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PREFACE.

—_——

THE following translation is from Vahlen’s Text of
1874, and embodies generally the views expressed

in his Bestrige and Adnotatio Grammatica. In I.6
however I have followed St. Hilaire, and in a few
other passages I have been unable to agree with
Vahlen. The translation is as far as possible literal ;
but certain words must necessarily be differently ren-
dered in different places, e.g. :—

dppovia music, harmony.

dudhexros conversation, language, prose.

émetoddiov episode, act.

Aékis style, speech, language, prose.

Aéyos word, story, speech, conversation, prose,

pérpov metre, verse, measure, extent.

pipnaes imitation, representation.

dvopa noun, name, term, word.

mdfos feeling, suffering, disaster.

oxnpara figures, forms, acting, posturing.

A few notes are added to explain the translation or
supplement Mr. Moore’s commentary. The suggestions
for filling up the lacune in the text are from Vahlen.

. E. R. WHARTON.
Ozford, Oct. 1883,
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[ ] denotes words to be omitted in the text, though
found in MSS.
{ ) words to be inserted in the text, though
not found in MSS.
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ARISTOTLE'S POETICS.

/

(I
1 Or Poetry and its kinds — what capacity each
has; how plots should be arranged if the treatment

is to be correct; further, of the number and nature
of the parts whereof each kind consists; and so of
other points belonging to the same department—Ilet
us now treat, beginning, in the natural order, with
first principles.
2 Epic poetry, Tragedy and Comedy, the Dithyramb,
and most part of flute and guitar playing, are all (to
3speak generally) smitations: they differ one from ano-
ther in three points, according as they are imitations
(1) by different means (2) of different objects (38) in dif-
4 ferent manners. For as men—some by art, some' by
practice—can imitate and reproduce things by colours
and figures, or by the voice, so all the fore-mentioned
arts effect the imitation by measure and words and
music, either singly or combined. Thus—
(a) By the use of measure and music alone: Flute
and guitar playing, and whatever other arts are of
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ARISTOTLE'S POETICS. 7

like capacity, e.g. pipe-playing: while most® dancers 5
imitate by the use, of |measure. itself, without music, as
they by figured measures imitate character and feeling
and action.

(8) By the use of words without music, or metre: 6
Epic, whether it combine different metres, or (as it
has hitherto done) employ a single kind .—We could 7
not include under the term ¢epic’ the Mimes of So-
phron and Xenarchus and the Dialogues of Plato,
nor any imitation by means of iambics or elegiacs or
the like. But people in general, associating poetry
with metre, call poets ¢ elegiac’ or ¢ epic,’ naming them
not because they are imitators, but indiscriminately ac-
cording to their metre. For if they set forth the prin- 8
ciples of medicine or music in metre, people will call
them poets, though, except the metre, there is nothing
in common between Homer and Empedocles: the one
should be called a poet, the other rather a physicist.
So likewise if any one effect the imitation by mingling 9
all metres (as Cheeremon did in his ¢ Centaur,’ a rhap-
sody made up of all metres), we shall have to call
him a poet®. On these points we may thus distin. 10
guish. There are however

(y) Some kinds of imitation which use all the fore-
mentioned means, that is, measwre and music and
metre?, as do the Dithyramb and Nome, Tragedy and
Comedy : they differ in that some use them all together,
and some ° separately.

These, then, I call the distinguishing marks of these
arts, the means whereby they effect the imitation.

* Reading of {woAAol) T@v dpxnoTav.

b Though we could not call him an ‘elegiac’ or ¢ epic’ poet.
¢ Tragedy and Comedy. 12 See Notes at end.



8 APIZSTOTEAOYS TEPI ITOIHTIKHS.

2 Texvav, év ols mowidvrar Ty plpnow.. el 8¢ pipoty- 1448a
Tar oi pipovpevor mpdrrovras, dvdyxy 8¢ rovrovs #)
amovdaiovs # Pavhovs elvas, (td yap 70y oxedov del

, 5 o PR SR
ToUtots dkohovdet pdvois, kakia yap kai dperj) Ta 7i6n
Siapépovae mdvres), fror Bekriovas 1§ kal jupas #

’ 2 \ ’ o i - - 5
Xeipovas ) kai TotouTovs, domep ol ypadeis, MoAvyvw-
Tos pév yap kpeirrovs, Havowy 3¢ xeipovs, Atwoviotos

2 8¢ Jpolovs elkaer: S8ijhov 8¢ Gri kai Tév Aexbeiocav
e s ’ o, ’ ) \ \ ¥
éxdom pipnoewv €fes rairas Tas Siadopas kai €orat

3 érépa 1 érepa ppeigbar TovTov TOV Tpdmov. Kai yap
év dpxnoet kal adAijoes kai kifapige. Eore yevéobai 10
Tabras Tas dvopotdTyTas, kai TO wepi Tovs Adyovs 3¢ kai
v Yoperpiav, ofov “Opnpos pév Bekriovs, KAeopav

R S ) € , . ’ ¢ . ’
8¢ dpoiovs, ‘Hynpwv 8¢ 6 Odoios {6) ras mapwdius

’ -~ \ ’ L3 A ’ ’
mouoas wparos kai Nikoxdpns 6 v Ankwada xeipovs.

4 dpoiws 8¢ kai wepi Tovs BibupdpBous kat mwepi Tovs vopovs: 15
Homep * ¥ yas, Kukhwmas Tipdfeos kal ®ikdfevos, ppn-

» 3 3 -~ \ ~ ~ . € ’
oairo dv Tis.  év avry 8¢ 15 Siapopd kai 1) Tpaywdia

A \ ’ ’ € \ A ’ € A
wpos v kopediav Sicarnker: §) pév yap xeipous 7 Bé

, - , n o e ey s

3 Behriovs pipeicfar Bodherar Téw viv. & 8¢ Tovrwy

’ \ L2 ” ’ ’ »

Tpitn Biadopa T bs €xaora ToUTwY pipNoaiTo v Tis.

\ \ h) -~ 3 -~ \ A 3\ » » € _\ 20

xai yap év Tois abrois kai Td adra pipeiclal EorTiv oré
. k) 3 2 - ’ .4

pév dmayyéNovra, (i) érepdv ¢ yvyvipevov, domep

“Opnpos moiel, § bs Tov adrov kai pi peraBdlovra),

i wdvras &s mpdrrovras Kkai évepyotvras ToUs pipov-

2 pévovs. év Tpioi 8y ravrais Saopais N pipnois éoTw,
€ » ’ 3 ’ 3 * \ \ . o
&s eimopey kar' dpxds, év ols re (xaid) xai &s. dore 25



ARISTOTLE’S POETICS. 9

2 Since those who imitate imitate persons acting, who
must be either 'superior 'orCinferior!(for characters per-
haps always fall into these two classes, as all men differ
in character by defect or excellence), i.e. either better
than we are, or worse, or like us,—as among painters
Polygnotus depicted men better than they are, Pauson

2 worse, Dionysius as they are,—it is clear that each of
the fore-mentioned kinds of imitation will have these
distinguishing marks, and will thus differ by imitating

8 different objects. For in dancing also, and in flute and
guitar playing, these inequalities may arise; and so
with prose, and with verse unaccompauied by music (e.g.
Homer depicted men better than they are, Hegemon of
Thasos the inventor of parody, and Nicochares author

4 of the Deliad, worse, Cleophon as they are); and so
likewise with Dithyrambs and Nomes, one might re-
present gods as Argas? did, or Cyclopes as Timotheus
and Philoxenus. Aund in this very point Tragedy
differs from Comedy: the one would represent men
better than they are, the other worse.

8 There.is yet a third difference, according to the
manner in which we may imitate each of these ob-
jects. For imitation by the same means and of the
same objects may be sometimes by narration (whether
one identify oneself with the character, as Homer does,
or retain one’s own individuality), sometimes with

2 all the imitators acting and exerting themselves. To
these three differences, of means, object, and manner,

4 Reading &oxep {Oeods *Ap)yas (an unknown poet).
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ARISTOTLE’S POETICS. 11

imitation (as we said at the beginning) is open. 8o
that in one 'point/Sophocles (will' be 'the same kind of
imitator with Homer, for both imitate superior per-
sons; in another with Aristophanes, for both imitate
persons acting and doing. Whence also, some say, 8
plays are called Dramas, because the writers imitate
persons acting. Wherefore also Tragedy and Comedy
are claimed by the Dorians,—Tragedy by some of the
Peloponnesians, Comedy by the Megarians in Greece
(who say it arose at the time they had a democracy)
and Sicily (whence was the poet Epicharmus, who lived
long before Chionides or Magnes),—who appeal to the
names, as they say that they call villages komas¢ (while
the Athenians call them démoi), comedians being named
not from revelling in the Zimos but from wandering
about the komas when they were slighted in the city;
and that they call acting drdn, the Athenians prattein.

