Πηλιάδα 8εζίόν κατ’ 
ώμον” άντϊ τον "σείων Τϊηλίά8α μελίην κατά 8εζίόν 
ώμον”' όποια γάρ μεταμεμορφωμένω ’έοίκεν ό στί
χος, ώσπερ οί μνθενόμενοί εζ άρρενων μεταβάλλει 
είς θηλείας. τοσά8ε μεν καϊ περϊ κακοζηλίας.

(190) Έπι δέ τον Ισχνόν χαρακτηρος ’έχοίμεν5 άν 
καϊ πράγματα ’ίσως τίνα μίκρά καϊ τω χαρακτηρί 
πρόσφορα, οίον τό παρά Ανσία, "οίκί8ίον εστί μοί 
8νπλονν, ’ίσα έχον τά άνω τοϊς κάτω.” την 8ε λέξίν 
εϊναί πάσαν χρη κνρίαν καϊ σννηθη' μίκρότερον 
γάρ τό σννηθεστερον πάνβ τό 8ε άσννηθες καϊ 
μετενηνεγμενον μεγαλόπρεπες. (191) καί μη8ε 
8νπλά ονόματα τίθεναί’ τον γάρ εναντίον χαρακτη
ρος καϊ ταντα, μη8ε μην πεπονημενα, μη8’ όσα άλλα 
μεγαλοπρέπειαν ποίεΐ, μάλιστα 8έ σαφή χρη την 
λέζμν είναί. τό 8έ σαφές έν πλείοσνν.

1 ώς τις edd.: δστις Ρ.
2 λεπταΐς Radermacher: δέ γε ταΐς Ρ.
3 κακόζηλος η add. Goeller.
4 Χωτάδβια Victorius: σώματα Ρ.
5 εχοιμεν Victorius: εκεί μέν Ρ.
6 πάντων in παν corr. Ρ.
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ON STYLE 188-191

sweet-coloured” be used by anyone with reliable good 
■ sense. This is true also of the words, “the pine was 

whistling to the accompaniment of the gentle breezes.”a 
This is enough on diction. (189) The composition is 
<affected when it is> anapaestic and like the emascu
lated, undignified metres, particularly the Sotadeanb 
because of its rather effeminate rhythm, as in “having 
dried in the heat, cover up” (skelas kaumati kalypson) and 
“brandishing the ash spear Pelian to the right over his 
shoulder” (seion melien Peliada dexion kat’ dmon)c 
instead of “brandishing the Pelian ash spear over his right 
shoulder” (seion Peliada melien kata dexion omen) A The 
line seems to have changed its whole shape, like figures in 
the world of fable who change from male into female. 
This now concludes my account of affectation.

(190) In the case of the plain style, we should perhaps 
keep to subjects which are themselves simple and appro
priate to that style, like this passage in Lysias, “I have a 
small house on two floors, the one above exactly corre
sponding to the one below.”e The diction throughout 
should be normal and familiar, since the more familiar is 
always simpler, while the unfamiliar and metaphorical 
have grandeur. (191) Do not admit compounds either 
(since they too belong to the opposite style), nor yet neol
ogisms, nor any other words which create grandeur. 
Above all, the diction should be clear. Now clarity 
involves a number of factors.

a Author unknown.
b For the dissolute reputation of Sotadeans cf. e.g. DH. CV 4, 

Quint. 1.8.6.
c Sotades 17 (meaning obscure) and 4(a) Powell.
d Hom. II. 22.133. e Lys. 1.9.
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DEMETRIUS

(192) Πρώτα μεν έν τοις κνρίοις, έπειτα εν τοϊς 
σννδεδεμένοις. το δβ άσννδετον καί διαλελνμένον 
ολον ασαφές παν άδηλος γάρ η έκαστον κώλον 
αρχή διά την λνσιν, ώσπερ τά 'Ή.ρακλείτον' καϊ γάρ 
ταντα σκοτεινά ποιεϊ το πλεϊστον η λνσις. (193) 
έναγώνιος μεν ονν ϊσως μάλλον η διαλελνμένη 
λέζις, η δ’ αντη καϊ νποκριτικη καλεϊταν κινεϊ γάρ 
νπόκρισιν η λνσις. γραφική δέ λέζις η ευανάγνω
στος. αντη δ’ εστιν η σννηρτημενη καϊ οίον 
ησφαλισμενη τοϊς σννδέσμοις. διά τοντο δε καϊ 
Μένανδρον νποκρίνονται <οντα>^ λελνμένον έν τοϊς 
πλεϊστοις, Φίλη μονά δέ άναγινώσκονσιν. (194) οτι 
δε νποκριτικδν η λύσις, παράδειγμα έκκείσθω1 2 3 τάδε, 
ee > / Q ν 5 / / / ζ\ 55 e/ ν

1 οντα add. Kassel.
2 έκκείσθω Finckh: έγκείσθω Ρ.
3 νπεδεζάμην Kock.
4 σννεμβαλεΐς Roberts: συμβαλεΐς Ρ.
5 παν Victorius: omne Lat.: πάνν Ρ^ in mg., om. Ρ4 5.

εοεςαμην, etlktov, εκτρεφω, φίΛε. ούτως γαρ 
λελνμένον άναγκάσει καϊ τον μη θέλοντα νποκρίνε- 

η \ \ \ / > O' \ Q / ν ee >£ >- /σσαν ota την hvatv* ec οβ αννοησας ει/πουζ, βοβςα-
μην καϊ ετικτον καϊ εκτρέφω,” πολλην απάθειαν τοϊς 
σννδέσμοις σννεμβαλεϊςβ πάν$ δέ τδ άπαθές άνν- 
πόκριτον. (195) εστι δέ καϊ άλλα θεωρήματα νποκρι- 
τικά, οίον καϊ δ παρά τω Έώριπίδει Μων δ τόξα 
άρπάζων καϊ τω κνκνω άπειλών [τώ ορνίθι,]^1 άποπα- 
τονντι κατά τών άγαλμάτων καϊ γάρ κινήσεις πολ- 
λάς παρέχει τω νποκριτη δ έπϊ τά τόξα δρόμος καϊ
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ON STYLE 192-195

(192) First, it involves the use of normal words, sec
ondly the use of connectives. Sentences which are 
unconnected and disjointed throughout are always 
unclear. For the beginning of each clause is obscured by 
the lack of connectives, as in the prose of Heraclitus,a for 
it is mostly this lack which makes it darkly obscure. (193) 
The disjointed style is perhaps better for immediacy, and 
that same style is also called the actors styleb since the 
asyndeton stimulates dramatic delivery, while the written 
style is easy to read, and this is the style which is linked 
closely together and, as it were, safely secured by connec
tives. This is why Menander, who mostly omits connec
tives, is acted, while Philemon is read.0 (194) To show that 
asyndeton suits an actors delivery, let this be an example: 
T conceived, I gave birth, I nurse, my dear.”01 In this dis

jointed form the words will force anyone to be dramatic, 
however reluctantly—and the cause is the asyndeton. If 
you link it together to say, “I conceived and I gave birth 
and I nurse,” you will by using the connectives substan
tially lower the emotional level, and anything unemo
tional is always undramatic. (195) Acting technique offers 
other aspects to investigate, for example the case of Ion in 
Euripides, who seizes his bow and threatens the swan 
which is fouling the sculptures with its droppings.e The 
actor is given wide scope for stage movements by Ions 
rush for his bow, by turning his face up to the sky

a Cf. Ar. Rhet. 1407bl3. bCf. Ar. Rhet. 1413b8ff. 
c PCG Philemon T 22. dMenanderfr 685 Koerte. 
e Eur. Ion 161ff.
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DEMETRIUS

ή προς τον άέρα άνάβλεφις τον προσώπου διαλεγο-
μενον τω κυκνω, καί η κοιπη πασα όιαμορφωσις 
προς τον υποκριτήν πεποιημένη. άλλ’ ού περϊ ύπο- 
κρίσεως ημΐν τα νυν ό λογος.

βολίας, σχήματι Se χρησθω τη έπαναλήφει καλου- 
μένη. έπανάληφις Se ecrrt συνδέσμου έπιφορά τού 
αυτού έν τοϊς διά μακρού έπιφερομένοις λόγοις, οιον 
"οσα μέν επραζε Φίλιππος, και ώς την Θράκην 
κατεστρέφατο, και Χερρόνησον είλεν, και Βυζάντιον 
έπολιόρκησεν, και ’Λμφίπολιν ονκ άπέδωκεν, ταύτα 
μέν παραλείφω.”^ σχεδόν γάρ δ μέν σύνδεσμος έπε- 
νεχθεις άνέμνησεν ημάς της προθέσεως, και άπε- 
κατέστησεν έπι την άρχην. (197) σαφήνειας δέ ένε- 
κεν και διλογητέον πολλάκις' ηδιον γάρ πως τδ 
συντομώτερον η2 σαφέστερου" ώς γάρ οί παρατρέ- 
χοντες παρορώνται ένίοτε, ούτως και η λέζις παρα
κούεται διά τδ τάχος.

(198) Φεύγειν δέ και τάς πλαγιότητας' και γάρ 
τούτο ασαφές, ώσπερ η Φιλίστον λέζις. σνντομώ- 
τερον δέ παράδειγμα πλαγίας λέζεως και διά τούτο 
ασαφούς τδ παρά αενοφώντι, οίον "και οτι τριηρεις 
ηκουεν περιπλεούσας απ’ ’Ιωνίας είς Κιλικίαν^ Τά- 
μον εχοντα τάς Λακεδαιμονίων και αύτού Κυρ ου.” 
τούτο γάρ <άν>^ έζ εύθείας μέν ώδέ πως λέγοιτο’

1 παραλείφω Μ: omittam Lat.: περιλείφω Ρ.
2 η edd.: ώς Ρ.
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ON STYLE 195-198

as he speaks to the swan, and by the way in which all the 
other details are shaped to exploit acting skills. But acting 
is not our present subject.

(196) Clear writing should also avoid ambiguities and 
use the figure termed epanalepsis. Epanalepsis is the 
resumptive repetition of the same particle in the course 
of a long sentence, for example “On the one hand, all 
Philip s activities—how he conquered Thrace, seized the 
Chersonese, besieged Byzantium, and refused to return 
Amphipolis—all these, on the one hand, I shall pass 
over.”a The repetition of the particle “on the one hand” 
(men) virtually reminded us of the opening and put us 
right back to the beginning again. (197) Clarity often 
demands repetition. Brevity may in a way add more plea
sure than clarity. For just as men who run past us are 
sometimes not properly seen, so too the speed of a pas
sage sometimes causes it not to be properly heard.

(198) Avoid also the use of dependent constructions, 
since this too leads to obscurity, as Philistus’ style shows Λ 
A shorter example of how the use of dependent construc
tions causes obscurity is this passage of Xenophon: “and 
that he had heard that triremes were sailing round from 
Ionia to Cilicia commanded by Tamus, ships belonging to 
the Spartans and to Cyrus himself.”0 This sentence could 
be redrafted without dependent constructions in the fol-

a Author unknown; cf. Dem. 11.1, also § 263.
b FGrHist 556 Philistus T 19. He was noted for his obscure 

style, e.g. Cic. Brutus 66.
c Xen. Anab. 1.2.21.

3 Κιλικίαν Xen.: crt/reXiar' P.
4 av add. Spengel.
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DEMETRIUS

"τριήρεις προσΕ8οκώντο βίς Κιλικία^1 πολλαί μεν 
Αάκαιναι, πολλαί δβ Πβρο·ίδ€ς, Κΰρω νανπηγηθεΐ- 
σαι επ’ αντώ τοντω. επλεον δ’ απ’ ’Ιωνίας· ναύαρχος 
δ’ ανταίς επεστάτει Ύάμος Αιγύπτιος.” μακρότερον 
μεν ούτως2 εγενετο ίσως, σαφέστερον 8ε. (199) καί 
ολως τη φνσικη2, τάζει τών ονομάτων χρηστεον, ώς 
το "Έπίδαμ,ι/δς Εστι πόλις ev δβ^ια εσπλεοντι εις4 
τον ’Ιόνιον κόλπον”' πρώτον μεν γάρ ώνόμασται τό 
περί ον, 8εύτερον 8ε ο τοντό Εστιν, οτι πόλις, καί τά 
άλλα εφεζής. (200) γίγνοιτο μΕν ονν άν και τό εμπα- 
λιν, ώς τό “οστι πόλις Έφύρη.” ον γάρ πάντη 
ταύτην 8οκιμάζομεν την τάζιν, ov8e την Ετόραν 
άπο8οκιμάζομεν, καθά5 εκτιθέμεθα μόνον τό φνσι- 
κόν Εΐόος της τάζεως. (201) έν 8ε τοίς 8ιηγημασιν 
ήτοι από της ορθής άρκτέον, “ ’Έτπίόαμνός Εστι 
πόλις,” η από της αιτιατικής, ώς τό “λέγεται Έπί- 
8αμνον την πόλιν.” αί 8ε άλλαι πτώσεις άσάφΕίάν 
τινα παρέζονσι καί βάσανον τώ τε λέγοντι αντώ 
καί τώ άκούοντι.

(202) ΤΙειράσθαι 8ε μη εις μήκος έκτείνειν τάς 
περιαγωγάς' "δ γάρ ’Αχελώος ρέων εκ Πίνδου ορονς 
άνωθΕν μΕν παρά Στράτον πόλιν^ Επί θάλασσαν 
8ιέζεισιν’” άλλ’ αντόθεν άποληγειν καί άναπαύειν

1 Κιλικίαν Xen.: σικελίαν Ρ.
2 όντως Μ: ita Lat.: οντος Ρ.
3 φυσική Victorius: φύσει και Ρ.
4 εις Ρ, om. Μ, Thue.
5 καθά Ρ suspectum; exspectes αλλά.
6 Στρατόν πόλιν Μ: Stratopolim Lat.: στρατόν πόλιν Ρ. 
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ON STYLE 198-202

lowing sort of way: “Triremes were expected in Cilicia, 
many of them Spartan, many of them Persian and built by 
Cyrus for this very purpose. They were sailing from 
Ionia, and the commander in charge of them was the 
Egyptian Tamus.” This version would perhaps have been 
longer, but it would also have been clearer. (199) In gen
eral, follow the natural word order, for example “Epi- 
damnus is a city on your right as you sail into the Ionian 
gulf.”a The subject is mentioned first, then what it is (it is 
a city), then the rest follows. (200) The order can also be 
reversed, for example “There is a city, Ephyra.”b We do 
not rigidly approve the one nor condemn the other order; 
we are simply setting out the natural way to arrange 
words. (201) In narrative passages begin either with the 
nominative case (e.g. “Epidamnus is a city”)c or with the 
accusative^ (e.g. “It is said that the city Epidamnus . . .”)■ 
Use of the other cases will cause some obscurity and tor
ture for the actual speaker and also the listener.

(202) Try not to make your periodic sentences too 
long. Take this sentence: “For the river Achelous, flowing 
from Mount Pindus, passing inland by the city of Stratus, 
runs into the sea.”e Make a natural break here and give

a Th. 1.24.1 (cf. § 201). On theories of natural word order cf. 
DH. CV5.

b Hom. II. 6.152. cTh. 1.24.1 (cf. § 199).
d The Greek construction for indirect speech after e.g. it is 

said that” may have the accusative as the subject (and the infini
tive as the verb).

e Th. 2.102.2 (cf. §§45-47, 206). The inns of §47 have 
become signposts (cf. milestones, a Roman adaptation, in Quint. 
4.5.22).

469



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

DEMETRIUS

τον άκονοντα όντως’ "ό yap ’Αχελώος ρευ μεν έκ 
Τϊίνόον όρονς, εξευσυν δε ευς θάλασσαν’” πολν yap 
όντως σαφεστερον, ώσπερ άν αί πολλά σημεία 
εχονσαυ όόου καυ πολλάς άναπανλας’ ήγεμόσυ yap 
τά σημεία εουκεν, η δε άσημείωτος καυ μονοευόής, 
καν μυκρά ή, άδηλος δοκευ. (203) περυ μεν δη σαφή
νειας τοσαντα, ώς ολίγα εκ πολλών, καυ μάλυστα εν 
τους Ισχνούς αύτη λόγους χρηστέον.

(204) Φενγευν δε εν τή σννθεσευ τον χαρακτήρος 
τοντον πρώτον μεν τά μήκη τών κώλων μεγαλόπρε
πες γάρ παν μήκος, ώσπερ καυ επυ τών [ηρωικών]1 
μέτρων τό έξάμετρον ηρωικόν [or]1 2 3 καλευταυ νπό 
μεγεθονς καυ πρεπον ήρωσυνβ η κωμωδία δε σννε- 
σταλταυ ευς τό τρυμετρον ή νέα. (205) τά πολλά ονν 
κώλους τρυμετρους χρησόμεθα καυ ενίοτε κόμμασυν, 
ώσπερ ό μεν Πλάτων φησί, "κατέβτγν χθες ευς Πει
ραιά, μετά Γλαυκοτνος”’ πνκναυ γάρ αί άνάπανλαυ 
καυ άποθέσευς. Αισχίνης δε "έκαθήμεθα μεν,” 
φησίν, ''επί τών θάκων εν Ανκευω, ον ου άθλοθεταυ 
τον αγώνα δυατυθέασυν.” (206) εχετω δε καυ έδραν 
ασφαλή τών κώλων τά τέλη καυ βάσυν, ώς τά ευρη- 
μένα’ al γάρ κατά τά τελευταία εκτάσεις μεγαλο
πρεπείς, ώς τά θονκνδίδον, "’Αχελώος ποταμός 
ρέων έκ Τΐίνδον ορονς” καυ τά εξής. (207) φενκτέον

1 ήρωυκών del. Spengel.
2 ον del. Radermacher et Roberts.
3 ήρωσνν edd.: ηρώων Ρ.