Thus much for the number and nature of the dif- 4
ferences incident to imitation.

Poetry in general seems to have originated from two 4
causes, both natural ones; it is innate in men from 2
childhood (1) to imitate—and herein we differ from
other animals, in that we are the most imitative, and
acquire our first knowledge through imitation—and
(2) to delight in imitations. Witness what happens 3
in actual fact: we delight in viewing the most exact
delineations of objects which in themselves we see
with disgust, e.g. figures of the lowest animals or of
corpses. Another reason is that learning is a great 4
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ARISTOTLE’S POETICS. 13

pleasure not only to philosophers but also to others
who partake of it in & similar way but only to a slight

5 extent. For the reason why we delight in seeing de-
lineations is that by viewing them we can learn, and
conclude what each is, e.g. that ¢this is so and so;’
since unless one has seen the object itself, an imitation
of it will fail to produce pleasure except through the
execution or colouring or some such cause.

6 Imitation and music and measure being natural to
us, and verse being plainly a subdivision of measure,
persons originally disposed to versification, and im-
proving it probably by degrees, created poetry by

7 their experiments. And poetry divided itself accord-
ing to individual character: the better sort imitated
good actions and those of good men, the vulgar those
of inferior persons: the former began by composing

8 hymns and panegyrics, the latter invectives. We can
ascribe no such production to any who lived before
Homer, though probably there were many such writers;
but beginning with Homer we may enumerate e.g. his
Margites and the like. In these the Iambic metre ap-
propriately appears, a satire being now called an Iam-
bic poem because it was in this metre that they sa-

9 tirised each other; and some of the old poets became
writers of heroics, some of iambics. And as Homer
was above all the poet of the superior style—for he alone
imitates not merely correctly but dramatically—so he
too first suggested the form of Comedy, employing dra-
matically not invective but ridicule: his Margites has
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ARISTOTLE'S POETICS. 15

the same relation to Comedy as the Iliad and Odyssey
to Tragedy.

Tragedy and Comedy having arisen, those impelled 10
by their individual nature to one style or the other
became either writers of Tragedy instead of epic, or of
Comedy instead of satire; the one form in each case
being higher and of more repute than the other. To 1l
enquire however whether Tragedy, considered® either
in itself or with reference to the spectators, is now
perfect in its kinds, is another matter. Tragedy and 12
Comedy having thus begun in experimentation—the
one originating with the leaders of the Dithyramb, the
other with those of the phallic song still in vogue in
many of our cities—grew by degrees, improvements
being made as each branch developed itself; and after
many changes Tragedy reposed in the attainment of
its natural form. Aschylus first increased the num- 13
ber of actors from one to two, shortened the part
of the chorus, and made the dia'ogue prominent?;
Sophocles added & third actor and scene-painting. Fur- 14
ther, the plot, originally short, was lengthened, and
the style, originally ludicrous (through its being a de-
velopment of the Satyric drama), was finally elevated *.
The metre was changed from Trochaic Tetrameter to
Tambic Trimeter: at the first the Trochaic was used
through its being proper to Satyric dramas, and better
suited for dancing, but when style arose Nature herself
discovered the proper metre; the Tambic being of all
metres the most like prose, as is proved by the fact

¢ Reading xpivas for xplvera: § val. 3 4 See Notes at end.
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that in conversation one with another we employ Iam-
bics most of all metres, Hexameters seldom and only
when we depart from the harmony of prose. Then

15 further came the multiplication of the acts: how other
points are said to have been perfected we may forbear
to discuss, as it would probably be a great task to ex-
plain them in detail.

5 Comedy is, as we have said (iv. 7), an imitation of
persons inferior, not in every defect, but so far as the
ludicrous is a subdivision of the deformed, being an
error or deformity neither painful nor harmful, as e.g.
a ludicrous mask is deformed and distorted but does
not connote pain.

2 The stages in the history of Tragedy, and their
authors, are known; those in the history of Comedy,
through its not originally being thought much of, are
not; nor was it till late that the Archon allowed
a chorus for comic actors, they being volunteers. And
it had attained & ccrtain form before the comic poets

8 actually so called are recorded. We know not who
introduced masks, or prologues, or more actors than
one, &c. Plots were introduced by Epicharmus and
Phormis; Com«dy came originally from Sicily, and it
was at Athens that Crates first gave up the satiric
type, and began to generalise the story or plot. . . . .

4 Epic agrees with Tragedy only to a considerable ex-
tentf, that of being an imitation of superior charac-
ters: they differ in that Epic has a simple metre,
and is narrative. Further, as to compass of action,
Tragedy endeavours to be -contained if possible within
one revolution of the sun, or to exceed but little, while
Epic is not tied to time, and herein differs trom Tra-

¢ uérpov in its etymological sense, of. xxii. 6, xxvi. 6.
c
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gedy; though at first the same was the case with both
Tragedy and Epic. |,Of the constituent parts some are &
common, some peculiar to Tragedy; so that whoever
understands good and bad Tragedy understands also
good and bad Epic; since everything that Epic has
belongs also to Tragedy, though not all to Epic that
belongs to Tragedy.

Of imitation by means of hexameters, and of Comedy, 6
we will speak hereafter; let us now treat of Tragedy,
and take the definition of its essence resulting from
what has been said. Tragedy is ¢‘a representation of 2
superior and complete action of a certain compass, in
embellished language of either kind according to the
several parts of the play, in the way of action not
of narrative, effecting by means of pity and fear the
purging of such feelings.”

( By ‘embellished language’ I mean that which has 3
measure and harmony (or music); and by ¢in the dif-
ferent kinds severally’ that some effects are produced by
verse alone, some again by music. And since we effect 4
the representation by action, first of all the arrange-
ment of the decoration must be an element in Tragedy ;
and next music and style, as it is by these means
that we effect the representation. By ¢music’ I mean
that of which the whole capacity is apparent, by ¢ style’
the construction of the verses itself. And since Tragedy 5
is a representation of action, and action is carried on
by actors who must be of one kind or another in cha-
racter and sentiment (from which qualities we say
that action is of one kind or another), there will be
two causes of action, character and sentiment, and it
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6 i3 by the action that we succeed or fail. The plot is
the representation'of the action;-and by ¢plot’ I here
mean the construction of incident, by ¢character’ that
whereby we say the actors are of one kind or another,
by ‘sentiment’ that whereby they in speaking prove
anything or set forth an opinion.

7 All Tragedy then must have six parts, to make it
of one kind or another: plot, character, sentiment,
style, decoration, music.” The means whereby we re-
present things form two partsg, the manner oneb, the

8 objects three; and these are all. These classes, 8o to
say, most of our poets employ, every play embracing
plot, character, sentiment, style, décoration, and music

9 alike. Of these the most important is the arrange-
ment of incident; for Tragedy is a representation not
of persons but of action and life, happiness and un-
happiness; and happiness and unhappiness! consist in

10 action, the end being action, not a quality. Men
are of one kind or another according to their character,
happy or unhappy according to their actions: we do
not therefore act in order to represent character, but
include character on account of the action, so that the
incidents and the plot are the end of Tragedy, and the

11 ¢nd is always the most important thing. Further,
Tragedy may subsist without character, without action
it cannot: the tragedies of most young poets are with-
out character, and so in general with many poets; as
among painters Zeuxis compared with Polygnotus—
Zeuxis’ style lacks character, Polygnotus excels in