470



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 
 

 

 

 

 

 

 

ON STYLE 202-206

the listener a rest: “For the river Achelous flows from 
Mount Pindus, and runs into the sea.” This version is far 
clearer. Sentences are like roads. Some roads have many 
signposts and many resting places; and the signposts are 
like guides. But a monotonous road without signposts 
seems infinite, even if it is short. (203) These are a few 
remarks out of the many possible on the subject of clarity, 
and clarity is to be used most of all in the plain style.

(204) Next, composition in this style: first, avoid long 
clauses, since length always has grandeur, just as in the 
case, of metres the hexameter is called heroic because of 
its length and it suits heroes,a while New Comedy is kept 
confined within the iambic trimeter. (205) So we shall for 
the most part use clauses of trimeter length13 and some
times phrases, as in Plato, “I went down yesterday to 
Piraeus with Glaucon . . .”c (here the pauses and endings 
come close together), and in Aeschines, “we were sitting 
on the benches in the Lyceum, where the stewards of the 
games organise the contests.(206) And let the closing 
words of the clauses reach a secure and perceptible end,e 
as in the sentences I have just quoted. Long delayed end
ings belong rather to the grand style, as in the sentence of 
Thucydides, “The river Achelous, flowing from Mount

aCf. §5.
131.e. a length of roughly 15—16 syllables. The phrase is 

shorter (see note on § 5).
c Pl. Rep. 327a (cf. § 21). The whole sentence is intended.
d Aesch. Soc. 2 Dittmar, probably the beginning of the Alcibi- 

ades. Compare also the beginning of his Miltiades (in P.Oxy. 
2889), “It happened to be the great Panathenaic festival, and we 
were sitting . . .”

e Cf. § 183.
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DEMETRIUS

ονν καί τάς τών μακρών στοιχείων σνμπλήζεις εν 
τώ χαρακτήρι τούτω καί τών διφθόγγων δγκηρδν 
γαρ πάσα εκτασις. καί ει π ον βραχέα σνγκρον- 
στεον βραχεσιν, ώς "πάντα μεν τά νεα καλά εστιν,” 
η ρραχεα μακροις, ως ηελιος, η αμως γε πως 
διά βραχέων κα.ί δλως εμφαίνεταβ ευκαταφρόνητος 
δ τοιοντος τρόπος της λεζεως καί ιδιωτικός, κάπ’ 
αυτά4 ταύτα πεποιημενος. (208) φενγετω δη καί τά 
σημειώδη σχήματα’ παν γάρ τδ παράσημον άσννη- 
θες καί ονκ ιδιωτικόν, την δε ενάργειαν καί τδ πιθα
νόν μάλιστα ό χαρακτηρ οντος επιδεζεται. περί 
εναργείας ονν καί περί πιθανότητος λεκτεον.

(209) ΤΙρώτον δε περί εναργείας’ γίνεται δ" η 
ενάργεια πρώτα μεν εξ άκριβολογίας καί τον παρα- 
λείπειν μηδέν μηδ’ εκτεμνειν, olov "ώς δ’ δτ’ άνηρ 
όχετηγδς” καί πάσα αντη η παραβολή’ τδ γάρ 
εναργες εχει εκ τον πάντα είρησθαι τά σνμβαίνοντα 
καί μη παραλελεϊφθαι μηδέν. (210) καί η ιπποδρο
μία δε η επί ΤΙατρόκλω, εν οίς λεγει, "πνοιη δ’ 
Έτυμήλοιο μετάφρενον,” καί "αίεί γάρ δίφρον επι- 
βησομενοισιν είκτην.” πάντα ταντα εναργή εστιν εκ

1 ήέλιος Victorius: ήλιος Ρ.
2 άμώς Finckh: άλλως Ρ.
3 έμφαίνεται Victorius: έμφαίνεσθαι Ρ.
4 και αυτά Ρ: κάπ’ αυτά Roberts.

aTh. 2.102.2 (cf. §§45 and 202).
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ON STYLE 207-210

Pindus . . .”a and so on. (207) In this styl e we should also 
avoid hiatus between long vowels and diphthongs, since 
any lengthening is imposing. If there is any, we should 
have it between short vowels (e.g. kola estin at the end of 
the sentence “all that is young is beautiful’^) or between a 
short and a long (e.g. eelios, “the sun”), or at any rate 
shorts in some shape or form. In general, this type of 
style is unimpressive and ordinary, and that is the very 
effect it intends. (208) Conspicuous figures should also 
be avoided, since anything conspicuous is unfamiliar and 
out of the ordinary. Vividness, however, and persuasive
ness will be particularly welcome in this style, so we must 
speak next about vividness and persuasiveness.

(209) First, vividness: it comes first from the use of 
precise detail and from omitting and excluding nothing, 
for example the whole simile beginning “as when a man 
draws off water in an irrigation channel.”0 This compari
son owes its vividness to the fact that all accompanying 
details are included and nothing is omitted. (210) 
Another example is the horse race in honour of Patroclus, 
in the lines where Homer describes “the hot breath on 
Eumelus’ back” and “for they always looked as if they 
were about to mount the chariot. The entire passage is

b Author unknown (cf. § 70).
c Hom. II. 21.257ff: “as when a man draws off water in an irri

gation channel from a spring with deep black water, and he 
guides the flow of water along his plants and orchards, and with a 
spade in his hands, he throws out any obstructions from the 
ditch, and as the water streams forth, all the pebbles are jostled 
along, and flowing quickly down it gurgles in its sloping bed, and 
outruns the man who controls it.”

d Hom. II. 23.379-81.
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DEMETRIUS

τον μη8εν παραλελείφθαι των τε συμβαινόντων καί 
συμβάντων. (211) ώστε πολλάκις καί ή 8ιλογία 
ενάργειαν ποιεί μάλλον η το άπαζ λεγειν, ώσπερ το 
"συ δ’ αυτόν καί ζώντα ελεγες κακώς, καί νυν άπο- 
θανόντα γράφεις κακώς” 8ίς γάρ κείμενον το 
"κακώς” εναργεστεραν σημαίνει την βλασφημίαν.

(212) Όπερ δβ τώ Κπησία εγκαλουσιν ώς ά8ολε- 
σχοτερω 8ιά τάς 8ιλογίας, πολλαχη μεν ίσως εγκα- 
λουσιν όρθώς, πολλαχη 8ε ούκ αισθάνονται της 
εναργείας τού άν8ρός' τίθεται γάρ ταύτό <8ίς>^ 8ιά 
το πολλάκις ποιεΐν εμφασιν πλείονα. (213) οια τά 
τοιαόε, "^τρυαγγαίός1 2 3 τις, άνηρ Μήδος, γυναίκα 
Χακιδα καταβολών άπο τού ίππον μάχονται γάρ 8η 
αί γυναίκες εν 'Σάκαις ώσπερ αί ’Αμαζόνες' θεασά- 
μενος 8η την Χακίδα ευπρεπή καί ώραίαν μεθηκεν 
άποσώζεσθαι. μετά 8ε τούτο σπον8ών γενομενων, 
ερασθείς της γυναικος άπετύγχανεν’ ε8ε8οκτο μεν 
αντω άποκαρτερείν’ γράφει 8ε πρότερον επιστολήν 
τη γυναικί μεμφόμενος τοιάν8ε’ Έγώ μεν σε έσωσα, 
και <τυ μβν° oc βμβ εσωνης- βγω oe ota <τβ απωΚο- 
μην.” (214) ενταύθα επιτιμησειεν άν ίσως τις βρα
χύλογος οίόμενος είναι, ότι 8ίς ετεθη προς ού8εν το 
"έσωσα” καί "8ι εμε εσώθης.” τούτον γάρ σημαίνει 
άμφότερα. άλλ’ εί άφελοις θάτερον, συναφαιρησεις 
καί την ενάργειαν καί τό εκ της εναργείας πάθος. 

1 δι? add. Gartner, cf. δίς πολλάκις in mg. Ρ.
2 Χτρυαγγαΐος Finckh: σπρυάγλιος Ρ.
3 μεν Ρ: om. P.Oxy. 2330.
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ON STYLE 211-214

vivid since no detail of what usually happens and did hap
pen is omitted. (211) Consequently repetition is often 
more vivid than a single mention, e.g. “you are the man 
who when he was alive spoke to his discredit, and now 
when he is dead write to his discredit.”a The repetition of 
“to his discredit” gives the insult a more vivid impact.

(212) This is relevant to the charge of garrulousness 
regularly brought against Ctesias^ on account of his repe
titions. In many passages it is perhaps a valid charge, but 
in many others it is a failure to appreciate the author’s 
vividness. The same word is often put twice to increase 
the impact, as in this passage: (213) “Stryangaeus, a Per
sian, unhorsed a Sacian woman (for among the Sacians 
the women fight like Amazons); his gaze was caught by 
the Sacian’s youth and beauty, and he let her escape. 
Later, when peace was made, he fell in love with the 
woman but had no success. He decided to starve to 
death, but first he wrote her this letter of complaint: T 
saved you, because of me you were saved, yet because of 
you I am dead.’”c (214) Here perhaps anyone convinced 
of his own brevity might object that there is a pointless 
repetition in “I saved you” and “because of me you were 
saved,” since both mean the same. But if you take away 
either, you will also take away the vividness and the

a Author unknown (cf. § 26).
b FGrHist 684 Ctesias T 14(a).
c F 8(a); cf. F 8(b) = P.Oxy. 2330.
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καί τδ έπιφερόμενον δέ, τδ " άπωλόμηυ” αντί του 
"άπόλλνμαι,” έναργέστερον αντη τη συντέλεια εστί' 
τδ γαρ δη γεγονός δεινότερου τον μέλλοντος η γινο
μένου ετι. (215) καϊ ολως δέ ό ποιητής οντος (ποιη
τήν γάρ αυτόν καλοίη τις <άυ>^ εικότως) έναργείας 
δημιουργός έοττιν ευ τη γραφή συμπάση. (216) οίου 
καϊ έν τοίς τοιοΐσδε’ δει τά γευόμευα1 2, 3 ονκ ενθνς 
λέγβιν οτι εγέυετο, αλλά κατά μικρόν, κρεμυωυτα 
του ακροατήν καϊ άυαγκάζουτα συναγωνιάν. τοντο 
ό Κτηοάας ευ τη αγγελία τη περί Κύρον τεθυεώτος 
ποιεί, έλθών γάρ ό άγγελος ούκ ενθνς λέγει οτι

1 άν Μ: om. Ρ.
2 γευόμευα Greg.: γινόμενα Ρ.
3 καί Lockwood: καί οντω Greg.: om. Ρ.

άπέθαυευ Κύρος παρά τηυ ΤΙαρυσάτιν τούτο γάρ η 
λεγομέυη από Σκυθών ρησίς έστίν αλλά πρώτου 
μευ ηγγειλευ οτι νικά, η δε ησθη και ηγωνίασεν 
μετά δε τούτο έρωτα, βασιλεύς δε πώς πράττει; ό δε 
πέφευγέ φησί’ και η ύπολαβούσα’ Ύισσαφέρυης 
γάρ αντώ τούτων αίτιος’ και πάλιν έπανερωτα’ 
Τ2- π π C <>\ >/ \ 5 Ζ Q ΩΚύρος οε που ννν; ο οε άγγελος αμείβεται’ ευυα 
χρη τους άγαθονς άυδρας αύλίζεσθαι. και^ κατά 
μικρού και κατά βραχύ προϊώυ μόλις, τό δη λεγάμε
νου, άπέρρηζευ αυτό, μάλα ηθικώς και έυαργώς τδν 
τε αγγέλου έμφηυας άκουσιως άγγελούυτα τηυ συμ
φοράν, και την μητέρα είς αγωνίαν έμβαλών και τον 
άκονοντα. 
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ON STYLE 214-216

emotional impact of the vividness. Furthermore, the fol
lowing words, “I am dead” instead of “I am dying,” add 
yet more vividness by the use of an actual past tense, 
since what has already happened is more forceful than 
what will happen or is still happening. (215) Altogether, 
this poet (for Ctesias may reasonably be called a poet) is 
an artist in vividness throughout his writings, (216) as in 
the next example. In the case of a disaster we should not 
immediately say that a disaster has happened but reveal it 
only gradually, keeping the reader in suspense and forc
ing him to share the anguish. This is what Ctesias does 
when the messenger reports Cyrus’ death.a The messen
ger arrives but does not immediately say before Parysatis 
that Cyrus is dead (for that would be the proverbially 
blunt speech of the Scythians)Λ First he reports the vic
tory of Cyrus. Parysatis feels both joy and anguish. Then 
she asks, “How is the king?” He replies, “He has 
escaped.” She responds, “Yes, this he owes to Tissa- 
phemes.” Again she asks a question: “Where is Cyrus 
now?” The messenger replies, “where the brave should 
camp.” Moving gradually and step by reluctant step Cte
sias at last, in the traditional phrase, “broke the news, 
and in a style full of characterisation and vividness he pre
sented the messengers reluctance to report the disaster 
and stirred the mothers anguish, which he made the 
reader share.

a F 24. The king is Artaxerxes, the elder son of Parysatis (cf. 
§3).

b Cf. § 297, Paroem. Gr. ii.438.
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DEMETRIUS

(217) rirerat 8e καϊ έκ τον τά παρεπόμενα, τοϊς 
πράγμασι Xeyetr ένάργεια, olov ώς επι τον άγροίκον 
βα8ίζοντος εφη τις, οτι "πρόσωθεν ηκονετο^ αντον 
τών πο8ών ό κτύπος προσιόντοςβ ώς ον8έ βα8ίζ, ον
τος αλλ" οιον γε λακτίζοντος την γην. (218) οπερ 8έ 
ό Πλάτων φησϊν επϊ τον 'Ιπποκράτονς, "έρνθριάσας 
[ηοη τη νυκτι/*], ηοη γαρ νπεφηνεν tl ημέρας, ωεττε^ 
καταφανή αντον γενέσθαι,” οτι μεν έναργέστατόν 
έστι, παντϊ 8ήλον" η 8’ ένάργεια γεγονεν εκ της 
φροντί8ος της περϊ τον λόγον καϊ τον άπομνημονεν- 
σαι, οτι ννκτωρ πρός αντον εισηλθεν ό 'Ιπποκράτης.

(219) ^άακοφωνία 8ε πολλάκις, ώς τό "κόπτ’, εκ 8’ 
εγκέφαλος/’ καϊ "πολλά 8’ άναντα, κάταντα”’ μεμί- 
μηται γάρ τη κακοφωνία την ανωμαλίαν' πάσα 8ε 
μίμησις εναργές τι έχει. (220) καϊ τά πεποιημενα 8ε 
ονόματα ένάργειαν ποιεϊ 8ιά τό κατά μίμησιν έζενη- 
νεχυαι, ώσπερ το λαπτοντες. ει οε πινοντες 
ειπεν, οντ εμιμεΐτο πίνοντας τονς κννας, οντε ενάρ- 
γεια άν τις έγίνετο. καϊ τό "γλώσσησι” 8έ τω 
λαπτοντες προσκείμενον έτι έναργέστερον ποιεϊ τον 
λόγον, καϊ περϊ εναργείας μέν ώς έν τνπω είπεϊν 
τοσαντα.

(221) Τό πιθανόν 8έ έν 8νοϊν, εν τε τω σαφεϊ καϊ 
σννηθεί’ τό γάρ ασαφές και άσννηθες άπίθανον'

1 ή/covero Cobet: ηκουατο Ρ.
2 ηδη τη ννκτϊ del. Schneider.
3 ώστε Plat, codd.: είς το Ρ
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ON STYLE 217-221

(217) Vividness also comes from the use of circum
stantial detail, as in someone’s description of a country
man walking along, “the clatter of his feet was heard from 
far away as he approached,”a just as if he were not just 
walking along but virtually stamping the ground. (218) 
Plato too has an example when he is describing Hip
pocrates: “He was blushing, for there was already a first 
glimmer of daylight to reveal him.”b This is extremely 
vivid, as anybody can see, and the vividness is the result of 
his careful use of words and keeping in mind that it was 
night when Hippocrates visited Socrates.

(219) Harsh sounds are often vivid, as in “He struck 
them down, and out spurted their brains” (kopt’, ek d’ 
enkephalos'f and “over and over, up and down” (polla d’ 
ananta katantajA Homer intended the cacophony to imi
tate the jerkiness, and all imitation has an element of 
vividness. (220) Onomatopoeic formations also produce 
vividness, since they are coined to suggest an imitation, as 
in “lapping” (laptontes).e If Homer had said “drinking,” 
he would not have imitated the sound of dogs drinking, 
and there would have been no vividness; and the addition 
“with their tongues” (glosseisi) after “lapping” makes the 
passage still more vivid. This concludes my brief outline 
on the subject of vividness.