¢ Style and musie, » Decoration.
i Reading ral eddaipovias {xal Saiuovlas, % 8¢ ebdaspovia)
xal % xaxoSaipovia.
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painting it. Further, if one set in order speeches shew- 12
ing'character 'and 'well 'constructed'as to style and sen-
timent, he will not effect the real business of Tragedy
so much as would a play which employed these means
in a lower form but had a plot and arrangement of in-
cident. Moreover the greatest of the means whereby 13
Tragedy attracts —revolutions and recognitions—are
subdivisions of the plot. Further, witness the fact that 14
beginners in composition can succeed sooner in style
and character than in arrangement of incident; e.g.
the earliest poets almost without exception. The plot
then is the basis and as it were soul of Tragedy,
character coming next. It is the same thing as in 15
painting: if one were to lay on the most beautiful
colours promiscuously he would not please so much as
if he first drew a sketch. The representation is a
representation of action, and, on this account above
all, of actors.—Third comes sentiment, that is, the 16
power of expressing what is contained in the story or
consonant with it, which, in the dialogue, is the busi-
ness of Politic and Rhetoric: the old poets make
their characters speak like citizeus, those of our
day like rhetoricians. Character is whatever shews 17
choice, what, if the case is not clear, one chooses or
rejects (so that speeches in which there is nothing at
all for the speaker to choose or reject contain no cha-
racter): sentiment is that whereby we prove the ex-
istence or mnon-existence of anything, or set forth
a general proposition,

Fourth comes the style of the speeches; and by 18
style I mean, as I said before, expression by means
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19 of names; which has the same effect in poetry and
in prose,

Of the rest, the fifth element is music, the greatest
of all embellishments ; the sixth, decoration, which is
attractive, but least artistic and least proper to poetry,
as Tragedy may have its effect even without compe-
tition or actors, and further with the execution of de-
coration the mechanic’s art is more concerned than
the poet’s.

7 These things defined, let us next say of what
kind the arrangement of incident should be; for this
21is the first and greatest element in Tragedy. We
have laid down that Tragedy is the representation
8 of whole and complete action of some compass: for
there may be a whole of no compass. A whole is that
which has beginning and middle and end. The be-
ginning is that which does not itself of necessity fol-
low anything, but after which something must be or
occur, as the end is that which must itself (of neces-
sity or in general) follow something, though nothing
need follow it; the middle is that which follows
something else as something else follows it. Thus
a well-arranged plot must neither begin nor end at
4 random, but fall under the forementioned forms. Fur-
ther, since the beautiful, whether in a figure or in
anything else which consists of parts, must not omnly
have these in order but also be of a definite compass—
for beauty lies in compass and order, so that a figure
would not be beautiful if it were very small (as the
sight of it, being instantaneous, would then be a ton-
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fused one) or very large (as then the sight would not
be comprehensive, unity and completeness in it would
be wanting to the spectator, e.g. if the figure were
a thousand miles long)—it is necessary, as in the case 5
of bodies or figures (which must have size, but a size
comprehensible at once), so in the case of plots, that
they should have compass, but a compass adapted to
the memory. It is not for art to fix the limit of com- 6
pass required by competition and taste; for if a hun-
dred tragedies were competing they would compete
by the hour-glass (as is said to have once been done);
but as for the limit fixt by the nature of the case, the 7
greatest consistent with simultaneous comprehension is
always the best. Or, to express it by simple definition,
a sufficient limit of compass is ¢ such as, when events
succeed each other according to probability or neces-
sity, allows a change from adversity to prosperity or
vice versd.’

A plot is ons, not, as some think, if it be concerned 8
with one person; for many, nay, numberless things
may happen to one person, in some of which there
is no unity; and so likewise there may be many ac-
tions of one person which do not make up one action.
Thus it seems all poets err who write a Heracleid or 2
Theseid or the like, thinking that as Heracles was one
person so his story must be one. Homer, among other 3
excellencies, seems to have seen this clearly, whether
from art or from genius: in writing the Odyssey he
did not introduce everything that happened to Odys-



28 APISTOTEAOYS - HEPL, IIOIHTIKHS.

wAnyivar pév év v¢ Hapvaco, pavivar 8¢ mpoomo-
oacbar év 1§ dyeppd, v oldév farépov yevopévov
dvaykaiov v {#)) elkds Odrepov yevéobar, dA\Aa mwepl
plav wpatw olav (&) Aéyopev Ty *08ioaeiay ouvé-

4 omev, dpoiws 8¢ kal Ty *I\dda. xp7 odv, xabdmep 30
kal év rais d\\ais ppnTikais 3 pla pipnos évés éorew,
ovrw kai Tov pvlov, émel mpdfews pipnais éori, pias
Te€ elvas Tavrns kal GAns, kai T& pépn oguveordvas T&V
wpaypdroy oirws Hore peraribepévov Tvds pépovs #
doatpovpévov Siapépeabar kai xiveigbar 76 Shov & yap
mpoadv ) pi mpoady undév moiet émidnlov, od8ev udpiov 35

9 1o Shov éoriv. pavepov 8¢ éx TV elpnpévey xal STe
ob 70 Ta yevdpeva Néyew, Troito mourov Epyov éoTiv,
A@\X’ ola &v yévoro, kat Ta dvvara kard T6 elkos ) TS

2 dvaykaiov. & yap ioTopikds kai 6 mwouTis oU TG #) 1451
Euperpa Néyew 1) dperpa duapépovary €in yap dv Ta
‘Hpol8drov els pérpa Tebijvar, xai oddév frrov &v €lp
{oTopia Tis pera pérpov §j dvev pérpwy dAAG ToiTe
Suadéper, 7 Tdv pév T yevopeva Néyew, Tov 8¢ oia &v

3 yévorro. B0 kai Pihooopdrepov xai omovdaiirepor 5
woinais ioropias éarwv 3 pév yap mwoinots pallov Ta

4 xabilov, 1) &’ loropia ta kal' ékaorov Néyer. Eor 8é
kabohov pév, 76 molep Ta woia drra ovpBaiver Néyew
#) mpdrTew Kara TS €lkds ) TO dvaykaiov, ob oroxdleras
7 moinous dvdpara émribBepévn: vo 8¢ kal éxaocrow, Ti 10

6 ANkiBiddns Empatev §) i Emabev. émi pév olv Tijs
koppdias 8y TouTo SfjAov yéyover: GuoTioavres yap



ARISTOTLE’S POETICS. 29

seus, e.g. his being wounded on Parnassus or feigning
madness when \the'/darmy|Wwas. @ssembling (no one of
which events followed necessarily or probably on
tnother), but composed the Od.yssey on one action,

4 as we may say, and so the Iliad. As then in other
mimetic arts one representation is the representation
of one object, so the plot (being a representation of
action) must be the representation of one complete
action, and the parts of the action be so arranged that
if any be transposed or removed the whole will be
broken up and disturbed ; for what proves nothing
by its insertion or omission is no part of the whole.

9 It is plain also from what we have said that it is
not a poet’s business to relate what occurred, but
what might occur, what is according to probability

2 or necessity possible. The historian and the poet
differ not by writing in prose or verse—for we might
put Herodotus into verse, and it would be a history
as much in verse as in prose,—but in that one relates

8 what occurred, the other what might occur. Thus
poetry is superior to and more philosophic than his-
tory ; poetry treats more of the general, history

4 of the particular. The general tells us to what
kind of man it would occur, according to probability
or necessity, to say or do things of a certain kind (and
at this poetry aims in giving names to the characters);
the particular, what Alcibiades did or what happened

6 to him. In Comedy this has now become clear: we
arrange the plot by means of probable incidents, and
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painting it. Further, if one set in order speeches shew- 12
ing'character ‘and ‘well ‘constructed-as to style and sen-
timent, he will not effect the real business of Tragedy
so much as would a play which employed these means
in a lower form but had a plot and arrangement of in-
cident. Moreover the greatest of the means whereby 13
Tragedy attracts —revolutions and recognitions—are
subdivisions of the plot. Further, witness the fact that 14
beginners in composition can succeed sooner in style
and character than in arrangement of incident; e.g.
the earliest poets almost without exception. The plot .
then is the basis and as it were soul of Tragedy,
character coming next. It is the same thing as in 15
painting: if one were to lay on the most beautiful
colours promiscuously he would not please so much as
if he first drew a sketch. The representation is a
representation of action, and, on this account above
all, of actors.—Third comes sentiment, that is, the 16
power of expressing what is contained in the story or
consonant with it, which, in the dialogue, is the busi-
ness of Politic and Rhetoric: the old poets make
their characters speak like citizens, those of our
day like rhetoricians, Character is whatever shews 17
choice, what, if the case is not clear, one chooses or
rejects (so that speeches in which there is nothing at
all for the speaker to choose or reject contain no cha-
racter): sentiment is that whereby we prove the ex-
istence or non-existence of anything, or set forth
a general proposition,

Fourth comes the style of the speeches; and by 18
style I mean, as I said before, expression by means
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19 of names; which has the same effect in poetry and
in prose.