(221) Next, persuasiveness: it depends on two things, 
clarity and familiarity, since what is unclear and unfamil-

a Author unknown; cf. Hom. Od. 16.6 περί τε κτύπος ήλθε 
πο8οΖΖν.

b Pl. Protag. 312a.
c Hom. Od. 9.289-90 (of the Cyclops) κόπτ’, έκ δ’ εγκέφα

λος χαμάΒίς ρεε, 8ενε 8ε γαΖαν.
d Hom. II. 23.116. eHom. II. 16.161 (cf. § 94).
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DEMETRIUS

ον την περιττήν ον8ε νπερογκον 8ιω- 
πιθανότητι, καϊ ωσαύτως σύνθεσιν 

καϊ μη8εν εχονσαν ρνθμοει8ές. (222) 
ονν το πιθανόν, καί εν ω θεόφραστός 

τάς ’ Αριστοτέλονς άναγράφας επιστολάς

λεβιν τε ονν 
κτεον εν τη 
βεβαιονσαν^ 
εν τοντοις τε
φησιν, οτι ον πάντα επ’ ακρίβειας 8εΐ μακρηγορεΐν, 
άλλ’ ενια καταλιπεϊν και τω ακροατή σννιεναι και 
λογίζεσθαι εζ αντον’ σννεϊς γάρ το ελλειφθεν νπο 
σον ονκ ακροατής μόνον άλλα και μάρτνς σον γίνε
ται, καϊ άμα ενμενεστερος. σννετός γάρ εαντω 
8οκεί 8ιά σε τον αφορμήν παρεσχηκότα αντω τον 
σννιεναι, το 8ε πάντα ώς άνοητω λεγειν καταγινώ- 
σκοντι εοικεν τον άκροατον.

(223) Έπβι δβ καϊ ό άπιστολικος χαρακτηρ 8εΐται 
ισχνότητος, καϊ περϊ αντον λέξομεν. ’Αρτεμων μεν 
ονν ο 
φησιν, οτι 8εΐ εν τω αντω τρόπω 8ιάλογόν τε γρά- 
φειν καϊ επιστολάς’ είναι γάρ την επιστολήν οίον τό 
ετερον μέρος τον 8ιαλόγον. (224) καϊ λεγει μεν τι 
ϊσως, ον μην άπαν’ 8ει γάρ νποκατεσκενάσθαι πως 
μάλλον τον διάλογου την επιστολήν" ό μεν γάρ 
μιμείται αντοσχε8 ιάζοντα, η 8ε γράφεται καϊ 8ώρον 
πεμπεται τρόπον τινά. (225) τις γονν ούτως άν 8ια- 
λεχθεϊη^ προς φίλον ώσπερ ό ’Αριστοτέλης προς 
’Αντίπατρον νπερ τον φνγά8ος γράφων τον γέρον- 
τός φησιν "βι δβ προς άπάσας οϊχεται γάς^ φνγάς

1 βεβαιονσαν Ρ vix recte: βέβαιον Dahl: βεβοίον ούσαν 
Roberts.
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ON STYLE 221-225

iar is unconvincing. So to be persuasive we should aim 
for diction which is not elaborate or inflated, and for com
position similarly which moves steadily along without for
mal rhythm. (222) These then are the essentials of per
suasiveness, along with the advice of Theophrastus,2 3 that 
you should not elaborate on everything in punctilious 
detail but should omit some points for the listener to infer 
and work out for himself. For when he infers what you 
have omitted, he is not just listening to you but he 
becomes your witness and reacts more favourably to you. 
For he is made aware of his own intelligence through you, 
who have given him the opportunity to be intelligent. To 
tell your listener every detail as though he were a fool 
seems to judge him one.

2 διαλβχάαη Schneider: διαλβχ^ή P.
3 γάς Valckenaer: τάς P.

(223) We will next discuss the style for letters, since 
that too should be plain. Artemon,b the editor of Aristo
tle’s Letters, says that a letter should be written in the 
same manner as a dialogue; the letter, he says, is like one 
of the two sides to a dialogue. (224) There is perhaps 
some truth in what he says, but not the whole truth. The 
letter should be a little more formal than the dialogue, 
since the latter imitates improvised conversation, while 
the former is written and sent as a kind of gift. (225) Who 
would ever talk to a friend as Aristotle writes to Antipater 
on behalf of an old man in exile? “If he is a wanderer over

a Theophr. F 696 Fortenbaugh.
b Perhaps the second-century B.c. grammarian. For the let

ter as part of a conversation, cf. Cic. Ad Att. 13.18, Ovid Ars. 
Amat. 1.468 praesens ut vide are loqui.
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DEMETRIUS

οντος, ώστε μη κατάγενν, δηλον ώς τοΐσγε είς 

 

'Ανδον κατελθενν βονλομένονς ονδείς φθόνος’” ό 
γάρ όντως δναλεγόμενος έπνδενκννμένω εονκεν μάλ
λον, ον λαλονντν. (226) καν λύσεις σνχναν1 όποιαν 
<. . .>1 2 3 4 ον πρέπονσνν έπνστολανς’ ασαφές γαρ εν

1 συχναι Victorius: ίσχναί Ρ.
2 lacunam stat. Goeller: αν τον διαλόγου prop. Roberts.
3 πρέπει Victorius: πρέποι Ρ.
4 παντός Victorius: πάντως Ρ.

\ 3 /η κνσνς, καν το μνμητνκον ον γραφής

ώ Σώκρατες, ώ χθες εν Ανκείω δνελέγον; η πολύς 
νμας οχλος περνενστηκεν’” καν μνκρόν προελθών επν- 
φερεν, α,ΛΛα, μον ςενος τνς φαννεταν ενναν, ω όνεκε- 
γον’ τνς ην;” η γαρ τοναύτη πάσα ερμηνεία καν 
μίμησνς νποκρντη πρεπεν^ μάλλον, ον γραφομενανς 
έπνστολανς.

ώσπερ καν ο δνακογος’ σχεδόν γαρ ενκονα έκαστος 
της εαυτόν φνχης γράφεν την έπνστολην. καν εστν 
μεν καν εξ άλλον λόγον παντός^ νόενν τό ήθος τον 
γράφοντος, εξ ονόενός δέ ούτως, ώς επνστολης.

(228) To 8e μέγεθος σννεστάλθω της επνστολης, 
ώσπερ καν η λέξνς. αν δε άγαν μακραί, καν προσετν 
κατά την ερμηνείαν όγκωδέστεραν, ον μα την άλη- 
θεναν επνστολαν γένονντο αν, άλλα σνγγράμματα, 
τό χαίρενν εχοντα προσγεγραμμένον, καθάπερ τον 
Τϊλάτωνος πολλαν5 καν η θονκνδίδον. (229) καν τη
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ON STYLE 225-228

<. . . >D does not suit the letter. Abrupt

all the world, an exile with no hope of being recalled
- home, it is clear that we cannot blame men like him if 

they wish to return home, to Hades.”a A man who talked 
like that would seem to be making a speech, not chatting.
(226) Yet a series of abrupt sentence breaks such as 

ness in writing
causes obscurity, and the imitation of conversation is less 
appropriate to writing than to real debate. Take the 
Euthydemus: “Who was it, Socrates, you were talking to 
yesterday in the Lyceum? There was certainly a large 
crowd standing round your group.” And a little further on 
he adds: “I think he was a stranger, the man you were 
talking to. Who was he?”c All this sort of style in imitation 
of reality suits oral delivery better, it does not suit letters 
since they are written.

(227) Like the dialogue, the letter should be strong in 
characterisation. Everyone writes a letter in the virtual 
image of his own soul. In every other form of speech it is 
possible to see the writers character, but in none so 
clearly as in the letter.

(228) The length of a letter, no less than its range of 
style, should be restricted. Those that are too long, not to 
mention too inflated in style, are not in any true sense let
ters at all but treatises with the heading, “Dear Sir.” This 
is true of many of Plato’s letters, and that one of 
Thucydides.d (229) The sentences should also be fairly

a Ar. fr. 665 Rose = F 8 Plezia. b Add e.g. “suit the 
dialogue.” c Pl. Euthyd. 271a.

d An unknown later fiction, unless it is the letter of Nicias in 
Th. 7.11-15. Neither it nor the Plato letters begin with χαίρει. 
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DEMETRIUS

συντάζεβ μέντοι λελύσθω μάλλον γελοΐον γάρ 
περιοδεύειν, ώσπερ ουκ επιστολήν άλλα δίκην γρά- 
φοντα' καί ουδέ γελοΐον μόνον αλλ’ ουδέ φιλικόν (τό 
γάρ δή κατά τήν παροιμίαν "τά σύκα σύκα” λεγό
μενον) έπιστολαΐς ταύτα έπιτηδεύειν. (230) ειδέναι 
δέ χρή, οτι ούχ ερμηνεία μόνον άλλα καί πράγματά 
τινα επιστολικά εστνν. ’Αριστοτέλης γοΰν ο?1 2 
μάλιστα έπιτετευχέναι δοκεΐ του [αύτου3] έπιστολι- 
κοΰ, "τούτο δέ ού γράφω σοί,” φησίν "ού γάρ ήν 
επιστολικόν.” (231) εί γάρ τις εν επιστολή σοφίσ
ματα γράφοι καί φυσιολογίας, γράφει μέν, ού μήν 
επιστολήν γράφει, φιλοφρόνησις γάρ τις βούλεται 
είναι ή επιστολή σύντομος, και περί άπλού πράγμα
τος εκθεσις καί έν όνόμασιν άπλοΐς. (232) κάλλος 
μέντοι αύτης αϊ τε φιλικοί φιλοφρονήσεις καί 
πυκναί παροιμίαν ένούσαι' καί τούτο γάρ μόνον 
ένέστω αύτή σοφόν, διότι δημοτικόν τί εοπιν ή 
παροιμία καί κοινόν, ό δέ γνωμολογών καί προτρε- 
πόμενος ού δι’ επιστολής ετι λαλούντι εοικεν, αλλά 
<άπό>4 μηχανής. (233) ’Αριστοτέλης μέντοι καί 
άποδείζεσί που χρήται επιστολικώς, olov διδάζαι 
βουλόμενος, οτι ομοίως χρή εύεργετεΐν τάς μεγάλος 
πόλεις καί τάς μικράς, φησίν, "οί γάρ θεοί εν άμφο- 
τέραις ΐσοι, ωστ’ επεί αί χάριτες θεαί, ϊσαι άποκεί- 
σονταί σοι παρ’ άμφοτέραις.” καί γάρ τό άποδει- 
κνύμενον αύτω επιστολικόν καί ή άπόδειζις αύτή.

1 και τη (τνντάζει Ρ^; τάζει Ρλ
2 δς Μ: ώς Ρ. 3 αντον del. Spengel.
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ON STYLE 229-233

loosely structured. It is absurd to build up periods, as if 
- you were writing not a letter but a speech for the law 

courts. Nor is it just absurd to be so formal in letters, it is 
even contrary to friendship, which demands the prover
bial calling of “a spade a spade.”a (230) We should also be 
aware that there are epistolary topics as well as style. Cer
tainly Aristotle is thought to have been exceptionally suc
cessful in the genre of letters, and he comments, “I am 
not writing to you on this, since it is not suitable for a 
letter.”b (231) If anyone should write in a letter about 
problems of logic or natural philosophy, he may indeed 
write, but he does not write a letter. A letters aim is to 
express friendship briefly, and set out a simple subject in 
simple terms. (232) It has its own beauty, but only in 
expressions of warm friendship and the inclusion of 
numerous proverbs. This should be its only permitted 
philosophy permitted since the proverb is ordinary, pop
ular wisdom. But the man who utters sententious maxims 
and exhortations seems to be no longer chatting in a letter 
but preaching from the pulpit.c (233) Aristotle, however, 
sometimes even develops proofs, though in such ά. way 
that they suit the letter. For instance, wanting to prove 
that large and small cities have an equal claim on bene
factors, he says: “The gods are equal in both; so, since the 
Graces are gods, you will find grace stored up equally in 
both.”d point being proved suits a letter, and so does

a Paroem. Gr. ii.654, literally figs.
b Ar.fr 670 Rose = T 4(b), F 16 Plezia.
c I.e. as a deus ex machina, speaking from on high.
d Ar.fr. 656 Rose = T 4(c), F 17 Plezia.
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DEMETRIUS

(234) €7Τ€ί δβ καί πόλεσίν ποτέ καί βασιλεύσιν γρά- 
φομεν, εστωσαν τοιαύται [αί]1 έπιστολαί μικρόν 
έξηρμέναι πως. στοχαστέον yap καί του προσώπου 
ω γράφεται,· έζηρμένη μέντοι, καί2, ούχ ώστε σύγ
γραμμα είναι, άντ’ επιστολής, ώσπερ αί ’Αριστοτέ- 
λους προς 'Αλέζαν8ρον, καί προς τούς Αίωνος οικεί
ους η Τΐλάτωνος. (235) καθόλου 8έ μεμίχθω η επι
στολή κατά την ερμηνείαν έκ 8υοΐν χαρακτήροιν 
τούτοιν, τού τε χαρίεντος καί τού ισχνού, καί περί 
επιστολής μέν τοσαύτα, καί άμα περί τού χαρακτη- 
ρος τού ισχνού.

1 αί del. Spengel. 2 καί del. Goeller.
3 η Ρ: del. edd. 4 τών add. edd.
5 άπαγγέλλη edd.: άπαγγέλη Ρ: άπαγγελη Radermacher, 

fort, recte.

(236) ΤΙαράκειται 8έ καί τώ ίσχνώ 8ιημαρτημένος 
χαρακτηρ, ό ζηρος καλούμενος, γίνεται 8έ καί 
ούτος έν τρισίν έν όιανοία μέν, ώσπερ τις επί αέρ
ιου εφη, οτι "κατέβαινεν ό αέρζης μετά πάντων τών 
εαυτού.” μάλα γάρ έσμίκρυνεν το πράγμα, άντι τού 
"μετά της 'Ασίας άπάσης” είπεΐν [η]3 "μετά πάντων 
<τών>4 εαυτού” φησας. (237) περί 8έ την λέξιν 
γίνεται τό ζηρόν, όταν πράγμα μέγα σμικροϊς όνό- 
μασιν άπαγγέλληβ olov ώς ό Γαδαρβύςθ επί της έν 
Σαλαμΐνι ναυμαχίας φησί <. . καί τού Φαλάρι- 

άττα γάρ ό Φάλαρις 
ναυμαχίαν γάρ 

3 \ CC 3/ 33ουχι τω αττα 

8ος τού τυράννου εφη τις, 
ηνώχλει τοϊς ’ Ακραγαντίνοις.” 
τοσαύτην καί τυράννου^ ωμότητα
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ON STYLE 234-237

the proof itself. (234) Sometimes we write to cities and 
kings: such letters must be a little more elaborate, since 
we should consider the person to whom the letter is writ
ten, but it should not be so elaborate that the letter turns 
into a treatise, like those of Aristotle to Alexander or that 
of Plato to Dion’s friends? (235) In summary, in terms of 
style the letter should combine two of the styles, the ele
gant and the plain, and this concludes my account of the 
letter, and also of the plain style.

(236) Next to the plain style is its faulty counterpart, 
what is called the arid style, and it too has three aspects. 
The first is the thought, as in one writers account of 
Xerxes, “he was coming down to the coast with all his 
men.”k He has greatly trivialised the event by saying 
“with all his men” instead of “with the whole of Asia.”
(237) In diction aridity is found when a writer narrates a 
great event in trivial language, for example the man of 
Gadarac on the sea battle of Salamis <. . . >,d or another 
writer on the tyrant Phalaris, “Phalaris was a bit of a nui
sance to the people of Acragas.”e So momentous a sea 
battle and so cruel a tyrant should not have been

a Pl. Epist. 7.
b Author unknown.
c The “man of Gadara,” the probable text, may but need not 

be Theodoras of Gadara, a rhetorician of Augustan Rome.
ci A quotation seems lost.
e Author unknown.
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7 lacunam stat. ed. Glasg.
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DEMETRIUS

ό βίος βραχύς, η δέ τέχνη μακρά, ό δέ καιρός 
η όταν έν μεγάλω 
κώλον καϊ μη εκ- 

κατηγορών οτι ουκ 
ναυμαχίαν, "άλλα 

Αημητηρ ήλθεν καϊ 
η γάρ άποκοπη

όνόματι ουδέ τώ "ήυώχλει” έχρην λέγειν, αλλ’ έν 
μεγάΑοις καί πρέπουσιν τώ ύποκειμένω πράγματι.
(238) έν δέ συνθέσει γίνεται το ξηρόν, ήτοι όταν 
πυκνά η τα κόμματα, ώσπερ ev τοις ’Αφορισμοΐς 

ee e · ~ - ■
eXer < . ....
οςυς, η οε πείρα σφαλερα' 
πράγματι, άποκεκομμένον η τό 
πλεων, ώσπερ τις ’Αρκττβίδου 
άφίκετο €ΐς την ev Σαλαμΐνι 
αυτόκλητός, 6φη, LOTtJ V 
συνεναυμάχει, 'Αριστείδης δέ ου. 
και άπρεπης καί άκαιρος. ταις μέν τοιαύταις άποκο- 
παΐς έν έτέροις χρηστέον. (239) πολλάκις μέντοι τό 
μέν διανόημα αυτό ψυχρόν τί έστι, καί ώς νυν όνο- 
μάζομεν κακόζηλον, η σύνθεσις δ’ άποκεκομμένη 
καί κλέπτουσα του διανοήματος την αηδίαν,1 2 /ώσπερ 
έπϊ του νεκρά τη γυναικϊ μιχθέντος εφη τις, ότι "ού 
μίγνυται αύτη αύ”·3 τό μέν γάρ διανόημα καϊ τυφλώ 
δηλόν φασιν, η crvp^ecri? 8e συσταλβΐσα κλέπτει 
μέν πως την άηδίαν41 τού πράγματος, ποιεί δέ την 
νυν ονομα έχουσαν ξηροκακοζηλίαν συγ κείμενη ν έκ 
δυοΐν κακών, έκ μέν της κακοζηλίας διά τό πράγμα,

1 οτι del. Hahne.
2 αηδίαν Weil: άδειαν Ρ.
3 αντη αύ Μ, fort, recte: αυτής άν Ρ: αύ τη άνθρώπω 

Roberts.