Of the rest, the fifth element is music, the greatest
of all embellishments ; the sixth, decoration, which is
attractive, but least artistic and least proper to poetry,
as Tragedy may have its effect even without compe-
tition or actors, and further with the execution of de-
coration the mechanic’s art is more concerned than
the poet’s. .

7 These things defined, let us next say of what
kind the arrangement of incident should be; for this
2is the first and greatest element in Tragedy. We
have laid down that Tragedy is the representation
8 of whole and complete action of some compass: for
there may be a whole of no compass. A whole is that
which has beginning and middle and end. The be-
ginning is that which does not itself of necessity fol-
low anything, but after which something must be or
occur, as the end is that which must itself (of neces-
sity or in general) follow something, though nothing
need follow it; the middle is that which follows
something else as something else follows it. Thus
a well-arranged plot must neither begin nor end at
4 random, but fall under the forementioned forms. Fur-
ther, since the beautiful, whether in a figure or in
anything else which consists of parts, must not only
have these in order but also be of a definite compass—
for beauty lies in compass and order, so that a figure
would not be beautiful if it were very small (as the
sight of it, being instantaneous, would then be a ton-
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the reverse by shewing him who he is; in the Lyn-
ceus* the hero\is being|led to death jand Danaus fol-
lowing to slay him, when the result of the action is
that he is saved and Danaus killed.

A recognition, as the name signifies, is a change 2
from ignorance to knowledge (whether to friendship or
to enmity) in the characters depicted to display pros-
perity or adversity. The best kind of recognition is
one accompanied by revolution, as in the (Edipus Rex.
There are also other kinds, as the recognition may 38
refer to inanimate objects, or to anything that happens
as has been said; or we may recognise whether any
one has done a thing or not. But the kind most per-
tinent to the plot and to the action is the first men-
tioned; for such recognition and revolution will in- 4
volve either pity or fear, and Tragedy is laid down to
be the representation of such'actions; and, further,
prosperity or adversity will in such cases ensue.

Since, then, recognition is a recognition of persons, 5
some kinds are of one person by the other simply,
when it is known who the other is; in others each
person must recognise the other, as Iphigenia ® becomes
known to Orestes by the sending of the letter, while
he in order to be recognised by her requires another
method.

‘With these subjects then are concerned two parts of 6
the plot, revolution and recognition: the third is suf-
fering. Of these, revolution and recognition have been

¥ Of Theodectes. } In the Iph. Taur. of Euripides,
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discussed : suffering is hurtful or painful action, e.g.
death on the/stage| excess(of pain, wounding, &e.

12 The parts of Tragedy which we must treat as kinds
we have mentioned above (vi. 7); the parts relating to
length and to the several divisions are these, prologus
episode exodus chorus; and of the chorus the parodos
and the stassmon. These are common to all plays: pe-
culiar to some are the songs from the stage and the
kommos.

2 The prologus is the whole of the tragedy before the
entrance of the chorus ; the episode, all between entire
choric songs; the exzodus, all after which there is no
song by the chorus. Of the choral part, the parodos
is the first speech of the whole chorus, the sfastmon
a song by the chorus without anapests or trochees, the
kommos a lament between chorus and actor.

8 The parts of Tragedy which we must so treat we
have mentioned before (vi. 7); the parts relating to
length and to the several divisions are these.

13  Next to the fore-mentioned points we may discuss
what to aim at and what to avoid in arranging plots,

- 2 and how to effect the object of Tragedy. Since the con-
struction of the best tragedy should be representative
of things pitiful and terrible (for this is the property
of such representation), and not simple but complex,
in the first place it is clear that we must not have
(1) good men changing from prosperity to adversity
(for this would be neither pitiful nor terrible, but re-
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pulsive), nor (2) the bad from adversity to prosperity -
(for this is'the least-tragic ‘method 'of all, as involving
none of our requisites, being neither provocative of
sympathy nor pitiful nor terrible); nor again (8) the
very wicked falling from prosperity into adversity (for
such arrangement would provoke sympathy, but nei-
ther pity nor fear; as the one is for the innocent suf-
fering, the other for one’s own like—pity for the inno-
cent, - fear for one’s like; so that the result would
be neither pitiful nor terrible). The intermediate cha-
racter then is left; and such is one neither distin-3
guished by virtue or justice, nor falling into adversity
through vice or wickedness, but failing through some
| eTTor, being a person of great repute and prosperity, e.g.
(Edipus, Thyestes, and the famous men of such houses.
The well-constructed plot then must be simple ra- 4
ther than, as some say, double; and the change must
' be not from adversity to prosperity but reversely
from prosperity to adversity, and not through wicked-
2 ness but through great error on the part either of such
“La man a8 we have described or of one better (not
worse) than such. Witness this fact: at first poets 5
admitted any plot, now the best tragedies are con-
structed on the fortunes of a few houses, e.g. those
of Alemseon (Edipus Orestes Meleager Thyestes Tele-
phus and whatever other persons have chanced to do
or suffer terrible things.
Such then is the arrangement of the artistically
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6 best tragedy. Whence also they make the same mis-
take ™ who blame Euripides for thus doing in his trage-
dies, many of his ending unhappily : for this is accord-
ing to our statement correct, and a strong proof is that
on the stage and in competition such if well acted
appear most tragic, and Euripides, whatever else he
may manage ill, yet appears the most ¢ragie of poets.

7 The second kind of arrangement—by some called
the first—is that which has a double arrangement, like
the Odyssey, and ends differently for good and bad.
It is put first on account of the spectators’ weakness,
to which poets pander who write to gratify the spec-

8 tators. But such pleasure is not derived from Tragedy,
but rather proper to Comedy, in-which if the bitterest
enemies, like Orestes and Agisthus, appear in the
story, they go out friends at the finish, and no one is
killed by any.

14  The pitiful and terrible may arise either out of the
spectacle or out of the very arrangement of incident,
the latter being the higher kind and shewing a better
poet. For the plot should be so arranged that, even
apart from the spectacle, the hearer shudders at the
incidents before him and feels pity at the results, as

3 one would do on hearing the story of (Edipus. To
produce this effect by means of the spectacle is less
artistic and requires apparatus. Those who by means
of the spectacle produce not the terrible but only the
marvellous have no part in Tragedy ; for we should
not seek from Tragedy any pleasure, but that which is

= As the persons mentioned in sect. 4 init.
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[ proper to it. And since the poet should by the repre- 3
sentation produce| the pleasure, arising from pity and
fear, it is plain that this must be brought about by the
incidents; let us therefore gather what kinds of oc-
currences appear pitiful or terrible.

Such actions must be either those of friends one to 4
another, or of enemies, or of neutrals. If, then, an
enemy thus treat an ememy, he does nothing to pro-
voke pity whether he act or intend to act (except so
far as the suffering goes), nor do neutrals; but when
sufferings are inflicted by friends on each other—e.g.
when a brother kills or intends to kill or in any such
way treats a brother, & son a father, a mother a son or

o 8 son a mother,—it is what we should seek. We must 5
not however destroy received stories, I mean e.g. that
of Clyteemnestra slain by Orestes or Eriphyle by Ale-
meeon, but invent for ourselves and use tradition aright.
‘What this means we may explain more clearly.

The action may be carried on (1) knowingly and 6
consciously, as the old poets had it, and as Euripides
also makes Medea kill her children; or (2) the charac-
ters may act, and unknowingly do something terrible,
and then afterwards recognise each other as friends, as
does the (Edipus of Sophocles (the action however
being outside the play), or the Alemseon of Astydamas,
or Telegonus in the Wouunded Odysseus (the action
being within the tragedy). Further, a third head in 7
addition, (3) one may be about to do in ignorance
something irrevocable, and then recognise the truth
before doing it. Beside these there-is no other way:
the characters must either act or not, and that either
consciously or unconsciously.
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Of these ways the worst is (1) knowingly to intend
and not act; for this .involves the repulsive element,
and is not tragical, for it excludes suffering; whence
no one uses it naturally, unless rarely, as in the An-

8 tigone Haemon intends to kill Creon. Next comes
(2) the execution of the purpose; and it is best to act
in ignorance and then recognise the truth, as then the
repulsive element is absent and the recognition is

9 striking. But best of all is (3) the last, I mean as in
the Cresphontes® Merope is about to slay her son and
instead of slaying recognises him ; or as in the Iphi-
genia in Tauri the sister recognises the brother, in
the Helle the son the mother whom he is about to
expose. It is on this account that tragedies, as we
have already said (xiii. §), are concerned with the
fortunes of a small number of families: poets experi-
mented and found out, not by art but by chance, how
to produce such effect in their plots, and so are com-
pelled to recur to the houses in which such disasters

10 have occurred.

Of the arrangement of incident, and of the right
kind of plots, we have now said envugh.

‘With regard to the character© there are four points
to aim at: first and foremost, that it be a good one.

11 The play will have character if, as we have said
(vi. 17), speech or action reveal choice of any kind,
15 and good character if good choice. This may be in
any class, for even a woman or a slave may be good,
though perhaps the former is inferior and the latter
wholly base.—The second point is fitness of character:

= Of Euripides. © Of the hero.
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a character may be manly, and yet it may not be
fitting for a woman ;to; be thus manly or clever.—The 3
third is conformsty?: this is different from making
the character good and fitting in the way we have
described.—The fourth is consistency : even if he who 4
gives occasion for the representation and suggests such
character be inconsistent, he should yet be consistently
inconsistent.

A gratuitous example of badness of character is 5
Menelaus in the Orestesd: of the unseemly and un-
fitting the lament of Odysseus in the Scylla 9, or the
speech of Melanipped: of inconsistency the Iphigenia
in Aulis9, for Iphigenia when she supplicates is quite
unlike her later character.

‘We must in the character, as in the arrangement of 6
incident, seek always either necessity or probability, so
that it be either necessary or probable that such a man
should say or do such things, as it is that one thing
should happen after another. It is plain then that 7
the solution of the plot should arise out of the plot
itself, and not be mechanical as in the Medead, or the
passage about the sailing away from Troy in the Iliad.
Mechanical means should be used for things outside
the play, whether what has happened before which
it is impossible for a man to know, or what happens
after which needs prophecy or reporting: to the gods
we attribute omniscience. Nor should there be in the-
action anything irrational, unless it be outside the
tragedy as in the (Edipus Rex of Sophocles.

Since Tragedy is a representation of superior persons, 8
we must imitate the skilful statuary who, assigning

P With tradition. 1 Of Euripides.



48 APIZTOTEAOYE NEPI NOIHTIKHZ.

popdpnw, dpoiovs wotoivres, kakllovs ypddovow' ovre
kai TOV wouyTHY pipovpevoy kai Spyilovs kat pabipovs
xai Td\Aa ra Towaira Exovras éml Tav nbév, TotovTovs
Svras émiekeis moiel: mapdetypa oxAnpérpros olov

9 7ov 'AxiANéa "Aydfwv kai “Opnpos. raira 8 dwary- 15
pelv, xal wpds TovTois Tas mwapa Tas €€ dvdykns dro-
Aovbovoas alobioes i mwouriky® kal yap xar’ abras
€orwv dpaprdvely molhdkis.  eipnrar 3¢ mept attaw év
rois éxdedopévois Néyois ixavas.

18  dvayvdpiais 8¢ Ti pév éoTw, elpnrar mpdrepov' €idn

3¢ dvayvwpioens, mpodrn pév 1) drexvordr xai j mhelory 20

2 xpovrar 8/ dmoplav, 7 dia Tav onpelwv. TolrTwy 3¢
7a pév oupura, olov ‘Aéyxnv fjv Popoios Tnyeveis’, H
dorépas oiovs év 7§ Ovéory Kaprivos: 1& 8¢ émixrnra,
xal ToUTov T4 pév év T adpari, olov odhai, ra 3¢
éxrds, T& mepidéppea, xai olov év T Tupoi dia Tijs 25

8 ordans. &ore 8¢ kai Tovrots xpiicbat fj BékTiov ) xei-
pov, olov "08voceds 8ia Tijs odAfjs @Aws dveyvapiofn
Umd Tijs Tpodoi kal d\Aws Vnd Tav ovBordy elot yap
al pév miorews €évexa drexvérepai, xal al Towavrag
maoas, ai 3¢ éx wepimereias, domep 1) év Tois Nimrpots, 30 .

4 Bektiovs. Bevrepar 8¢ ai memopévar Umd Tob wouroO,
86 drexvorr olov ’Opéarys év i) "Ipiyeveig dveyrdo-
piaev Ori "Opéarns® éxelvy pév yap 3ia rijs émorolis,
éxeivos 8¢ atrds Néyew & Bovherar 6 moupris, dAN’ ody
6 pibos® 80 éyyis T Tijs elpnuévns duaprias éoriv, 35
ény yap & @va kai éveyxeiv. kal év T Sopoxhéovs



ARISTOTLE’S POETICS. 49

the proper form, depicts men like what they are but
handsomer; /8o should the poet; in representing pas-
sionate or indolent men or those who have any such
faults of character, make them tolerable and yet the
same: e.g. with stubbornness, as Agathon and Homer

9 represent Achilles. These points he should observe,
and in addition to these the impressions which, besides
those that are inherent, accompany poetry; for in
respect to these also there are many possible kinds of
error. But of this we have said enough in our already
published works.

16 What recognition is we have already explained
(xi. 2); as for its kinds, the first and least artistic,
which through poverty poets use most, is that by

2 tokens. Of these, some are congenital, as * the spear-
marks that the Earthborn bear,’ or star-marks such as
Carcinus introduces in his Thyestes; some adven-
titious, whether corporal, e.g. scars, or separable, neck-
lets, and as in the Tyro’, where the recognition is by

3 means of the cradle. These too may be used with or
without skill, e.g. by means of the scar Odysseus was
recognised in one way by his nurse, in another by the
swineherds: for recognitions intended to produce con-
viction, and all of this kind, are the less artistic.
Those brought about by a revolution, as in the Wash-

4 ing of Odysseus’, are better.—Next come those in-
vented by the poet and therefore inartistic. Thus
Orestes in the Iphigenia in Tauri reveals himself as
Orestes : she reveals herself by means of the letter,
he says what is required by the poet but not by the
story; wherefore this borders on the fore-mentioned
error, as he might have carried tokens with him. So

* Of Sophooles.
E
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in the Tereus of Sophocles ¢ the shuttle’s voice 8.’—The §
third kind is by recollection, through understanding
something when one sees it; as in the Cyprians of
Diceogenes, where Menelaus weeps on seeing the
statue of Helen, and in the story told to Alcinous,
where Odysseus hearing the harpist remembers and
weeps, whence the recognition in each case.—The ¢
fourth kind is by inference, e.g. in the Choéphoroe,
‘“some one like Electra has eome, no one is like her
but Orestes, therefore Orestes has come.” So in the
Iphigenia of Polyidus the Sophist, it is natural for
Orestes to infer that as his sister was sacrificed so he
himself is to be sacrificed. 8o in the Tydeus of Theo-
dectes, the hero coming to find his son® infers that he
is to lose his own life. So in the Phineide, the Har-
pies seeing the place infer their fate: here they are
fated to die, because here they were exposed.

A recognition may also be constructed by false in- g
ference of the spectators, as in Odysseus the False
Messenger the pretender says he would know the bow
which he has not seen, and a false inference is raised
as though he were thereby about to reveal himself.
But the best of all kinds of recognition is when the g
surprise arises by probable means out of the incidents
themselves, as in the (Edipus Rex of Sophocles, and
the Iphigenia in Tauri (for it is probable that she
would wish to entrust Orestes with a letter): such
alone need no artificial tokens, such as necklets. Next
best are those by inference.

In arranging the plot and working it out by lan- 17
guage the poet should as far as possible set it all
before one’s eyes ; for thus the spectator, as though

" & Bee Note at end. * Diomede,
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present at the action itself, will most sensibly find out
what is appropriate, [and contradictions be least likely
to escape notice. Witness the fault found with Car-
cinus: Amphiaraus had left the temple, and this if he
h-d not seen it would have escaped the notice of the

spectator ; but when it was put on the stage the spec-
tators were disgusted and the piece failed.