5 21 χ λ ' / ηεκ οε του ςηρου oca την συννΕσΊ/ν.
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ON STYLE 237-239

described by words like “a bit of” and “nuisance,” but in 
impressive terms appropriate to the subject. (238) In 
composition aridity is found when there is an unbroken 
series of phrases, as in the Aphorisms, “Life is short, art 
long, opportunity fleeting, experience deceptive,”3 or 
when the subject is important and the clause is abruptly 
broken off and not completed, as in one writer’s accusa
tion of Aristides for not coming to the battle of Salamis, 
“But Demeter came uninvited and fought on our side in 
the sea battle, but Aristides not.”^ Here the abrupt end
ing. is inappropriate and ill-timed. Such abruptness 
should be used in other contexts. (239) Often it is the 
thought itself which is frigid, or in our current terminol
ogy affected, while the composition is abrupt and tries to 
disguise the unpleasant nature of the thought. Someone 
says of a man who lay with his wife’s corpse: “he does not 
lie with her again” (ou mignutai autei au)S The meaning, 
in the words of the proverb, is clear even to the blind;d 
but the wording is so compact that it disguises to some 
extent the unpleasantness of the subject, and produces 
what we now term arid affectation, a combination of two 
faults, affectation in the subject and aridity in the compo
sition.

a Hippocr. Aphorism. 1.1 (cf. § 4).
b Author unknown. Aristides fought at Salamis, and this fic

tion sounds like a piece of school declamation.
c Author unknown, text uncertain but including ugly hiatus 

and abrupt monosyllables.
d Cf. § 112.

4 άηδίαν Weil: άδβιαρ P.
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DEMETRIUS

λοιπόν έκ των προειρημένων, otl Kat αντη γενοιτ’ άν 
έν τρισίν, έν οίσπερ οι προ αντης χαρακτήρες' καϊ 
γαρ πράγματά τινα έζ έαντών έστι, δεινά, ώστε τονς 
λέγοντας αντά δεινούς δοκειν, καν μη δεινώς λέγω- 
σιν, καθάπερ δ Θεόπομπος τάς έν τω Τίειραιεϊ αύλη- 
τρίας και, τά πορνεία καϊ τονς ανλονντας καϊ, αδον- 
τας καϊ όρχονμένονς, ταύτα πάντα δεινά [ονόματα]1 
οντα καίτοι άσθενώς είπών δεινός δοκεϊ.

1 ονόματα del. Schenkl.

(241) Κατά §6 την σύνθεσιν δ χαρακτηρ οντος 
γινοιτ’ άν πρώτον μεν εί κόμματα έχοι άντι κώλων' 
τδ γάρ μήκος έκλύει την σφοδρότητα, τδ δε έν 
δλίγω πολύ έμφαινόμενον δεινότερον παράδειγμα 
τδ Λακεδαιμονίων πρδς Φίλιππον, "Διονύσιος έν 
Κορίνθω'” εί δε έξέτειναν αντό, “ Διονύσιος έκπεσών 
της άρχης πτωχεύει έν Ίίορίνθω διδάσκων γράμ
ματα,” διήγημα σχεδόν άν ήν μάλλον άντι λοιδο
ρίας. (242) κάν τοϊς άλλοις δέ φύσει έβραχνλόγονν 
οι Κακωνες' οεινοτερον γαρ το ρραχν και επιτακτι
κόν, τδ μακρηγορεϊν δέ τω ίκετεύειν πρέπει καϊ

ρησεντος νπονοησαι τα πλειστα όει, κασαπερ εκ των 
συμβόλων’ ούτως καϊ τό “χαμόθεν οι τέττιγες νμϊν 
ασονται” δεινότερον άλληγορικώς ρηθέν ή εϊπερ 
άπλώς έρρήθη, “τά δένδρα υμών έκκοπήσεται.”
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ON STYLE 240-243

(240) Next, forcefulness. It should be clear from what 
has already been said that forcefulness, like all the previ
ous styles, has three aspects. Some subjects are forceful 
in themselves, so that those who speak about them are 
thought to be forceful, even if they do not speak force
fully. Theopompus, for instance, speaks about the flute 
girls in the Piraeus, the brothels, and the men playing 
flutes, singing and dancing;a all these are forceful in 
themselves, and although his style is feeble, he is thought 
to be forceful.

(241) In composition this style would result, if, first, 
phrases replace clauses. Length dissipates intensity, 
while a lot of meaning packed into a few words is more 
forceful. An example is the message of the Spartans to 
Philip, “Dionysius in Corinth.”k If they had expanded it, 
“Dionysius was deposed from rule and is now a poverty- 
stricken schoolteacher in Corinth,” the result would have 
been a virtual narrative rather than an insult. (242) In all 
circumstances the Spartans had a natural inclination 
towards brevity in speech. Brevity, after all, is more 
forceful and peremptory, while length in speech' suits 
supplications and requests.0 (243) This is why expressions 
which symbolise something else are forceful, since they 
resemble brevity in speech. We are left to infer a great 
deal from a short statement, as in the case of symbols. For 
example, the saying “the cicadas will sing to you from the 
ground” is more forceful in this allegorical form than if it 
had been straightforwardly expressed, “your trees will be 
cut down.”d

a FGrHist 115 Theopompus T 43, cf. § 75. 
b See note on § 8. c Cf. § 7.
dCf. §§99-100.
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DEMETRIUS

(244) Τάς γε μην περυό8ους έσφυγχθαυ μάλα 8ευ 
κατά1 τδ τέλος· η γάρ περυαγωγη 8ευνόν, η 8έ λύσυς 
άπλούστερον καυ χρηστοηθείας σημευον, καθάπερ η 
αρχαία πάσα ερμηνεία’ απλοϊκοί γάρ οί άρχαυου.^
(245) ώστε εν 8ευνότητυ φεύγευν 8εϊ το άρχαυοευ8ές 
καί τον ήθους καί τον ρυθμού, καί καταφεύγευν 
μάλυστα επί την ννν κατεχονσαν 8ευνότητα. τών 
ονν κώλων αί τουαύταυ άποθεσευς, "ώμολόγησα τού
τους, ώς άν οίός τε ώ, συνερεϊν,” εχονταυ μάλυστα ον 
εύρηκα ρνθμον. (246) πουεϊ 8ε τυνα καί η βία κατά 
την σύνθεσυν 8ευνότητα’ 8ευνόν γάρ πολλαχον καί 
το 8ύσφθογγον, ώσπερ αί ανώμαλου ό8ου. παρά- 
8ευγμα το Δημοσθενυκον το "υμάς το 8ονναυ νμυν

1 κατά Victorius: καυ Ρ.
2 οί άρχαυου Μ: άρχαυου Ρ.

3 >- Μ€ζ€ίναί.
(247) Τά δέ αντίθετα καυ παρόμουα εν ταυς περυό- 

8ους φενκτέον’ ογκον γάρ πουονσυν, ον 8ευνότητα, 
πολλαχον 8ε καί ψυχρότητα αντί 8ευνότητος, οίον 
ώς ό Θεόπομπος κατά τών εταίρων τών Φυλίππον 
λέγων ελνσεν τη άντυθεσευ την 8ευνότητα, "άν8ρο- 
φόνου 8ε την φύσυν οντες,” λέγων, "άν8ροπόρνου τον 
τρόπον ήσαν”’ τη γάρ περυσσοτεχνία, μάλλον 8έ 
κακοτεχνία προσεχών ό ακροατής εξω γίνεταυ 
θνμον παντός. (248) πολλά μέντου νπ’ αυτών τών 
πραγμάτων ώσπερ άναγκασθησόμεθα σννθευναυ 
στρογγύλως καυ 8ευνώς, οίον τό Δημοσθενυκον τό 1 2
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ON STYLE 244-248

(244) Periods should be tightly concentrated at the 
end. Periodic rounding is forceful, while a loose struc
ture is more straightforward and a sign of simple inno
cence, like the whole early style; for the early writers were 
straightforward. (245) It follows that in the forceful style 
we must avoid old-fashioned qualities of character and 
rhythm, and resort to the new fashion of forcefulness. 
Clauses which have endings of the following kind, “I have 
agreed to speak to the best of my ability in their 
support,”a keep closest to the rhythm I have mentioned.
(246) Violent collocation also creates a kind of force. For 
in many passages harsh sounds are forceful, like rough 
roads,b as in Demosthenes’ sentence “(he has deprived) 
you of the power for you to grant” (humas to dounai 
humin exeinat).c

(247) We should avoid antithesis and assonance in 
periods, since they add weight, not force, and the result is 
often frigid instead of forceful. Theopompus, for exam
ple, attacks the friends of Philip but destroys the force by 
his antithesis, “men-killers by nature, they were men- 
harlots in behaviour.By having his attention drawn to 
the excessive artifice, or rather the inept artifice, the 
hearer loses all sense of anger. (248) We will often find 
ourselves compelled by the very nature of the subject 
matter to construct sentences which are compact and 
forceful, as in this example from Demosthenes: “Just as

a Dem. Lept. 1 (cf. §§ 10-11, 20).
b Cf. § 48.
c Dem. Lept. 2, the end of a long period. Note hyperbaton, 

assonance, hiatus, and only one short syllable.
d FGrHist 115 Theopompus T 44 and F 225(c) (cf. §§27, 

250).
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DEMETRIUS

τοιουτον, ώσπερ γαρ et τις εκείνων εακω, συ τω

γράψει/ αυτό γαρ το πραγμα και η ταςις αντου 
συμπεφυκυιαν^ σαφώς έσχεν την σύνθεσιν, καί ούόε

εν γαρ πολλοις πραγμασι συντισεμεν, ώσπερ οι τας 
καταβάσεις τρέχοντες, υπ’ αυτών έλκόμενοι τών 
πραγμάτων. (249) ποιητικόν δέ δεινότητάς έστι και 
τό επί τελεί τιθέναι τό δεινότατον περιλαμβανόμε- 
νον γάρ εν μέσω άμβλύνεται, καθάπερ τό Άντισθέ- 
νους, "σχεδόν γάρ όδυνησει άνθρωπος έκ φρυγάνων 
άναστάς’” εί γάρ μετασυνθείη τις ούτως αυτό, "σχε
δόν γάρ έκ φρυγάνων άναστάς άνθρωπος όδυνη- 
cret,”3 καίτοι ταυτόν είπών ού ταύτόν ετι νομισθησε- 
ται λέγειν. (250) η δέ άντίθεσις, ην έπϊ τού Θεοπόμ
που εφην, ουδέ έν τοϊς Δημοσθενικοϊς ηρμοσεν, 

έγώ δέ έφοίτων’ έτριταγωνιστεις, έγώ δέ έθεώμην' 
έζ έπιπτες, έγώ δέ έσύριττον” κακοτεχνούντι γάρ 
εοικεν διά την άνταπόδοσιν, μάλλον δέ παίζοντι, 
ούκ άγανακτούντι.

πυκνοτης, καίτοι εν τοις Χοιποις χαρακτηρσιν ουκ 
έπιτηδεία ούσα' συνεχώς^ γάρ τιθεμένη μέτρω είκα- 
σθησεται λεγομένω έφεζης, καϊ τούτο δεινώ μέτρω,

1 σν τάδ’ Dem. codd.: σν δ’ Ρ.
2 σνμπεφνκνΐαν Victorius: σνμπεφνκνϊα Ρ.
3 όδννησει Goeller: όδννησειεν Ρ
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ON STYLE 248-251

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. ”a This particular arrangement clearly 
grew naturally out of the subject itself and the order it 
demanded, and not even by violent dislocation could any
one have easily constructed it differently. In many topics 
in constructing sentences we are swept along by the sub
ject itself, just as though we were running down a steep 
slope. (249) It also creates force to put the most striking 
part at the end, since if it is put in the middle, its point is 
blunted, as in this sentence of Antisthenes, “for almost a 
shock of pain will be caused by a man standing up out of 
brushwood.If you were to change the order, “for a man 
standing up out of brushwood will cause almost a shock of 
pain,” you will be saying the same thing but will no longer 
be believed to be saying the same. (250) But to revert to 
antithesis, which I condemned in Theopompus:0 it is not 
suitable either in that passage of Demosthenes where he 
says, “you were initiating, I was initiated; you were a 
school teacher, I went to school; you took minor roles in 
the theatre, I was in the audience; you were driven off the 
stage, I would be hissing.”d The elaborate parallelism 
seems too artificial, and more like word play than honest 
anger.

(251) A massive series of periods fits the forceful style, 
though it does not suit the other styles. Put continuously, 
they will suggest successive lines of metre, and forceful

a Dem. Aristocr. 99 (cf. § 31). Antisthenes VA 45 Gian- 
nantoni. For the advice cf. §§ 50-53. c Cf. §§ 27, 247.

cl Dem. De Cor. 265.

4 γράμματα add. M, Dem.: om. P.
5 συνεχώς edd.: συνεχεΐ P. 495



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

DEMETRIUS

ώσπερ ol χωλίαμβοί. (252) άμα μέντοί πυκναϊ εστω- 
σαν καϊ σύντομοί, λέγω 8ε 8ίκωλοί τννες, επεί τοί 
πολύκωλοί γε1 ούσαί κάλλος μάλλον παρέξουσνν, ού 

1 γε Goeller: τε Ρ. 2 δ Weil: ώς Ρ.
3 άν del. edd.
4 δέηται αυτής Μ: δέρ τοιαΰτης Ρ.
5 δ Μ: om. Ρ.
6 προσσ-τοχασύμεθα Goeller: προστοχαετόμεθα Ρ.

όείνοτητα.
(253) Οντω 8’ η συντομία τω χαρακτηρί χρήσι

μον, ώστε καϊ άποσίωπησαί πολλαχον 8εωότερον, 

δε 8νσχερές ον8εν είπεϊν, οντος δέ εκ περιουσίας 
κατηγορεί.” σχε8ον ο2 σίωπησας ενταύθα 8εωότερος

σχε8ον [άν3] καϊ η ασάφεια πολλαχον 8είνότης 
εστί’ 8είνότερον γάρ το υπονοούμενου, το δ’ 
εξαπλωθεν καταφρονεϊταί.

(255) ’Έστι δ’ οπη κακοφωνία 8είνότητα ποίεϊ, 
καϊ μάλιστα εάν το υποκείμενον πράγμα 8έηταί 
αυτής, ώσπερ το Ομηρικόν, το ιρωες ο ερρίγη
σαν, όπως Ϊ8ον αίόλον οφίν”’ ην μεν γάρ καϊ εϋφω- 
νοτερως είπόντα σώσαί το μέτρον, "Τρώες δ’ έρρί- 
γησαν, όπως οφίν αίόλον εΐ8ον”’ άλλ’ ούτ’ άν ό 
λέγων 8εινος ούτως ε8οζεν οντε ό$ οφίς αυτός. (256) 
τούτω ούν επόμενοί τω παρα8είγματί καϊ τά άλλα 
προσστοχασόμεθα® τά ομοία, olov άντϊ μεν τού 
ce / ·>\ I » ee / Ύ ν ι ν » > \παντα αν <eypa\^ev παντα> έγραψαν αν, αντί
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ON STYLE 252-256

metres at that, like the choliambic.a (252) These massed 
, periods should, however, be short (I suggest two clauses), 

since periods with many clauses will produce beauty 
rather than force.

(253) Brevity in fact is so useful in this style that a sud
den lapse into silence often adds to the forcefulness, as in 
Demosthenes, “I certainly could—but I do not wish to say 
anything offensive, and the prosecutor has the advantage 
in accusing me.”*’ His silence here is almost more effec
tive than anything anyone could have said. (254) And 
(strange as it may seem) even obscurity is often a sort of 
forcefulness, since what is implied is more forceful, while 
what is openly stated is despised.

(255) Occasionally cacophony produces vigour, espe
cially if the nature of the subject calls for it, as in Homers 
line, “the Trojans shuddered, when they saw the writhing 
serpent” (.. . idon aiolon ophin).c It would have been 
possible for him to construct the line more euphoniously, 
without violating the metre, “the Trojans shuddered, 
when they saw the serpent writhing” (. . . ophin aiolon 
eidon), but then neither the speaker nor the serpent itself 
would have been thought forceful. (256) On this model 
we can attempt other similar experiments, for example by 
replacing “he would have written everything” (panta an 
egrapsen) with “everything would he have written” 
(panta egrapsen an), or “he was not present” (ou

a See on §301. b Dem. De Cor. 3.
c Hom. II. 12.208. The line scans if the first syllable of οφνν is 

“irregularly” lengthened (as if opphin).
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I ’’πάντα αν edd.: πάντων Ρ: "εγραφζν πάντα add. Rader
macher.



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

DEMETRIUS

δ
\ Λ << > ζ 55 ee ζ 5 Ζ55 / πι-Ί-γλe τον ον παρεγενετο παρεγενετο ονχί · \251)

5 \ ζ σ Ζ \ 5 ζ> ζ χ eeQ.x55 ,χ

αποληγοντες οε ποτέ καί et? σννοεσμονς τον οε η 
τον τε · καίτοί παραγγεΚκεταί φνγείν την απολη- 
ξίν την τοίαντην αλλά πολλαχον χρησίμος τοίαντη 
άν γένοίτο, οίον "ονκ ενφημησε μεν, άζίον οντα, 
ητψχκτΕ οε, κα,(/ το ΛχοίΓΟΓ τε ΛκωλοΓ τε, αΛΛ 
έν μεν τοϊς 'Ομηρίκοΐς μέγεθος έποίησεν η εις τονς 
σννόέσμονς τελεντη. (258) ποίησείε δ" άν ποτέ καί, 
8/ 3/ Τ Q V ee > / ι Ο <> \ e \Είνοτητα, ec tc? cooe elttol ανΕτρΕψΕν οε νττο της 
αφροσύνης τε νπο της άσεβείας τε τά Ιερά τε τά 
οσίά τε”' όλως γάρ η λείότης καί το ενηκοον γλαφν- 
ρότητος ϊόία, ον όείνότητός έστίν, οντοί δ’ οί χαρα
κτήρες έναντίωτατοί όοκονσίν.

(259) Καίτοί έστί πολλαχον έκ παάόίάς παραμε- 
μίγμένης όείνότης έμφαίνομένη τίς, οίον έν ταϊς 
κωμωόίαίς, καί πας ό Κννίκος τρόπος, ως τά Κρά- 
τητος "πηρη^ τίς γαϊ’^ εστί μέσω ένί οϊνοπί πόντω”' 
(260) καί το Δίογένονς τό έν ’Ολνμπία, οτε τον οπλί- 
τον όραμόντος έπντρέχων αυτός έκηρνττεν έαντον 
νίκάν τά Όλνμπία πάντας άνθρωπονς καλοκάγαθία.

1 καί Radermacher: ώς Ρ.
2 άνέτρεψεν Weil: άν. εγραψεν Ρ.
3 πηρη Victorius: τό ποτηρη Ρ.
4 γάΐ’ Victorius: γάρ Ρ.
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a The negative moves to final, emphatic position. The point 
of the first example is presumably that άν prefers a weak posi
tion.



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

 

 

 

 

 

 
 

 

 

 

 

 

ON STYLE 257-260

paregeneto) with “present he was not” (paregeneto 
ouchi);a (257) or by ending sometimes with a connective, 
“on the other hand” (de) or “too” (te), even though the 
normal instruction is to avoid such endings. But this sort 
of closure can often be useful, for example “he did not 
praise him on the one hand (men), though he deserved it; 
he insulted him, on the other hand” (de)p or “and 
Schoenus and Scolus too . . .” (Schoenon te Skolon te 
. . . )c—though in Homer s lines it is grandeur which is the 
result of ending with a connective. (258) But sometimes it 
can also produce force, as in this sort of sentence (with 
repeated te), “He overturned, in his folly and his impiety 
too, things sacred and holy too.”^ In general, smoothness 
and euphony are characteristic of the elegant style, not 
the forceful, and these two styles seem to be direct oppo
sites.

(259) Yet mixing in an element of playfulness often 
produces a kind of vigour, for example in comedy; and the 
whole Cynic manner is like this, as in the words of Crates, 
“There is a land of Beggarbag in the midst of the wine
dark sea”;e (260) and the story about Diogenes at 
Olympia, when after the race between men in armour he 
ran forward and personally proclaimed himself victor in

13 Author unknown.
c Hom. II. 2.497 (cf. § 54).
d Author unknown.
e Cf. § 170. Crates VH 70 Giannantoni, a parody of Homer’s 

description of Crete (quoted in § 113). Demetrius (or a copyist) 
is too close to Homer: compare the correct version in Diog. 
Laert. 6.85, Πρρρ τις ttoKis tern [mm οινοττι τυφω, 
“There is a city of Beggarbag in the midst of wine-dark delusion.” 
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DEMETRIUS

καί γάρ γελάται τό είρημένον άμα καί θαυμάζεται,, 
καί ήρεμα καί ύποδάκνει πως λεγόμενον. (261) καί 
τό προς τον καλόν ρηθέν αντω' προσπαλαίων γάρ 
καλώ παιδί Διογένης διεκινήθη πως τό αίδοίον, του 
δβ παιδός φοβηθέντος καί άποπηδήσαντος, "θάρ- 
ρει”, εφηφ "ώ παιδίον ούκ είμί ταύτη ομοιος 
γελοΐον γάρ τό πρόχειρον τού λόγου, δεινή δ’ η κευ- 
θομένη έμφασις. καί ολως, συνελόντι φράσαι, παν 
τό είδος τού Κυνικού λόγου σαίνοντι άμα εοικέ τω 
καί δάκνοντι. (262) χρησονται δ’ αύτώ καί οί ρήτο
ρες ποτέ, καί έχρησαντο, Δυσίας μέν προς τον 
έρώντα της γραός λέγων, οτι "ής ραον ην άριθμή- 
σαι τούς όδόντας η τούς δακτύλους”’ καί γάρ δεινό
τατα άμα καί γελοιότατα ένέφηνεν την γραύν
Όμηρος οε το Όυτιν εγω πυματον εοομαι, ως 

προγέγραπται.
(263) Ώς δ’ άν καί εκ σχημάτων γίγνοιτο δεινό- 

της, λέζομεν εκ μέν ούν τών της διανοίας σχημά
των, εκ μέν της παραλείφεως όνομαζομένης ούτως' 
"’Όλυνθον μέν δη καί Δίεθώνην καί ’Απολλωνίαν 
καί δύο καί τριάκοντα πόλεις τάς επί Θράκης έώ”' έν 
γάρ τούτοις καί εΐρηκεν πάντα, όσα έβούλετο, καί 
παραλιπεϊν αύτά φησιν, ώς δεινότερα είπεϊν εχων 
έτερα. (264) καί η προειρημένη δ’ άποσιώπησις τού 
αύτού είδους^ εχομένη δεινότερον ποιήσει τον λόγον.

1 εφη Greg.: om. Ρ: είπεν post παιδιού Μ.
2 βϊδους Orth: έθους Ρ.
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ON STYLE 260-264

the Olympic games over all mankind, in nobility of 
' character.3 This announcement raises simultaneous 

laughter and applause, and unobtrusively it also somehow 
gently bites as it is being said. (261) So do his words to 
the handsome youth: wrestling with a handsome youth 
Diogenes somehow experienced an erection, and the boy 
became afraid and jumped away. “Never fear, my boy,” he 
said, “I am not like you in that way.”k There is wit in the 
speed of the reply, and force in the meaning hidden 
below. Generally speaking, to summarise, the whole 
character of Cynic sayings suggests a dog that fawns as it 
bites. (262) Orators will also sometimes use it, as they 
have in the past, for example Lysias when he said to the 
old woman’s lover, “her teeth could be counted sooner 
than her fingers.”0 He revealed the old woman most 
forcefully in a most ridiculous light. Homer also used it, 
as in an example I have already quoted, “No-man I will 
eat last.”d

(263) We shall next discuss how force can result from 
figures. First, figures of thought, beginning with the fig
ure given the name of paraleipsis, for example “I pass 
over Olynthus, Methone, Apollonia, and thirty-two cities 
in Thrace.”e In these words Demosthenes has actually 
stated everything he wanted, yet he claims to pass over 
them, to imply that he has other more forceful points to 
make. (264) The figure of aposiopesis which I have 
already mentioned^ is of the same kind, and it too adds

a Diogenes VB 449 Giannantoni. b Diogenes VB 410 
Giannantoni. c Lys./r 1 Thalheim (cf. § 128).

d Hom. Od. 9.369 (cf. §§ 130, 152). e Dem. Phil. 3.26.
f Cf. § 253 (rather than § 103).
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DEMETRIUS

(265) παραλαμβάνοιτο δ" άν σχήμα διανοίας προς 
δεινότητα <ή>1 προσωποποιια καλούμενη, οίον 
"δόξατε ύμΐν τούς προγόνους όνειδίζειν καί λέγειν 
τάδε τινά ή τήν 'Ελλάδα ή τήν πατρίδα, λαβούσαν 
γυναικος σχήμα"' (266) ώσπερ εν τώ επιταφίω Πλά
των τό "ω παΐδβς, otl μεν εστε πάτερων αγαθών 
. . . καί ουκ εκ τού Ιδίου προσώπου λέγει άλλα εκ 
τού τών πάτερων" πολύ γάρ ενεργεστερα καί δεινό
τερα φαίνεται ύπο τών προσώπων, μάλλον δε δρά
ματα άτεχνώς γίνεται.

1 ή add. Hammer.
2 δή Spengel: είδη Ρ. 3 καί del. Spengel.
4 επί τούς νόμους καλεΐς add. Aesch., Μ in mg., om. Ρ.
5 έστι,ν, ώς Victorius: ϊσως Ρ.

(267) Τά μεν δή1 2 τής διανοίας [ /cat]3 σχήματα 
λαμβάνοιτ’ άν, ώς εϊρηται’ και γάρ τοσαύτα τά 
ειρημένα παραδείγματος ενεκα, τά δε τής λεζεως 
σχήματα ποικιλώτερον εκλεγοντα "εστι δεινότερον 
ποιεΐν τον λόγον’ "εκ τε τής άναδιπλώσεως, ώς 
"θήβαι δε, θήβαι, πόλις άστυγείτων, εκ μέσης τής 
'Ελλάδος άνήρπασται" (διλογηθεν γάρ το ονομα 
δεινότητα ποιεί)’ (268) καί εκ τής αναφοράς καλού
μενης, ώς το "επί σαυτον καλεΐς, επί τούς νόμους 
καλεΐς,4^ επί τήν δημοκρατίαν καλεΐς""’ το δε σχήμα 
το είρημενον τούτο τριπλούν' και γάρ επαναφορά 
εστιν, ώς$ εϊρηται, διά το τήν αυτήν λεζιν επαναφε- 
ρεσθαι επί τήν αυτήν αρχήν, καί άσύνδετον’ δίχα 
γάρ συνδέσμων λέλεκται, καί όμοιοτελευτον διά τήν
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ON STYLE 265-268

force to what we say. (265) Another figure of thought 
which may be used to produce force is the figure called 
prosopopoeia, for example “Imagine that your ancestors 
are rebuking you and speak such words, or imagine 
Greece, or your country in the form of a woman.”a (266) 
This is what Plato uses in his Funeral Speech, “Children, 
that you are the sons of brave men .. .”b He does not 
speak in his own person but in that of their fathers. The 
personification makes the passage much more lively and 
forceful, or rather it really turns into a drama.

(267) The figures of thought may be used as I have 
described; and the instances above will serve as a sample. 
As for figures of speech, the more varied your choice, the 
more forceful their impact on what you say. Take repeti
tion, as in “Thebes, Thebes, our neighbouring city, has 
been tom from the middle of Greece.”0 The repetition of 
the name gives force. (268) Or take the figure called 
anaphora, as in “against yourself you summon him, 
against the laws you summon him, against the democracy 
you summon him.”^ Here the figure in question is three
fold. It is anaphora, as I have already said, because the 
same word is repeated at the beginning of each clause; it 
is asyndeton because it is expressed without connectives; 
and it is homoeoteleuton because of the recurrent end-

a Author unknown, perhaps an invented pastiche since ances
tors and country give the two standard categories of animate and 
inanimate, e.g. Cic. Orator 85.

b Pl. Menex. 246d. 
c Aesch. Ctes. 133. 
d Aesch. Ctes. 202.
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DEMETRIUS

άπολη^ΐΓ τον "καλευς” <τεθευσαν>^ πολλάκις. και 
δευνότης ηθρουσταυ εκ τών τρυών, ευ δ’ εϊποι τις

κρατυαν καλευς, αμα τους σχημασυν εςαυρησευ καν 
την δεινότητα. (269) μάλυστα δέ πάντων υστέον την

κώς, υσα βαυνων ΤΙυθοκλευ”' εί γάρ συναφθη ταΰτα 
συνδέσμους, πραότερα εσταυ. (270) λαμβάνουτ’ άν 
καυ η κλυμαζ καλούμενη, ώσπερ Δημοσθένευ τδ "ούκ 
εϊπον μέν ταΰτα, ονκ έγραψα δέ' ούδ’ έγραψα μέν, 
ονκ έπρέσβενσα δέ' ούδ’ έπρέσβενσα μέν, ονκ 
επευσα δε Θηβαίους”' σχεδόν γάρ έπαναβαίνοντυ δ 
λόγος εουκεν επί, μευζόνων μείζονα' ευ δέ ούτως ευπου 
τις ταΰτα, "ευπών εγώ και γράψας έπρέσβενσά τε 
καυ επευσα Θηβαίους,” δυηγημα έρευ μόνον, δευνδν 
δέ ονδέν. (271) καθόλου δέ της λέζεως τά σχήματα
καυ νποκρυσυν καυ αγώνα παρεχευ τω λεγοντυ,

καυ περυ μεν των σχημάτων αμφοτερων τοσαντα.
(272) Λε^ις δέ λαμβανέσθω πάσα, όση καυ έν τώ 

μεγαλοπρεπευ χαρακτηρυ, πλην ονκ επυ τδ αντδ 
τέλος' καυ γάρ μεταφέροντα εστυ δευνά πουευν, ώς τδ

1 καλεις τεθεΐσαν Denniston: καλεΐσθαυ Ρ: καλεις iam edd.
2 έπϊ σαντον Victorius: έπ αντον Ρ.
3 del. Radermacher.
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ON STYLE 268-272

mg, you summon him.” Force is the cumulative result of 
the three figures, and if you were to write, “against your
self and the laws and the democracy you summon him,” 
you will remove the force along with the figures. (269) 
But you should realise that above all other figures it is 
asyndeton which produces force, as in “he walks through 
the marketplace, puffing out his cheeks, raising his eye
brows, keeping in step with Pythocles.”a If the words 
were smoothed out with connectives, they will be tamer. 
(270) The figure called climax should also be used, as in 
this sentence from Demosthenes, “I did not express this 
opinion, and then fail to move the resolution; I did not 
move the resolution and then fail to serve as envoy; I did 
not serve as envoy and then fail to convince the 
Thebans.”k This sentence seems almost to be climbing 
higher and higher at each step, and if you were to rewrite 
it like this, “after I gave my opinion and moved the resolu
tion, I served as envoy and convinced the Thebans,” you 
will give a mere narrative of events, with nothing forceful 
about it. (271) In summary, figures of speech, particularly 
asyndeton, provide the speaker with scope for dramatic 
delivery and immediacy [that is to say force].0 This con
cludes my account of both kinds of figures.

(272) The diction to use should be entirely the same 
as that in the grand style, but with a different end in 
view. Metaphor, for example, creates force, for example

a Dem. De Fats. Leg. 314.
b Dem. De Cor. 179, the traditional example, e.g. Quint. 

9.3.55. Literally ladder, κλΐμαξ has a narrower meaning than its 
derivative, “climax,” since each step must be repeated.

e The perverse word order in the Greek seems to demand 
deletion.
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DEMETRIUS

"τώ ΙΙύθωνι θρασυνομένω καί πολλώ ρέοντι καθ’ 
υμών”’ (273) καί εικασίας^ λεγοντά, ώς τδ Δημοσθέ- 
νους, "τούτο το ψήφισμα τον τότ’ έπ ιόντα τή πόλει 
κίνδυνον παρελθεϊν έποίησεν, ώσπερ νέφος” (274) 
al παραβολαί δέ τη δεινότητι ουκ έπιτηδειαι διά τδ 
μήκος, οίον τδ "ώσπερ δε κύων γενναίος, άπειρος, 
άπρονοητως επί κάπρον φέρεται”’ κάλλος γάρ καί 
άκρίβειά τίς έν τούτοίς έμφαίνεται, η δέ δεινότης 
σφοδρόν τί βούλεται καί σύντομον, καί έγγύθεν 
πληττουσιν εοικεν. (275) γίνεται δέ καί έκ συνθέτου 
ονόματος δεινότης, ώσπερ καί η συνήθεια συντίθη- 
σιν δεινώς πολλά, "την χαμαιτύπην” καί "τδν παρα- 
πληγα” καί εϊ τι άλλο τοιούτον καί παρά τοις 
ρητορσι δέ πολλά άν τις εύροι τοιαύτα. (276) πει- 
ράσθαι δέ τά ονόματα πρεπόντως λέγειν τοϊς πράγ- 
μασιν, οϊον έπϊ μέν τού βία καί πανουργία δράσαν- 

ee^ Ο / 5 X θ' X Γ)/ χ / χτος ocepcacra/ro, * ettl oe τον pea kcll φανερως Kat 
μετά arrovocas εςεκοψεν, egetAep, ettl οε τον οολιως 
kcll Κανραιω<ζ° ετρνττησεν * η οιεφαγεν, η et τι 
τοιούτον πρόσφορον τοϊς πράγμασιν ονομα.