2 As far as possible also the poet should work out the
plot by acting it: for, starting with the same nature,
those who feel anything are most effective ; the sufferer
suffers, and the angry man storms, in the most genuine
manner. Wherefore poetry requires either cleverness
or enthusiasm: clever people are inquisitive, enthu-
siasts are easily moved.

8  Such recognised plots, as well as those he himself in-
vents, the poet should set forth as to the general idea,
then introduce episodes and complications. I mean
that the general idea e.g. of the Iphigenia in Tauri
may thus be seen: A certain maiden having been
brought to the altar, and having vanished out of the
sight of the sacrificers and settled in a country where
it was the custom to sacrifice strangers to the goddess,
holds this priesthood: after a while it happens that
the priestess’ brother comes, and that because (for
some reason outside the general idea) the god bade
him come thither (for what purpose is again outside
the story); and on his arrival being seized and about
to be sacrificed he reveals himself, whether as Euri-
pides relates or as Polyidus does (who says, not im-
probably, that not only the sister but also the brother
was to have been sacrificed), and hence the rescue.

4 Next after this, assuming the names of his characters,
he should introduce episodes, and see that they be
appropriate, as in the case of Orestes® the madness
through which he was taken prisoner and the rescue

5 through the purification.—In dramas the episodes

t i.e, in reading. ® In the Iph, Taur.
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are short, while in Epic they serve to lengthen. The
story of the Odyssey, is of a small compass: A man
being abroad 'for' many ‘years, persecuted by Poseidon
and alone, while his home affairs are in this position,
that suitors waste his estate and plot against his son,
he himself arrives after a storm, and revealing himself
to certain persons falls on his enemies, saves himself
and destroys them. This then is the essential part,
the rest episodic.

In every tragedy half is the complication, half the 18
solution : the circumstances outside the plot, and often
some that are not outside, form the complication, the
rest the solution. I mean that the complication is
from the beginning to the last part, where the change
comes from adversity to prosperity or vice versa”;
the solution, from the beginning of the change to the
end. Thus in the Lynceus of Theodectes the compli-
cation consists of the antecedent action, the seizure
of the boy, and again their bringing before the court ;
the solution * is from the accusation of murder to the
end.

Of Tragedy there are four kinds, just as we said 2
(xii. 1) there were four parts®: (1) the simpleV,....:
(2) the complex, of which the basis is revolution and
recognition: (3) the pathetic, e.g. those on Ajax or
Ixion: (4) the ethical, e.g. the Phthiotian Women *
and the Peleus®. The marvellous is found in e.g. the
Phorcides®, the Prometheus®, and the State of Hades.

We should try to include if possible all elements, 3
or at least the most important, and of them the greatest
number, especially secing how people now carp at
poets: there have been good puets in each branch,

" Reading ueraBalvew eis ebrvxiav (¢ Svoruxlas cvuBalves %
é edruxlas eis SvoTuxiar),

= Reading % adbrav 3% (axaywy), Abois 8 %) &xd ris aitidoews.

6 See Note at end.

v Inserting % 8¢ &rA7, the definition of it being lost.

* Of Sophocles. » Of Sophocles or Euripides.

s Of Aschylus.
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and so they expect one man to excel each in his peeu-
liar skill. | It is perhaps| not right at all to call tra-
gedies different or the same on account of the plot,
though we may identify those in which the same com-
plication and solution appear’. Many poets who excel
in complication fail in solution: both branches should

4 always be mastered.—We must remember what has
several times (v. 4, xvii. 5) been said, and not make
Tragedy an epic arrangement. By epic I mean full of
plots, as it would be if one took the whole plot of the
Tliad. For in Epic, on account of its length, the parts
receive fitting compass; in dramas the result is quite

5 contrary to expectation. For proof, all who take the
whole story of the fall of Troy and not parts of it as
Euripides does, or the tale of Niobe and not parts of
it as Aschylus does, either fail, or compete at a dis-
advantage : hereby alone even Agathon failed.—In
revolutions with simple incidents® poets seek their
object by surprises®; for this is tragic, and provocative

6 of sympathy. This occurs when the wise but wicked
man (e.g. Sisyphus) is deceived, or the brave but un-
just is worsted : and this is a probable occurrence,
for, as Agathon says, it is probable that many im-
probable things will happen.

7 The chorus should be assumed to be one of the
actors and part of the whole, engaging in the compe-
tition as in Sophocles not as in Euripides. In other
poets the songs have no more to do with the plot than
with a different tragedy; wherefore they sing inter-
ludes, a practice first started by Agathon. But what
difference does it make whether they sing interludes

or transfer a speech (or a whole act) from one play
into another?

789 See Notes at end.
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Other points having been discussed, it remains to 19
speak of sentiment and;style;| ‘The, topic of sentiment
is treated in our work on Rhetoric, as it belongs
rather to that branch. To it appertains all the effect
that should be produced by the language: the sub-
divisions of which are—proving and refuting, and pro-
ducing emotion (e.g. pity, fear, anger, &c.) and ex-
aggerated or reduced ideas. It is plain that in the 3
arrangement of incident we must take the subdivisions
- of sentiment'® from the same heads® when we have to
produce the pitiful or terrible, the great or small, the
probable or improbable; but there is this diffcrence,
that in a drama such effects must be clear without
explanation, in a speech they must be produced by
the speaker and follow from the language. For what
would be the use of a speaker if even without lan-
guage all were sufficiently clear ?

As to style, one department of enquiry consists of 4
the figures of speech; the knowledge of which belongs
to the art of speaking and to him who has such science ;
e.g., what is commund, prayer, narration, threatening,
questioning, answering, &c. Now no objection de-
serving of attention can be brought against poetry by
reason of knowiedge or ignorance of these things.:
what error can we suppose there is in what Protagoras 5
finds fault with, that the poet, pretending to pray,
really commands when he says?, ‘8ing, O goudess,
the wrath,” as he declares that bidding one do or not
do a thing is commanding ? Let us therefore pass this
by as a question for another art, not for poetry.

All speech has the following parts: the letter, 90
syllable, connective particle, article, noun, verb, in-
flexion, sentence.

A letter is an indivisible sound, not of any kind, but 2

1o See Note at end. ¢ i.e. those of Rhetoric. ¢ Iliad I. 1.
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that out of which an intelligible sound may arise ; for
beasts also have\indivisible sounds, mone of which I

8 call a letter. Its subdivisions are: vowel, semivowel,
mute. A vowel is that which without contact® has
an audible sound : a semivowel is that which with
such contact has an audible sound, e.g. s, r: a mute
is that which, with contact, has in itself no sound, but
in conjunction with a vowel becomes audible, e.g. g, d.

4 These differ according to the shape of the mouth, the
position, having rough or smooth breathing, being long
or short, of acute or grave or circumflex accent: the
consideration of which details belongs to works on
metre.

5 A syllable is a non-significant sound composed of a
mute and a semivowel or vowel: gr without 4 is a syl-
lable, and so with a, gra. But the differences of these
too it is for the science of metre to consider.

6 A connective particle is a non-significant sound which
neither deprives of nor invests with signification a sound
that may be made up of several sounds: it may be
placed f either at one extremity or in the middle, but
ought not to stand by itself at the beginning of a sen- -
tence: e.g., sndeed, esther, but. In other words, a
non-gignificant sound which out of several sounds de-
noting one sound may form one significant sound.

7  An article is a non-significant sound shewing the be-
ginning or end or division of a sentences,. . .. e.g.,
about, around, &c. In other words, a non-significant
sound which neither deprives of mnor invests with

¢ Of the organs of speech.
! Reading {regpurvia (0ecbas) xal ¢xl Tdv Exper.

s Examples, followed by a second definition, should here
follow.
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signification a sound made up of several sounds, and
which may be placed. either at one extremity or in
the middle.

A noun is a composite significant sound without 8
connotation of time, no part of which is in itself sig-
nificant : for in compounds we do not use either part
as though it were in itself significant, e.g., in Z'%eo-
dorus the doron has no signification.