(277) Το δβ έξαίρεσθαί πως λαμβανόμενον ού 
μέγεθος ποιεϊ μόνον αλλά καί δεινότητα, ώς τδ "ού 
λέγειν εϊσω την χάϊρα εχοντα δει, Αισχίνη, αλλά

1 εικασίας Μ: εί είκάσειας Ρ.
2 ώεβιάσατο Μ: διεβιβάσατο Ρ.
3 Καθραίως Victorius: λάθρα ώς Ρ.
4 an έξετρνπησεν?
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ON STYLE 272-277

‘Python grew bold and was a rushing torrent in full spate 
against you,”a (273) and so does simile, as in Demos
thenes’ passage, “this decree made the danger which then 
threatened the city pass by like a cloud.”b (274) But 
detailed comparisons do not suit the forceful style 
because of their length, for example “as a gallant hound, 
ignorant of the danger, recklessly charges a boar.”c There 
is an element of beauty and precise detail about this sen
tence, whereas forcefulness needs to be short and sharp, 
like a close exchange of blows. (275) Compound words 
also give force, as usage proves in many forceful com
pounds such as “street-lay,” “brain-crazy,”^ and the like. 
Many similar examples may be found in the orators. (276) 
Try also to use words which match their subject, for 
example say of a man who acted violently and ruthlessly 
that “he forced his way through,” or of a man who acted 
violently in an open and reckless manner that “he slashed 
his way out, he hacked his way out,” or of a man who 
acted treacherously and evasively that “he wormed his 
way, he gnawed his way through,” or whatever words sim
ilarly match the subject.

(277) Some uses of heightening the tone produce 
force as well as grandeur, for example “It is not as an ora
tor that you ought not to hold your hand out, Aeschines,

a Dem. De Cor. 136 (cf. §80).
b Dem. De Cor. 188.
cXen. Cyrop. 1.4.21 (cf. § 89).
d Literally ground-struck (prostitute) and sideways-hit (mad). 

Compounds also dominate § 276, providing all but one of the 
examples (to be emended therefore?). Cf. §93 for the concise 
power of compound verbs.
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πρεσβεύειν εϊσω την χέίρα εχοντα.” (278) καί τό 
"άλλ’ ό την Εύβοιαν εκείνος σφετεριζό μένος”' ον 
γαρ νπερ τον μέγαν ποιήσαι τον λόγον η επανάστα
σής, άλλ’ νπερ τον δεινόν. γίνεται δε τούτο επάν 
μεταξύ εζαρθεντες^ κατηγορώμέν τίνος' ώσπερ γάρ 
Αίσχίνον κατηγορία, τδ δε Φίλιππον εστίν. (279) 
δεινόν δε και τδ έρωτώντα τονς ακούοντας ενια 
λεγειν, καϊ μη άποφαινόμενον, "άλλ’ ό την Εύβοιαν 
εκείνος σφετεριζόμενος και κατασκενάζων επιτεί- 
χισμα επι την ’Αττικήν, πότερον ταντα ποιων ήδί- 
κειβ καϊ ελνεν την ειρήνην, ή ου;” καθάπερ γάρ είς 
απορίαν άγει τον άκονοντα εξελεγχομενω εοικότα 
καϊ μηδέν άποκρίνασθαι εχοντί' εί δε ωδε μεταβα- 
λων εφη τις, "ήδίκει καϊ ελνε την ειρήνην,” σαφώς 
διδάσκοντι εωκει καϊ <ονκ>^ ελεγχοντι. (280) ή δε 
καλονμένη επιμονή έστϊ μεν ερμηνεία πλείων τον 
πράγματος, μέγιστα δε σνμβάλοιτ’ άν είς δεινό
τητα’ παράδειγμα δε αντης τδ Δημοσθενονς, 
"νόσημα γάρ, ώ άνδρες 'Αθηναίοι, δεινόν έμπεπτω- 
κεν^ είς την 'Ελλάδα . >5 ονκ άν ούτως ήν
δεινόν.

(281) Τάχα δβ κάυθ ό ενφημισμδς καλούμενος 
μετεχοι τής δεινότητος, καϊ δ τά δύσφημα εύφημα

1 έζαρθέντες Spengel: έξαιρεθέντες Ρ.
2 και παρεετπόνδει add. Μ, Dem.
3 ονκ add. Victorius.
4 έμπέπτωκεν Μ: μέν ττέπτωκεν Ρ.
5 lacunam stat. Victorius. 6 καν Goeller: και Ρ. 
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ON STYLE 278-281

but as an envoy not to hold your hand out.”a (278) And 
similarly: “No, he was annexing Euboea . . ,”b The rise in 
tone is not aimed to make the style dignified, but to make 
it forceful. This happens when the heightening is intro
duced as we attack someone, just as the former passage is 
an attack on Aeschines, the latter on Philip. (279) It is also 
forceful to express some points by asking the audience 
questions rather than by making a statement, for example 
“No, he was annexing Euboea and establishing a base 
against Attica—and in doing this was he wronging us and 
breaking the peace, or was he not?”c Demosthenes forces 
his listener into a sort of corner, so that he seems to be 
cross-examined and unable to reply. If you were to 
redraft and substitute this version, “he was wronging us 
and breaking the peace,” it would seem an open state
ment rather than a cross-examination. (280) The figure 
called epimone, which is an elaboration going beyond the 
bare statement of fact,d can contribute very successfully 
to a forceful effect. Here is an example from Demos
thenes, “men of Athens, a terrible disease has fallen on 
Greece” <. . . > the sentence would not then have had 
force.

(281) Perhaps some force may be found even in what 
is called euphemism, language which makes inauspicious

a Dem. De Fals. Leg. 255. Aeschines may use the hand ges
tures of the orator, but should not take bribes.

b Dem. De Cor. 71. c The same passage now illustrates a 
different point, the use of rhetorical questions.

d I.e. the same idea is variously expressed, as in the example 
from Dem. De Fals. Leg. 259, which continues with a list of vari
ants on Seivov. This will have been clarified in the lacuna. Add 
e.g. “If it were cut short at this point.”
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ποκών καί τά άσεβήματα εύσεβήματα, οίον ώς ό τάς 
Νίκας τάς χρυσάς χωνεύειν κελεύων καί καταχρή- 
σθαι τοίς χρήμασιν είς τον πόλεμον ονχ όντως 
είπεν προχείρως, ότι "κατακόψωμεν τάς Νίκας είς 
τον πόλεμον”’ δύσφημον γάρ άν ούτως καί λοίδο- 
ρούντι έοικός ήν τάς θεάς, άλλ’ εύφημότερον, otl 
"συγχρησόμεθα ταϊς Νίκαχς είς τον πόλεμον”’ ού 
γάρ κατακόπτοντι τάς Νικάς εοικεν ούτως ρηθέν, 
άλλά συμμάχους μεταποιούντι.

(282) Δβπ,ά δβ καί τά Δημάδεια, καίτοι ’ίδιον καί 
άτοπον τρόπον όχειν δοκούντα, εστι δβ αυτών ή 
δεινότης εκ τε τών εμφάσεων γινόμενη, καί εξ άλλη- 
γορικού τίνος παραλαμβανομενου, καί τρίτον εξ 
υπερβολής. (283) οιόν εστι τό "ού τεθνηκεν ’Αλβ- 
ξανδρος, ώ άνδρες ’Αθηναίοι’ ώζεν γάρ άν ή οικου
μένη του νεκρού.” τό μεν γάρ "ώζεν” άντί τού 
"ήσθάνετο” άλληγορικόν καί υπερβολικόν άμα, τό 
δβ τήν οικουμένην αίσθάνεσθαι εμφαντικόν τής 
δυνάμεως τής ’Αλεξάνδρου, καί άμα δε τι εκπληκτι
κόν εχει ό λόγος ήθροισμενον εκ τών τριών’ πάσα 
δε εκπληξις δεινόν, επειδή φοβερόν. (284) τού δε 
αυτού είδους καί τό [otl]1 "τούτο τδ ψήφισμα ούκ 
εγώ έγραψα, άλλ’ ό πόλεμος τώ ’Αλεξάνδρου δόρατι 
γράφων,” καί τό "εοικε γάρ ή Μακεδονική δύναμις, 
άπολωλεκυΐα τον ’Αλέξανδρον, τώ Κύκλωπι τετυ- 
φλωμενω.” (285) καί αλλαχού που, " πόλιν β ού τήν 
επί προγόνων τήν ναυμάχον, άλλά γραύν, σανδάλια 

1 del. de Falco. 2 πόλιν Lhardy: πάλιν Ρ.
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ON STYLE 281-285

things appear auspicious and impious things appear 
pious. A speaker, for example, once recommended that 
the golden statues of Victory should be melted down and 
the proceeds used to finance the war: he did not say 
openly, “let us cut up the Victory statues for the war.” 
That would have been inauspicious and like an insult to 
the goddesses. He put it more auspiciously, “we will have 
the support of the Victories for the war,”a a version which 
suggests not the cutting up of the Victories but their con
version into allies.

(282) There are also the forceful sayings of Demades, 
though they are thought to be of a peculiar, and even 
eccentric nature, and their force results from innuendo, 
from the use of an allegorical element, and thirdly from 
hyperbole. (283) This is an example: “Alexander is not 
dead, men of Athens; or the whole world would have 
smelled his corpse.”b The use of “smelled” instead of 
“noticed” is both allegory and hyperbole; and the idea of 
the whole world noticing implicitly suggests Alexanders 
power. Further, the words carry a shock, the cumulative 
result of the three sources; and what shocks is always 
forceful, since it inspires fear. (284) Of the same kind are 
the words, “I was not the one to write this decree, the war 
wrote it with Alexander’s spear,”c and “The power of 
Macedon after the loss of Alexander is like the Cyclops 
after his blinding,”d (285) and in another passage, “a city 
which is no longer the city of our ancestors fighting sea

a Author unknown, example also in Quint. 9.2.92.
b Demades/r 53 de Falco.
c Fr. 12 de Falco.
d Fr. 15 de Falco.
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DEMETRIUS

υ7Γθόεόεμερηρ /cat πτισαρηρ ροφωσαν το μεν γαρ

ηδη, και άμα εμφαΐνον την άδρανίαν αύτης ύπερβο-

μιαις τότε και πανόαισιαις όιαγουσαν αποκκυειν τα 
στρατιωτικά χρήματα. (286) περί μεν ούν της Δημα- 
δείου δεινότητος αρκεί τοσαύτα, καίτοί εχούσης τι 
επισφαλές καί ονκ ενμίμητον μάλα' εν εστι yap τι 
και ποιητικόν τω ειδει, εί γε ποιητικόν η αλληγορία 
και υπερβολή και εμφασις, ποιητικόν δε μικτόν 
κωμωδίας.

(287) To δε καλού μενον εσχη ματ ισ μενον εν λόγω 
οί νυν ρήτορες γελοίως ποιούσαν και μετά εμφάσεως 
άγεννούς άμα και olov αναμνηστικής, αληθινόν δε 
σχημά εστι λόγου μετά δυοΐν τούτοιν λεγόμενον, 
εύπρεπείας και ασφαλείας. (288) εύπρεπείας μεν, 
οίον ώς Πλάτωρ "Αρίστιππον και Ίίλεόμβροτον λοι-
όορησαι σεκησας, εν Αιγινη οψοφαγουντας οεόεμε- 
νου Σωκράτους ’Αθηνησιν επι πολλάς ημέρας, και 
μη διαπλεύσαντας^ <πρός>^ τον εταΐρον και διδά
σκαλοί, καίτοί ούχ ολους απέχοντας διακοσίους 
σταδίους τών "Αθηνών, ταύτα πάντα διαρρήδην μεν 
ουκ ειπεν λοιδορία γάρ ην ό λόγος' εύπρεπώς δε 
πως τόνδε τον τρόπον' ερωτηθείς γάρ ό Φαίδων τούς 
παρόντας Σωκράτη, και καταλεζας έκαστον, επανε- 
ρωτηθείς εί καί "Αρίστιππος καί Κλεόμβροτος

1 επι τού Sauppe: επει Ρ.
2 άπολλύειν Μ^: άπολύειν ΡΜλ
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ON STYLE 285-288

battles, but an old hag, wearing slippers and gulping her 
broth.”3 4 Here “hag” is used allegorically to describe a 
weak city in terminal decline, whose impotence it also 
suggests implicitly and with hyperbole; and “gulping her 
broth” is also allegorical, describing a city then preoccu
pied with feasts and banquets and squandering the funds 
for the war. (286) This is enough on the forcefulness of 
Demades, a type which has an element of risk and is not 
very easy to imitate. There is in its nature an element of 
poetry, if allegory, hyperbole, and innuendo are poetic, 
but it is poetry with a blend of comedy.

3 δύαπλβΰσαρτας P^.· δίαλύσαντας Greg.
4 προς add. Gartner.

(287) Next, what is called allusive verbal innuendo. It 
is used by current orators in a ridiculous way, with a vul
gar and what one might call obtrusive explicitness, but 
genuine allusive innuendo is expressed with these two 
safeguards, tact and circumspection. (288) Tact is shown, 
for example, when Plato wants to blame Aristippus and 
Cleombrotus because they were feasting in Aegina when 
Socrates was imprisoned for many days in Athens, and 
they did not sail over to visit their friend and teacher, 
although they were less than two hundred stades from 
Athens.Plato did not say all this explicitly (for that would 
have been an open insult) but with some tact, as follows. 
Phaedo is asked who were with Socrates, and he lists 
them one by one. Next he is asked if Aristippus and

a Fr. 18 de Falco.
b I.e. roughly twenty-five miles.
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DEMETRIUS

παρησαν, "ου,” φησίν, "εν Αιγίνη γάρ ησσ.ν”· 
πάντα γάρ τά προειρημένα εμφαίνεται τω "εν 
Αιγίνη ησαν”’ καϊ πολύ δεινότερος δ λόγος δοκεϊ 
τον πράγματος αντον εμφαίνοντος τδ δεινόν, ονχι 
τον λεγοντος. τονς μεν ονν άμφϊ τον ’Αρίστιππον 
καϊ λοιδορησαι ϊσως άκινδύνον οντος εν σχηματι δ 
Τίλάτων ελοιδόρησεν. (289) πολλάκις δε η πρδς 
τύραννον η άλλως βίαιόν τινα διαλεγόμενοι καϊ 
δνειδίσαι δρμωντες χρηζομεν εζ άνάγκης σχήματος 
λόγονφ ως Δημήτριος δ Φαληρενς πρδς Ίίρατερδν 
τον λϊακεδόνα επϊ χρνσης κλίνης καθεζόμενον 
μετέωρον καϊ εν πορφνρα χλανίδι, καϊ νπερηφάνως 
άποδεχόμενον τάς πρεσβείας τών 'Έϊλλήνων, σχημα- 
τίσας εϊπεν δνειδιστικώς, otl "νπεδεζάμεθά ποτέ 
π ρεσ βεύοντας ημεϊς τούσδε2 καϊ Ίίρατερδν τοντον”· 
εν γάρ τω δεικτικω τω "τοντον” εμφαίνεται η νπερη- 
φανία τον Κρατερον πάσα ώνειδισμενη εν σχηματι. 
(290) τον αντον είδονς εστϊ καϊ τδ Πλάτωυος πρδς 
Διονύσιον φενσάμενον καϊ άρνησάμενον, οτι "εγώ 
σοι Πλάτωυ ονδεν ώμολόγησα, σν μέντοι, νη τονς 
θεούς.” καϊ γάρ εληλεγκται εφενσμενος, καϊ εχει τι 
δ λόγος σχήμα μεγαλεϊον άμα καϊ ασφαλές. (291) 
πολλαχη μέντοι καϊ επαμφοτερίζονσιν |οίς εοικε- 
ναι εί τις εθελοι καϊ φόγονς εί καϊ δ φόγονς είναι 
[#€λού τις]!3 παράδειγμα τδ τον Αισχίνον επϊ τον

1 λόγον Finckh: όλου Ρ. 2 rovcrSe edd.: τόνδε Ρ.
3 locus corruptus, fort, ον pro b Grube: θελοι τις del. 