A verb is a composite significant sound connoting 9
time, no part of which is in itself significant (any
more than in the case of the noun): ‘man’ or ¢ white’
does not signify when, but ‘walks’ or ‘has walked’
connotes time present or past.

An inflexion of noun or verb is that which signifies 10
either (1) the relation ‘of him,” ‘to him, and the
like®; or (2) the relation ‘to one,” ‘to manyi, e.g.,
‘man,” ‘men;’ or (3) the relation of the manner of
speaking, e.g. according as we ask or command. ¢Did
he walk’ or ¢walk thou’ are inflexions of the verb
under these heads. v

A sentence is a composite significant sound, some 11
parts of which are in themselves significant. Not
every sentence is composed of noun 4 verb, but a sen-
tence may be without a verb (e.g. the definition of
Man ), though it will always have some significant part,
e.g. ‘Cleon’ in ‘Cleon walks.” A sentence may be 12
one in either of two ways: it may signify one thing,
or it may consist of several elements united by con-
nective particles. Thus the word Man is one sentence
because it signifies one thing, the Iliad because of the
connective particles.

Nouns are of two kinds: (1) simple, by which I 21
mean composed of non-significant elements, e.g. earth,
and (2) double, whether composed of a significant 4

* = Gen. Dat. Ace. i i.e. the relation of Number.
d i.e. a8 {@ov Aoywxdy Slwouw.
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a non-significant element (though mnot in the word
itself significant\or\/ron!significant) 'of/of significant
elements. A noun may also be triple or quadruple or
multiplex, like most bombastic words, such as ¢ Hermo-
Caico-Xanthus.’
2 Every noun is either ordinary or strange, meta-
phorical or ornamental or invented, lengthened or
3 shortened or altered. By ordinary I mean what all
use, by strange what some use: thus it is plain that
the same word may be both ordinary and strange,
though not to the same persons, as aiyuvov (spear) is
to the Cyprians an ordinary term, to us a strange one.
4 Metaphor is extension of an improper term, whether
(1) from genus to species, or (2) from species to genus,
5 or (8) from species to species, or (4) by analogy. By
(1) ¢from genus to species’ I mean e.g. ‘ Here stands
my ship ¥,” as being moored is a kind of standing: by
(2) “from species to genus’ e.g. ‘ Ten thousand good
deeds has Odysseus done’,” as ten thousand is a great
number, and here used for a great number: by (3)
‘from species to species’ e.g. ‘draining the life with
the steel,’ or ‘cutting with tireless steel,’ as here the
poet calls cutting draining and draining cutting, both
6 being to take something awuy: by (4) analogy I mean
when the second is to the first as the fourth to the
third, as then one may use the fourth for the second
or the second for the fourth, sometimes even adding
that to which the word refers instead of which the
poet uses a metaphorical one™. I mean e.g. a cup is
to Dionysos as a shield to Ares, one may therefore call
a cup ‘the shield of Dionysos’ or a shield ¢the cup

k Odyssey i. 185. ! Iliad ii. 272. 11 See Note at end.
F
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of Ares:’ or, as old age is to life, so is evening to day,
one may therefore ‘call - evening ‘day’s'old age’ or old
age ‘life’s evening’ (as Empedocles does), or ¢life’s
setting.” In some cases there is no analogous term in 7
existence, but we may still speak in the same way:
thus the scattering of corn is sowing, but the sun’s
scattering rays has no name, this, however, stands to
the sun as sowing to corn, whence we say ¢ sowing the
god-created rays.’ This kind of metaphor we may 8
also use in another way, and while employing an im-
proper term exclude a proper one, as if one should call
a shield the cup not ¢ of Ares’ but ¢ wanting wine.’

An invented word is one never used by any at all, 9
but made by the poet himself: for some seem to be
of this kind, e.g. *sprouters’ for horns and ¢suppli-
cator’ for priest.

A word is lengthened if it have a vowel longer than 10
it should be, or a syllable inserted; shortened, if part
of it be removed. Thus (lengthened) wéApos for mérews,
nAijos for InAéos, MnAnuddew for Myreidov™: (shortened)
3&, xpi, &y ® in ‘the faces of both become one.’

A word is altered when we keep part of it and invent 11
part, e.g. Sefirepdy for 8efidv in ©on the right breaste.’

Nouns themselves are either Masculine or Feminine 12
or Neuter. Masculine are such as end in », p, 5, or
" the letters compounded with s, which are two in num-
ber, ¢ and : Feminine such as end in the vowels

= Reading MxyAdos {TInAFjos xal 70 TnAeldov) TMnAmiddew.
® For ddua xpidh s, ° Iliad v. 893.
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always long, 5 and o, and, among those capable of
lengthening,, a (80| ithat the numbers of the letters in
which Masculine and Feminine nouns end are cqual,
£ and ¥ being the same with s). No noun ends in
a mute, nor in 4 short vowel: three only end in ¢,
xépps pée wémeps; five in vP. Neuters end in these
vowels, and in » and s.

22 The perfection of style is to be clear without being
mean. The style composed of ordinary terms is the
clearest, but mean: e.g. the poetry of Cleophon and
of Sthenelus. That which uses foreign words is
stately, and unlike the common (by foreign I mean
strange, metaphorical, with lengthenings, and every-

2 thing un-ordinary); but if one make all like this, the
result will be either a riddle or a jargon—if it consist
of metaphors a riddle, if of strange words a jargon.
For it is the essence of a riddle to combine inconsistent
ideas in describing facts (which we cannot do by the
putting together of words, but may by metaphor, as
‘I saw one glueing brass with fire upon another,” and
the like); while from the use of strange words arises

3 a jargon. With these then a pocm should be diver-
sified: this—the use of strange words, metaphors,
ornamentation, and the other fore-mentioned kinds—
will prevent its being common or mean, while the use
of ordirary language will give clearness.

4 Towara: making the style clear without being com-
mon much may be done by extension and contraction
and alteration of words; for through being unusual
and differing from the ordinary forms such will pre-

P i.e. dorv Yévv Sdpu varv wav.
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vent the style from being common, while through the
intermixture, of /the | usual| forms, elearness is secured.
Thus they are not right in their criticism who find 5
fault with such a form of language and ridicule the
poet, as did Eucleides of old, on the ground that it is
easy to write poetry if one be allowed to lengthen as
much as one pleases: he makes iambics out of pure

prose,
Eptcharén eidén Mard—rthondde bddizénta,

and
Ouk dn g’erdmenos ton eksi—nou élleborén pinotms ™.

To be conspicuous for such use of lengthening would 6
be ludicrous, but moderation is equally necessary in
all branches: if one used strange words, or metaphors,
or terms of any kind, improperly and with a ludicrous
purpose, he would produce the same effect. How im- 7
portant fitness is we may observe in Epic by intro-
ducing ordinary terms into the verse; and in the case
of strange words also, or metaphors, or terms of any
kind, one may see, by substituting ordinary terms,
that we speak truly. Thus, Zschylus and Euripides
wrote the same line, which by Euripides’ changing
but one word, and using a strange term instead of an
ordinary and usual one, appears beautiful instead of
poor: Zschylus says in his Philoctetes ‘the ulcer
which eats the flesh of my foot,” Euripides for ¢eats’
substitutes ‘feasts on *.” 8o if for ‘now being small
and worthless and uncomely ¢’ one substitute the ordi-
nary terms ‘now being tiny and crank and uncomely :’
for ‘setting a sorry stool and small boardr’ ¢setting
a shabby stool and tiny board :’ for ¢ the shores bellow ¢’

1213 See Notes at end. 1 Odyssey ix. 515,
r Ibid. xx. 259. ¢ Dliad xvii. 265.
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8 ‘the shores shriek.” Further, Ariphrades used to ridi-
cule the tragedians for, using forms that no one would
introduce in prose, as dwpdrwy dmo for dmd Swpdrew,
aébevt, &yd 8¢ my®, *AxtA\éws wépe for mepi *AxiANéws, &e.
It is through their not being ordinary forms that all
such prevent the style from being common ; but this
he knew not.

9 It is a great thing to use appropriately each of the .
fore-mentioned, whether compounds or strange terms;
but greatest of all to be apt at Metaphor. This alone
cannot be got from another, and is a proof of clever-
ness: to use metaphors well is to see resemblances.