Roberts.
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ON STYLE 288-291

Cleombrotus were also there. “No,” he replies, “they 
were in Aegina.”a Everything that precedes leads up to 
the words, “they were in Aegina,” and the passage seems 
far more forceful because the force is produced by the 
fact itself and not by an authorial comment. So, although 
he could presumably have openly insulted Aristippus and 
his friends without any personal risk, Plato has done so 
allusively. (289) But in addressing a tyrant or any other 
violent individual, if we wish to be censorious, we often 
need to be oblique out of necessity, as in the case of 
Demetrius of Phaleron: when the Macedonian Craterus 
sat high above him on a couch of gold and in a purple 
robe and received the Greek envoys with insolent pride, 
he addressed him, using innuendo to censure him, “We 
ourselves once welcomed these men as envoys, including 
this man, Craterus.”’3 By the use of the demonstrative, 
“this man,” all the pride of Craterus is implicitly indicated 
and allusively censured. (290) Under the same heading 
comes Plato’s reply to Dionysius, who had broken a 
promise and then denied ever making it: “I, Plato,> have 
not made you any promises, but you—well, heaven 
knows!”0 Dionysius is convicted of telling lies, while the 
words themselves carry a dignified and circumspect innu
endo. (291) People often use words with an equivocal 
meaning, f If you wanted to be like them and use invec
tive which does not seem invective!,^ there is an example 
in Aeschines’ passage about Telauges.e Almost the whole

a Pl. Phaed. 59c, similarly interpreted as an attack on Aristip
pus in Diog. Laert. 3.36.

b Dem. Phal. 183 Wehrli. c Cf. Pl. Epist. 7, 349b. 
d Text very uncertain, but the general sense is clear. 
e Aesch. Soc.fr. 48 Dittmar. Cf. § 170.
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Τηλαυγούς· πάσα yap σχεδόν ή περί τον Τηλαυγή 
διήγησής απορίαν παράσχοι άν^ είτε θαυμασμός 
εϊτε χλευασμός έστι. τό δε τοιούτον είδος αμφίβο
λον, καίτοί εΙρωνεία ουκ ον, εχει, τινά όμως και ειρω-

/

(292) ,Δύυαιτο δ’ άν τις και ετερως σχηματίζειν, 
οϊον ούτως' επειδή άηδώς άκούουσιν οι δυνάσται και

/όυναστιόες τα αυτών αμαρτήματα, παραινουντες 
αύτοΐς μη άμαρτάνειν ουκ εά ευθείας ερουμεν, αλλ’ 
ήτοι ετέρους φέξομέν τινας τά όμοια πεποιηκότας, 
οιον πρός Διονύσιον τον τύρανννον κατά Φαλάριδος 
του τυράννου έροΰμεν καί, της Φαλάριδος άποτομίας' 
η έπαινεσόμεθά τινας Διονυσίω τά εναντία πεποιη- 
κότας, οιον Ιύέλωνα η Λέρωνα, ότι πατράσιν έωκε- 
σαν της Σικελίας καί διδασκάλοις' και yap νουθε
τείται άκούων άμα καί ού λοιδορεϊται καί ζηλοτυπεϊ 
τω Ιύέλωνι επαίνου μένω καί επαίνου ορέγεται καί 
ούτος. (293) πολλά δέ τοιαύτα παρά τοϊς τυράννοις, 
οίον Φίλιππος μεν διά τό έτερόφθαλμος είναι ώργί- 
ζετο, εί τις δνομάσειεν επ’ αυτού Κύκλωπα ή οφθαλ
μόν όλως' 'Έρμείας δ’ δ τού ’Αταρνέως άρξας, καίτοί 
τάλλα πράος, ως λέγεται, ουκ άν ηνέσχετο ραδίως 
τίνος μαχαίριον όνομάζοντος η τομήν η έκτομην διά 
τό ευνούχος είναι, ταύτα δ’ εϊρηκα εμφηναι βουλό-

/μένος μαΛίστα το ησος το όνναστευτίκον, ως 
μάλιστα χρηζον λόγου άσφαλούς, δς καλεϊται 
έσχη ματισμένος. (294) καίτοί πολλάκις καί οί δήμοι 
οί μεγάλοι καί ισχυροί δέονται τοιούτου είδους τών 
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ON STYLE 291-294

narrative about Telauges will leave you puzzled whether it 
is meant as admiration or mockery. This ambiguous way 
of speaking, although not irony, yet has a suggestion of 
irony.

(292) Innuendo may be used in yet another way, as in 
this case: since powerful men and women dislike hearing 
their own faults mentioned, we will not speak openly, if 
we are advising them against a fault, but we will either 
blame others who have acted in a similar way, for exam
ple, in addressing the tyrant Dionysius, we will attack the 
tyrant Phalaris and the cruelty of Phalaris; or we will 
praise people who have acted in the opposite way to 
Dionysius, and say that Gelo or Hiero, for example, are 
like fathers and teachers of Sicily. Dionysius is receiving 
advice as he listens, but he does not feel insulted; he is 
envious of Gelo, the subject of this praise, and wants to be 
praised himself. (293) Such caution is often needed in 
dealing with rulers. Because he had only one eye, Philip 
would grow angry if anyone mentioned the Cyclops in his 
presence or used the word “eye” at all. Hermeias, the 
ruler of Atameus, was in other respects good-tempered, it 
is said, but he resented any mention of a knife, surgery, or 
amputation, because he was a eunuch. I have mentioned 
these points to bring out very clearly the true nature of 
those in power, and to show that it especially calls for that 
circumspection in speech which is called innuendo. (294) 
It is also the case, however, that great and powerful

1 τταράσχοί αν P^: παρέχοί Pk
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DEMETRIUS

καί 
€φ’ 
τον

3 X
€7Tt

λόγων, ώσπερ οί τύραννοι, καθάπερ δ ’Αθηναίων 
δήμος, αρχών τής 'Ελλάδος καί κόλακας τρέφων 
Κλέωνας καί Κλεοφωντας. τδ μεν ονν κολακεύειν 
αισχρόν, τδ δέ επίτιμον επισφαλές, άριστον δε τδ 
μεταξύ, τοντ εστι τδ έσχηματισμένον. (295) 
ποτέ αντον τδν άμαρτάνοντα επαινεσομεν, ονκ 
οίς ήμαρτεν, άλλ’ εφ’ οίς ονχ ήμάρτηκεν, οίον 
όργιζόμενον, ότι χθες έπηνεϊτο πράος φανείς 
τοϊς τον δεινός άμαρτήμασιν, καί ότι ζηλωτός τοϊς 
πολίταις σύνεστιν' ήδεως γάρ δή έκαστος μιμεϊται 
εαντδν καί σννάψαι βούλεται επαινώ έπαινον, μάλ
λον δ’ ενα ομαλή έπαινον ποιήσαι.

(296) Καρόλου δβ ώσπερ τδν αντον κηρόν δ μεν 
τις κύνα επλασεν, ό δβ βονν, δ δε ίππον, οντω καί 
πράγμα ταντδν δ μεν τις άποφαινόμενος καί κατή
γορων φησιν, οτι 
λείπονσι τοϊς 
πονσιν, 

e/ "οί1 άνθρωποι χρήματα μεν άπο- 
παισίν, επιστήμην δε ον σνναπολεί- 

τήν χρησομένην τοϊς άπολειφθεϊσιν” ·2 
τοντο δε τδ είδος τον λόγον ’ Αριστίππειον λέγεται'
έτερος δέ ταντδν νποθετικώς προοίσεται, καθάπερ 
αζνοφώντος τά πολλά, οίον οτι "δβΐ γάρ ον χρή
ματα μόνον άπολιπεϊν τοϊς έαντών παισίν, άλλά καί 
επιστήμην τήν χρησομένην αντοΐς” (297) τό δέ 
ιδίως καλούμενον είδος Σωκρατικόν, δ μάλιστα 
δοκονσιν ζηλώσαι Αισχίνης καί ΤΙλάτων, μετα-

1 ότι οί edd.: οτι δβ Ρ.
2 τοΐς άπολειφθεϊσιν Victorius: τοις σνναπολειφθεϊσσ Ρ.

a Not a fragment of Aristippus (IV A 148 Giannontoni). We 
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ON STYLE 294-297

democracies often need this type of speech just as much 
as tyrants, for example the democracy of Athens when it 
was ruler of Greece and the home of flatterers like Cleon 
and Cleophon. Flattery is shameful, open criticism is 
dangerous, and the best course lies in the middle, namely 
innuendo. (295) Sometimes we will compliment the very 
man who has a weakness not on the weakness but on his 
avoidance of it. We will compliment a bad-tempered 
man, for example, that he was praised yesterday for the 
mildness he showed when so and so was at fault, and that 
he is a model to his fellow citizens. Every one likes to be 
his own example and is eager to add praise to praise, or 
rather to win one uniform record of praise.

(296) In general, language is like a lump of wax, from 
which one man will mould a dog, another an ox, another a 
horse. The same subject will be treated by one person in 
the form of direct statement and accusation, for example 
“men leave property to their children, but they do not 
leave with it the knowledge of how to use the 
legacy”a—this is the type used by Aristippus. Another 
will, as Xenophon frequently does, put the same idea in 
the form of a precept, for example “men ought to leave 
not only property to their children, but also the knowl
edge of how to use it.” (297) What is specifically called the 
Socratic manner—the type which Aechines and Plato in 

have three variations in the styles of Aristippus, Xenophon, and 
Socrates of a passage described as open rebuke as if oy a deus ex 
machina in Pl. Clitoph. 407b, “mankind, where are you rushing 
to? are you not aware of your inappropriate behaviour, devoting 
all your energy to making money but with no thought for how 
your children, to whom you will leave it, will understand how to 
use it justly?” See A. Carlini, Rivista di Filologia e di Istruzione 
Classica 96 (1968) 38-46.
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DEMETRIUS

ρνθμίσΈίεν ar1 τούτο τό πράγμα το προαρημ€νον εις
ερωτησνν ωοε πως olov ω παι, ποσά σον χρήματα
απελιπεΓ ο πατήρ; η πολλά Tcva Kat ονκ evapc- 
θμητα;—πολλά, ώ Χώκρατες.—άρα ονν καί enc- 
στημην άπέλνπέν σου την χρησομένην αντοές;” άμα

X τον παί8α λεληθότως,
και ηνεμνησεν otl av^LaTT^cvv εστι, KaL πaLoεv- 
ea0aL προετρέψατο’ ταντα πάντα τ^κώς καί εμμε- 
λώς, καί ονχί 8η τό λεγόμενον τοντο από Σκνθών. 
(298) ενημέρησαν δ’ οί τοιούτοι λόγοι τότε έζενρε-

και ei? απορυαν
'______ >' _> _________£ '

σεντες το πρώτον, μαλΛον οε εζεπΛηζαν τω τε μLμη- 
tlkoP καί τω έναργεϊ καί τω μετά μεγαλοφροσύνης 
νονθε^κω. περί μέν δη πλάσματος λόγον καί σχη- 
μαπσμών άρκείτω ταντα.

(299) Ή δε λειότης η περί την σννθεσνν, οϊα 
κέχpηvτaL μάλLστa οί απ’ Ίσοκράτονς, φvλaζάμεvoL 
την σνγκρονσνν τών φωνηέντων γραμμάτων, ον 
μάλα έπντη8εία έστι δεινω λόγω’ πολλά γάρ [τάθ] 
εκ της σνμπλήζεως άν αντης γένοντο ά^νότερα, οίον 
"τον γάρ Φωκικού σνστάντος πολέμον, ον 8l’ εμέ, 
ού γάρ εγωγε έπολντενόμην πω τότε” εί δε μεταβα- 
λών πς καί σννάψας ώδ’ εϊποί’ "τον πολέμον γάρ ον 
8l’ εμέ τον Φωκικού σνστάντος’ ον γάρ έπολιτενό- 
μην εγωγέ πω τότε,” ονκ ολίγον 8LεζaLpησεL της 
8εLvότητoς, επεί πολλαχον καί τό ηχώ8ες της 
σνγκρονσεως ίσως έστaL 8ευνότερον. (300) καί γάρ 
τό άφρόν^στον αντο καί τό ώσπερ αντοφνές 8ε^νό-

1 μεταρυθμίσενεν άν Schneider: μεταρυθμήσααν Ρ.
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ON STYLE 297-300

particular are considered to emulate—would redraft the 
same idea in the form of questions, in this sort of way: 
‘“My boy, how much property did your father leave you? 
Was it a lot and not easily assessed?’ ‘It was a lot, 
Socrates.’ ‘Well now, did he also leave you the knowledge 
of how to use it?’” Socrates unobtrusively drives the boy 
into a comer; he reminds him that he does not have 
knowledge and encourages him to find instruction. All 
this is done with characterisation and in perfect taste, far 
from the proverbial Scythian bluntness? (298) This type 
of speech was very successful at the time it was first 
invented, or rather it stunned everyone by the verisimili
tude, the vividness, and the nobility of the ethical advice. 
Let this then be enough on how to mould speech, and on 
innuendo.

(299) Smoothness of composition (of the kind particu
larly used by the followers of Isocrates, who avoid any 
clash of vowels) is not well suited to forceful speech. In 
many cases the very hiatus would increase the force, for 
example “when the Phocian war broke out, through no 
fault in me, as I at that time was not yet active in public 
life.”k If you were to redraft the words more smoothly, 
“when through no fault in me the Phocian war broke out, 
as I was at that time not yet active in public life,” you will 
remove much of the force, since in many passages 
perhaps the very resonance of the hiatus will be more 
forceful. (300) The fact is that words which are unpre-

aCf. §216.
b Dem. De Cor. 18. Note especially the jerky hiatus between 

the clauses, polemou, ou di’ eme, ou. On hiatus cf. §§ 68-74.

2 μΛ,μ/ητι.κω Gale: P. ra del. Spengel.
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DEMETRIUS

τητα παραστησευ τυνά, μάλυστα έπάν όργυζομένους 
έμφαίνωμεν αυτούς η η8υκημένους. η δβ περί την 
λευότητα καυ αρμονίαν φροντυς ούκ όργυζομένου, 
άλλά παίζοντός έστυ καυ έπυ8ευκυμένου μάλλον. 
(301) καυ ώσπερ το 8υαλελυμένον σχήμα 8ευνότητα 
πουεϊ, ως προλέλεκταυ, ούτω πουησευ η 8υαλελυμένη 
ολως σύνθεσυς. σημεΐον δβ καυ το 'Ιππώνακτος' λου- 
8ορησαυ γάρ βουλόμενος τούς εχθρούς εθραυσεν το 
μέτρον, καυ εποίησεν χωλόν άντυ ευθέος καυ άρυθ- 
μον, τουτέστυ 8ευνότητυ πρέπον καυ λουάορυα' το γάρ 
ερρυθμον καυ εύηκοον εγκωμίους άν πρέπου μάλλον 
η ψόγους, τοσαύτα καυ περυ συγκρούσεως.

(302) ΤΙαράκευταυ 8έ τυς καυ τω 8ευνω χαρακτηρυ, 
ως το ευκός, άυημαρτημένος καυ αυτός, καλεϊταυ δβ 
άχαρυς. γυνεταυ δβ εν τοϊς πράγμασυν, έπάν τυς 
αυσχρά καυ 8ύσρητα άναφανάον λέγη, καθάπερ ό 
της Ύυμάνάραςί κατήγορων ως πεπορνευκυίας την 
λεκανίάα καυ τούς οβολούς καυ την ψίαθον καυ πολ- 
λην τυνα τουαύτην 8υσφημυαν κατηρασεν τού 8υκα- 
στηρίου. (303) η σύνθεσυς δβ φαυνεταυ άχαρυς, έάν 

ευπών,δίβσπασμΈΓγ} έμφερης η, καθάπερ ό
t ούτωσυ 8’ εχον το καυ τό, κτευναυΛ”% καυ έπάν τά 

κώλα μη8εμυαν εχη προς άλληλα σύν8εσυν, άλλ’ 
ομουα 8υερρηγμένους, καί αυ περυο8ου 8ε αυ συνεχείς 
καυ μακραυ καυ άποπνυγουσαυ τούς λέγοντας ού

1 ό της Ύυμάνόρας edd: οτι άν της Ύημάν^ρας Ρ.
2 locus corruptus, όντως ίδ’ Ρ: οντωσί cum praecedentibus 

Radermacher, fort, recte.
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ON STYLE 300-303

meditated, and somehow spontaneous, will in themselves 
create some vigour, especially when we show our anger or 
sense of injustice, whereas careful attention to smooth
ness and harmony signals not anger so much as a lack of 
seriousness or a display of rhetoric. (301) As has already 
been said,a the figure of abruptness creates force. The 
same may be said of abrupt composition on a wider scale. 
Hipponaxb is a case in point. Wanting to insult his ene
mies, he shattered his metre, he made it limp instead of 
walk straight, he made the rhythm irregular, and there
fore suitable for forceful insult. Regular, harmonious 
rhythm would be more suitable for eulogy than invective. 
This concludes my account of hiatus.

(302) Next to the forceful style there is, as might be 
expected, a corresponding faulty style. It is called the 
repulsive style. It occurs in the subject matter when a 
speaker mentions in public things that are disgusting and 
obscene, like the man who accused Timandrac of being a 
prostitute and spewed out over the court her basin, her 
fees, her mat, and many similar ugly details. (303) Com
position sounds repulsive if it seems disjointed, like the 
man who said, “tthis and that being the case, to killf 
and when the clauses are in no way linked to one another, 
but are like broken fragments. Long continuous periods, 
too, which run the speaker out of breath cause not only a

a Cf. § 269.
b Hipponax turned the iambic trimeter into “limping” 

iambics by making the final iamb a spondee. Cf. § 251.
c Author unknown; perhaps Hyperides in his attack on this 

famous prostitute ( =fr. 165).
d Author unknown, text very uncertain.
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DEMETRIUS

μόνον κατακορες άλλα και άτερπες. (304) ττ/ ονο
μασία^ πολλάκις χαρίεντα πράγματα οντα άτερπε- 
στερα φαίνεται, καθάπερ ό Ίίλείταρχος περί της 
τενθρη8όνος λεγων, ζώου μελίσση εοικότος' "κατα- 
νεμεται μεν,” φησί, "την ορεινήν, είσίπταται 8ε εις 
τάς κοίλας 8ρνς'” ώσπερ περί βοός άγριον η τον 
Έρνμανθίον κάπρον λεγων, άλλ’ ονχί περί μελίσ- 
σης τινός, ώστε και άχαριν τον λόγον άμα και 
φνχρόν γενεσθαι. παράκειται 8ε πως άλλήλοις 
ταντα άμφότερα %

1 τη 8ε ονομασία Victorius: η 8ε ονομασία Ρ.
2 Δημητρίου περί ερμηνείας subscriptio in Ρ.
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ON STYLE 304

surfeit but actual aversion. (304) The choice of words 
often makes even subjects which are themselves charm
ing lose their attractiveness. Clitarchus, for instance, 
gives this description of the wasp, an insect like a bee: “It 
lays waste the hillsides, and rushes into the hollow oaks.”a 
It is as if he described some wild bull, or the Erymanthian 
boar, rather than a kind of bee. The result is that the pas
sage is both repulsive and frigid, and in a way these two 
faults lie next to each other.

a FGrHist 137 Clitarchus F 14 (cf. T 10).
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Poetics
Note: 51b21 = 1451b21, 61b21 = 1461b21, etc.

Achilles, 54bl4
Aegeus, 61b21 
Aegisthus, 53a37
Aeschylus, 49al6. Choephori, 

55a4. (?)Mysians, 60a32. 
Niobe, 56al7. Philoctetes, 

58b23. (?)Phineidae, 55al0. 
(?)Phorcides, 56a2.
CP)Prometheus Bound, 56a2 

Agathon, 56al8, 24, 30. Antheus,

51b21
Ajax, 56al
Alcmaeon, 53a20, 53b24. See also

Astydamas 
Amphiaraus, see Carcinus 
Antheus, see Agathon 
Antigone, see Sophocles 
Ariphrades, 58b31 
Aristophanes, 48a27 
Astydamas, Alcmaeon, 53b33 
Athens, 48a36, 48bl, 49b7

Callippides, 61b35, 62a9 
Carcinus, Amphiaraus, 55a26.

Thyestes, 54b23 
Centaur, see Chairemon 
Chairemon, 60a2. Centaur, 47b21 
Chionides, 48a34 
Choephori, see Aeschylus

Cleobulina, 58a29
Cleophon, 48al2, 58a20 
Clytemnestra, 53b23
Crates, 49b7
Creon, 54al
Cresphontes, see Euripides 
Cypria, 59b2, 4
Cyprians, see Dicaeogenes
Danaus, 52a28
Deiliad, see Nicochares 
Dicaeogenes, Cyprians, 55al 
Dionysius, 48a6
Dorians, 48a30
Empedocles, 47bl8, 57bl3-14, 

24, 58a5, 61a24
Epicharmus, 48a33 
Eriphyle, 53b24
Eucleides, 58b7
Euripides, 53a24, 29, 56al7, 27, 

60b34. Cresphontes, 54a5. 
Iphigeneia in Aulis, 54a32. 
Iphigeneia in Tauris, 52b5, 
54a7, 54b31,55al8, 55b3,14. 
Medea, 53b28, 54bl, 61b20. 
Melanippe, 54a31. Orestes, 

54a29, 61b21. (PjPeleus, 56a2. 
Philoctetes, 58b25. Trojan 

Women, 59b7
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POETICS

Eurypylus, see Sophocles

Glaucon, 61bl

Haemon, 54a2 
Hector, 60al5, 60b26
Hegemon, 48al2 
Helle, 54a8
Heracles, 51a22 
Herodotus, 5Tb2
Hippias of Thasus, 61a22 
Homer, 47bl8, 48all, 22, 26, 

48b28, 34, 51a23, 54bl5, 
59a31, 59bl2, 60a5,19. Iliad, 

48b38,51a29, 54b2, 56al3, 
56bl, 57a29, 57bll, 58a7, 
58b31, 59a31, 59b3,14, 60al5, 
60b26, 61a2-33 passim, 62b3, 
8. Margites, 48b30, 38. 
Odyssey, 49al, 51a24, 53a32, 
54b26, 30,55a2,55b 17, 57bl0, 
58b25, 29, 59b3,15, 60a26, 35, 
61b5, 62b9

Iphigeneia, see Euripides 
Ixion, 56al

Little Iliad, 59b2, 5 
Lynceus, see Theodectes

Magnes, 48a34 
Margites, see Homer 
Medea, see Euripides
Megarians, 48a31 
Melanippe, see Euripides 
Meleager, 53a20
Menelaus, 54a29, 61b21
M erope, 54a5 
Mitys, 52a8 
Mnasitheus, 62a7
Mynniscus, 61b34 
Mysians, see Aeschylus, Sophocles

Neoptolemus, 59b6

528

Nicochares, Deiliad, 48al3
Niobe, see Aeschylus

Odysseus, see Homer, Odyssey 
Odysseus the False Messenger, 

55al3
Odysseus Wounded, see Sophocles 
Oedipus, 53all, 20. See also

Sophocles, Oedipus Tyrannus

Orestes, 53a20, 37, 53b24. See also 

Euripides, Iphigeneia in Tauris, 
Orestes

Pauson, 48a6
Peleus, see Euripides, Sophocles 
Philoctetes, 59b5. See also

Aeschylus, Euripides 
Philoxenus, 48al5 
Phineidae, see Aeschylus,

Sophocles
Phorcides, see Aeschylus 
Phthiotides, see Sophocles 
Pindarus, 61b35
Polygnotus, 48a5, 50a27
Polyidus, 55a6, 55b 10 
Prometheus, see Aeschylus
Protagoras, 56bl5

Sack of Troy, 59b6
Scylla, see Timotheus
Sicily, 48a32, 49b7 
Sinon, see Sophocles
Sisyphus, 56a22
Sophocles, 48a26, 49al9, 56a27, 

60b33. Antigone, 54al. Electra, 

60a31. (?)Eurypylus, 59b6. 
(?)Mysians, 60a32.
(?'/0dysseus Wounded, 53b34. 
Oedipus Tyrannus, 52a24, 
53b7, 31,54b8,55al8, 60a30, 
62b2. (?)Peleus, 56a2.
(?)Phineidac, 55al0.
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(?)Phthiotides, 56al. (?)Sinon, 

59b7. (?')Spartan Women, 59b6. 
Tereus, 54b36. Tyro, 54b25

Sophron, 47bl0
Sosistratus, 62a7
Spartan Women, see Sophocles 
Sthenelus, 58a21

Telegonus, 53b33
Telephus, 53a21
Tereus, see Sophocles 
Theodectes, Tydeus, 55a9.

Lynceus, (?)52a27, 55b29

Thyestes, 53all, 21. See also 

Carcinus
Timotheus, Cyclops, 48al5. Scylla, 

54a31, (?)61b32
Trojan Women, see Euripides
Tydeus, see Theodectes
Tyro, see Sophocles

Xenarchus, 47b 10
Xenophanes, 61al

Zeuxis, 50a27, 61bl2
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INDEX

On The

Aeschylus, 15.5-6. Seven against 

Thebes 42-6, 51,15.5; fr. 58, 

15.6;/r. 281,3.1

Alexander, 4.2
Ammonius, 13.3
Amphicrates, 3.2, 4.4
Anacreon, fr. eleg. 5, 31.1
Apollonius of Rhodes, 33.4
Aratus, Phaenomena 299, 10.6; 

Phaenomena 287, 26.1
Archilochus, 13.3, 33.5. Fr. 105-6 

West, 10.7
Aristeas, Arimaspeafr. 1 Kinkel, 

10.4
Aristophanes, 40.2
Aristotle, fr. 131 Rose, 32.3

Bacchylides, 33.5

Caecilius, 1.1, 4.2, 8.1, 8.4, 31.1,
32.1, 32.8

Callisthenes, 3.2
Cicero,12.4
Clitarchus, 3.2

Demosthenes, 2.3,12.4,14.1-2, 
22.3,27.3,32.1,34.1-3, 36.2. 
Orations 4.10 and 44,18.1;
7.45, 38.1; 18.18, 24.1; 18.169, 

10.7; 18.188, 39.4; 18.208, 16.2; 
18.296, 32.2; 21.72, 20.1;

Sublime
23.113, 6.3; 24.208,15.9;
25.27-8, 27.3

Dion, 4.3

Eratosthenes, Erigone, 33.5 
Eupolis,/: 106 Kassel-Austin, 16.3 
Euripides, 15.3-6, 40.2-3.

Bacchae 726,15.6; Electra 379, 

44.12; Hercules Furens 1245, 

40.3; Iphigenia in Tauris 291, 

15.2; Orestes 255-7,15.2; 
264-5,15.8; fr. 221 Nauck2, 

40A;fr. 668, 39.2; fr. 779,15.4; 
fr. 935,15.4

Gorgias,//: 5a Diels-Kranz, 3.2

Hecataeus,/: 30 Jacoby, 27.2 
Hegesias, 3.2
Heraclides, 4.3
Hermocrates, 4.3
Hermon, 4.3
Herodotus, 4.7,13.3,18.2.1.105,

28.4; 2.29, 26.2; 6.11, 22.1;
6.21, 24.1; 6.75, 31.2; 7.181, 

31.2; 7.188,191, 43.1; 7.225, 

38.4; 8.13, 43.1
Hesiod, Shield of Heracles 267, 

9.5; Works and Days 24,13.4
Homer, 9.4-15,13.3^, 14.1-2,

33.4, 36.2. Iliad 1.225, 4.4; 
4.442,9.4; 5.85, 26.3; 5.750,
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9.6; 13.18, 9.8; 13.27-9, 9.8; 
15.346-9, 27.1; 15.605-7, 9.11; 
15.697-8, 26.1; 17.645-7, 9.10; 
20.60, 9.8; 20.61-5, 9.6; 
20.170-1,15.3; 21.388, 9.6. 
Odyssey 3.109-111, 9.12; 
4.681-9, 27.4; 10.251-2,19.2; 
11.315-7, 8.2; 11.563, 9.2; 
17.322-8, 44.5

Isocrates, 4.2, 31.1. Panegyricus 8, 

38.2

Jews, the lawgiver of, Genesis 1.3, 
1.9-10,9.9

Lysias, 32.8, 34.2, 35.1

Marathon, 16.2^4,17.2
Matris, 3.2

Parmenio, 9.4
Phaethon, 15.4
Philistus, 40.2
Phryne, 34.2
Pindar, 33.5
Plato, 4.4,13.1,13.3,14.1,23.2, 

28.2,29.1,32.5-8,35.1. Laws 

741c, 4.6; 773c-d, 32.7; 778d, 

4.6; 801b, 29.1. Menexenus 

236d, 28.2; 245d, 23.4. 
Phaedrus

264c, 36.2. Republic 573e, 44.7; 
586a, 13.1. Theaetetus 144b,

13.1. Timaeus 65c—85e, 32.5
Polyclitus, 36.3
Pythia, 13.2

Sappho,fr. 31 Lobel-Page, 10.1
Simonides, fr. 52 Page, 15.7 
Socrates, 4.4
Sophocles, 33.5. Oedipus 

Tyrannus 1403-8, 22.3. 
Oedipus at Colonus 1586ff, 

15.7. Fr. 523Radt, 15.7; fr. 768, 

3.2
Stesichorus, 13.3

Terentianus (Postumius), 1.1,1.4, 
4.3,12.4,29.2,44.1

Timaeus, 4.1-5. Fr. 102a Jacoby, 

4.3; fr. 122, 4.5; fr. 139, 4.2

Xenophon, 4.4-5, 8.1,19.1. 
Agesilaus 2.2 = Hellenica

4.3.19.19.1. Cyropaedia 1.5.12, 

28.3; 7.1.37, 25. Memorabilia

1.4.5, 32.5; 1.4.6, 43,5. , 
Respublica Lacedaemoniorum

3.5, 4.4

Zoilus,/r 3 Jacoby, 9.14

Unknown authors, 23.2, 23.3, 38.5
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On Style

Note: Reference is to the section numbers.

Aeschines (orator), Ctes. 133, 267;
202,268

Aeschines Socraticus, 297. Fr.

42(F), 170; fr 2, 205; fr. 48, 291 
Alcaeus, 347 (b), 142 
Alcidamas, 12. Fr. 15, 116 
Anacreon,fr. 51, 5
Antiphon,/?. 50, 53 
Antisthenes,/? VA 45, 249 
Archedemus, fr. 7, 34 
Archilochus, frr. 172,185, 5 
Aristippus, 288. Fr. IVA 148, 296 
Aristophanes, 128(?). Achamians

86,161; Birds 486-7, 490,160;
Clouds 19,179,152; 401,150 

Aristotle, 41,128(?), 223, 234.
Rhet. 1405b35ff, 116; 1408b31, 

41; 1408b32, 38-9; 1409a35,11; 
1409bl6, 34; 1410b35, 

1411b32, 81; Hist. Anim. 

497b28, 97; 619al6,157; 
frr. 82, 28; 656, 233; 665, 225; 
668, 97,144,164; 669, 29,154;
670,230

Arte mon, 223
Attic, 175,177

Cleob ulina, fr. 1,102 
Clitarchus,/? 14, 304
Com. Adesp., 7,143

Crates, frr. VH 66,170; VB 488,

171; VH 70,259 
Ctesias, 212. Frr. 8(a), 213; 24, 216 
Cynic, 170, 259, 261

Demades,/rr. 53,12,15,18, 282-5 
Demetrius Phalereus,/? 183, 289 
Demosthenes, 181. Aristocr. 99,

31, 248; De Cor. 3, 253; 18, 299;
71, 278-9; 136, 80, 272; 7 79, 
270; 188, 273; 265, 250; De 

Fals. Leg. 255, 277; 259, 280; 
314, 269; Lept. 1,10,11,20, 
245; 2, 246; Phil. 3.26,263 

Dicaearchus,/?. 39, 182 
Diogenes,/? VB 449, 260; fr. VB

410, 261 
Doric, 177

Egyptian (hymns), 71 
Epicharmus,/? 147, 24 
Euripides, Ion 161ff, 195;

Meleager, fr. 515, 58

Gorgias, 12,15. Fr. 16,116

Hecataeus,/? 1, 2,12 
Heraclitus, 192 
Herodorus (?), 66 
Herodotus, 12, 37,112,181.1.1.1,

17,44; 1.203.1(F), 66
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Hesiod, Op. 40, 122
Hippocrates, Aphorism. 1.1,4, 238 
Hipponax, 132, 301
Homer, 5,12, 37. Iliad2.497, 54, 

257; 2.671-4, 61; 4.126, 81;
4.443,124; 6.152, 200; 9.502-3, 

7; 9.526, 25; 10.437,124;
12.113, 111; 12.208, 255;
13.339, 82; 13.798, 64,81;
14.433, 56; 16.161, 94, 220;
16.358, 48,105; 20.218, 79;
21.1, 56; 21.257, 209; 21.388, 

83; 22.133,189; 23.116, 219;
23.154, 57; 23.379-81, 210;

Odyssey 3.278,150; 5.203^1, 

57; 6.105-8, 129; 9.289-90, 

219; 9.369,130,152,262;
9.394, 94; 11.596, 72; 12.73, 60;
16.220, 57; 16.288-94 =

19.7-13,107; 19.172,113;
19.518-9,133,164; 21.226, 57; 
fr. inc., 78

Hyperides(?),/r. 165, 30

Isocrates, 12, 29, 68, 299. Helen

17, 23; Panegyr. 1, 25, 26; 58, 22

Lyr. Adesp., 91, 151, 164
Lysias, 1.9,190;/r 1, 128, 262; fr 

93, 128

Menander,fr. 268,153;fr. 685, 194

Nicias (painter), 76

Peripatetics, 181
Phidias (sculptor), 14
Philemon, 193
Philistus, 198
Plato, 37, 80,181,183, 228, 234. 

Euthyd. 271a, 226; Menex. 

246d, 266, Phaed. 59c, 288; 
Phdr. 246e, 56; Pol. 269c, 5;

Protag. 312a, 218; Rep. 327a, 

21, 205; 399d,185;411a-b, 51, 
183,184; Epist. 7, 290. See also 

53 for addition in M of Grg. 
465e^466a

Polycrates, fr. 11, 120 
Praxiphanes,/r 13, 57
Proverbs, 7, 8, 9, 28, 99, 102, 112,

119,122,156,165,171,172, 
216, 229, 241, 243

Sappho, 132, 166. Frr. 104(a), 141; 
105(c), 106; 106,146; 111, 148; 
114,140; 156,127, 162; fr. add. 

(a)p. 338,162
Socratic (dialogue), 297 
Sophocles,fr. 611,114 
Sophron, 128. Frr. 24, 151; 32,

147; 34,127; 52,151; 68,156; 
108,127; 109,153; 110,156

Sotades,frr. 4(a), 17, 189 
Stesichorus,/r. 281(b), 99

Telemachus (? author), 149 
Theognis (tragedian), fr. 1, 85 
Theophrastus,frr. 686,114; 687,

173; 696, 222; 703, 41 ' 
Theopompus, 75,240. Fr. 225(c),

27, 247, 250
Thucydides, 40, 49,181, 228.

1.1.1, 44; 1.5.2, 25; 1.24.1,199, 
201; 1.24.2, 72; 2.48.1, 38, 39; 
2.49.1,48; 2.102.2, 45, 202, 
206; 4.12.1, 65;

Xenophon, 37, 80, 181, 296. Anab.

1.1.1, 3,19;.1.2.21, 198; 1.2.27, 
139; 1.5.2, 93; 1.8.10,104; 
1.8.18, 84; 1.8.20,103; 3.1.31, 
137; .4.4.3, 6, 121; 5.2.14, 98; 
6.1.13,131; 7.3.15ff 155; 
Cyrop. 1.4.21, 89, 274; 2.2.15, 
134
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Her new introduction and notes represent 
the latest scholarship.

Stephen Halliwell is Professor of Greek, 
University of St. Andrews; Donald Russell 
is Emeritus Fellow of St. John’s College, 
Oxford; Doreen C. Innes is Fellow in Clas
sics, St. Hilda’s College, Oxford.

The Loeb Classical Library edition of Aris
totle is in twenty-three volumes.

The Loeb Classical Library is the only existing 
scries of books which, through original text 
and English translation, gives access to all that 
is important in Greek and Latin literature. A 
complete list of titles is available from Harvard 
University Press.

LOEB CLASSICAL LIBRARY*' is a registered trademark 
of the President and Fellows of Harvard College.



 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

Other philosophers in the 
Loeb Classical Library

PLATO
MAROTS AURELIUS

EPICTETUS
PHILO

SEXTUS EMPIRICUS
BOETHIUS

CICERO
SENECA

LUCRETIUS
PLOTINUS
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