10 Of names, the compound are most fitting in dithy-
rambs, the strange in heroic verse, the metaphorical
in iambic. In heroic verse all the fore-mentioned may
be used, but in iambie, through its imitating prose as
closely as possible, those names are fitting which one
would use in conversation: such are ordinary, meta-
phorical, and ornamental names.

On Tragedy, and imitation by means of action, let
the above suffice us.

23 As to marrative metrically-imitative poetry, it is
clear that we must make the plot (as in Tragedy)
dramatic, and on one whole and complete action hav-
ing beginning and middle and end (in order that like
one whole figure it may produce the proper pleasure);
and that the usual histories should not resemble it, in

t For oob. ® For ¢y» 3t adrév.
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which we have to depict not one action but one period,

- with whatever happened in)|it-to one or more persons,
each event having but a casual relation to the others.
As the sea-fight at Salamis, and the battle with the 2
Carthaginians in Sicily, occurred about the same time
but with no common relation to the same aim, so in suc-
cessive periods one thing sometimes happens after an-
other with no one aim appearing. And so perhaps most
poets write. Wherefore, as we said before (viii. 3),
in this also Homer beside others will appear divine,
in his not even attempting to treat the whols war,
though it had beginning and end ; it would either have
been too long and not simultaneously comprehensible,
or else, had he kept down the compass, he would have
been hampered by the variety of the subject. As it
is, he takes one part, and introduces many episodes in
the story, e.g.the Catalogue of the Ships and other
episodes whereby he interrupts the treatment: while
others treat of one person and one period and one com-
plex action, e.g. the author of the Cypria* and of the
Little Iliad>. Thus out of the Iliad or Odyssey may 4
be made but one tragedy or two, but out of the Cypria
several, out of the Little Iliad over eight, e.g. the
Adjudging of Achilles’ Arms, the Philoctetes, the Neop-
tolemus, the Eurypylus, the Beggar’s Adventure %, the
Laconian Women, the Fall of Troy (i.e., the Sailing
away to Tenedos, the 8inon, the Trojan Women).

Further, Epic must embrace the same kinds as 24
Tragedy (xviii. 2), being either simple or complex,
pathetic or ethical; and the same parts (excluding

= Stasinus, 7 Lesches, 14 See Note at end.

w8
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music and decoration), as revolution and recogniticn

2 and suffering, are  required s Further the senti-
ment and style must be correct. Of all these elements
Homer made the first and fullest use: of his two
poems, the Iliad is simple and pathetic, the Odyssey
complex, being a recognition throughout and that an
ethical one. And besides this, in sentiment and style
he surpasses every one.

3 Epic differs from Tragedy in (1) compass of ar-
rangement and (2) metre. (1) Of the compass the
limit given above (vii. 5) may suffice : beginning and
end should be simultaneously comprehensible, as will
be the case if the arrangcment be shorter than those
of the old poets, and contined to the joint length of

4 the tragedies intended for one hearing. Epic how-
ever has many properties which allow increase of
length, as in Tragedy we cannot represent scveral
scenes going on simultaneously, but only that which
is on the stage and performed by the actors, while in
Epic, through its being narrative, we may treat se-
veral scenes simultaneously developing; by which
property the bulk of the poem is increased. So that
Epic has this advantage in point of magnificence and
power of transporting the hearer and introducing
varied episodes; while monotony, soon cloying, makes
tragedies fail.

& (2) The heroic metre has established itself through
experiment. If one composed a narrative imitation in
any other metre, or in several, it would seem im-
proper: the heroic is $he most dignified and weighty
of metres,— wherefore it above all admits strange

18 See Note at end.
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terms and metaphors,—and narrative imitation stands
above all others; , The iambic)and-ftrochaic are lively
metres, the one suited for action the other for dancing.
8till more absurd would it be to mix metres, as Chee- 6
remon (i. 9) did. Wherefore no one has ever composed
a long arrangement in any metre but the heroic: as we
have said, Nature hersclf teaches us to choose the fit
metre for it.

Homer is worthy of praise (among many other rea- 7
sons) in that he, alone among poets, is not ignorant
of the part he himself should take. The poet himself
should say very little, or he will not be an imitator.
Others compete in person throughout, the imitations
are few and far between: Homer, after a short pre-
lude, at once introduces a man or woman or any
other character, none lacking character but all pos-
sessing it.

In Tragedy we should introduce the wonderful : the 8
irrational, from which especially the wonderful results,
is more in place in Epic, because one does not see the

actor. The circumstances of the pursuit of Hector?,
if on the stage, would seem ludicrous, the Greeks
standing still and not pursuing, Achilles beckoning
them back; but in Epic this escapes notice. And the
wonderful is agreeable: witness the fact that all add
something in telling a story, with the idea that they
are giving pleasure.

. Homer above all has taught others the right9
way to use deception. Dcception is false infer-
ence: men think, when one thing is or occurs if
another is or occurs, that if the latter is or occurs the
former is or occurs: and this is a deception. Where-
fore, if the first thing is a deception, and another is

s Jliad xxii. 188 sq.
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or occurs which must be or occur if the first is or
occurs, we'pre-suppose’ the-first'®;' for through know-
ing the second to be true our minds falsely infer the

10 first to be real. There is an example of this in the
‘Washing of Odysseus (xvi. 3).

We should choose probable impossibilities ‘rather
than improbable possibilities; and the plot should not
be made up of irrational parts, but should, if possible,
contain nothing irrational, or, if it must be, it should
be outside the story, as in the (Edipus Rex the hero’s
not knowing how Laius was slain; not s» the drama,
as in the Electra® the account of the Pythian games,
or in the Mysians® the man who comes without speak-
ing from Tegea to Mysia. So that to say that other-
wise the plot would have been spoilt is ludicrous; for
plots should not be so arranged at all, or, if one so
make them and they seem fairly reasonable, one should
allow even an absurdity. How intolerable the irra-
tional circumstances in the Odyssey, about the putting
out of Odysseus °, might have been, we should see if
an inferior poet treated them: as it is, by other ex-
cellences the poet embellishes and conceals the ab-
surdity.

11  Pains should be taken with the style in the parts
where the action is suspended, which shew neither
character nor sentiment; as again an over-brilliant
style obscures churacter and sentiment.

25 Problems and their solutions, with the number and
nature of their kinds, we shall understand if we con-
sider as follows. Since the poet is as much an imi-
tator as the painter or any other artist, he must imitate
always one of three things—either things as they were
or are, or things as they are said and thought to be,

2 or things as they ought to be. All this is expressed

16 See Note at end. s Of Sophocles.
b Of Zsochylus or Sophocles. ’
¢ In Ithaca by the Pheacians, Odyssey xiii. 119 sq.

-4
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by language, whether in ordinary terms? or in strange
terms or in metaphors; and there are many affections
of language allowed to'poets.- Besides this, there is not 3
the sume kind of correctness required in politics and in
poetry, any more than in any other art and in poetry :
and in poetry itself there are two kinds of error possi-
ble, the essential and the accidental. If one propose to 4
represent things correctly, and err in the representa-
tion through® want of ability, the error is in the
poetry; but if the proposal be incorrect, and one pro-
pose to represent e.g. a horse advancing both his
right feet at once, or commit an error in any art, e.g.
medicine or any other of any kind, the error is not
essential. 'With these considerations in view we may 3
answer the objections contained in our problems.

(1) First, objections against the art itself: if im-
possibilities have been introduced it is an error, but
an excusable one if the poetry attain its end, i.e. if
thus one make this or another part more striking.
The pursuit of Hector (xxiv. 8) is an instance. If
however the end might more or less have been at-
tained with regard had to the art in question, the error
is inexcusable; for if possible we should never err
at all.

(2) Further, which is the error, the artist’s, or an
accidental one of some kind? It is a less error not
to know that a hind has no horns than to paint one
inartistically.

(3) Besides this, if it be objected that the poet has 6
represented things not indeed truly, yet perhaps as
they ought to be, we should answer just as Sopho-
cles did when he said that he depicted men as they
ought to be, Euripides as they are. But if he has 7
represented things neither truly nor as they ought to
be, we may answer that thus men say they are; e.g.,
as regards the gods, perhaps it were better not to
depict things 8o, nor are they so, but the poet chances

@ Reading Aéter, {§ xuplos dvduacw) # xal yAdrrass,

"“B'ﬁsding pipficaclu (opdas, fiuapre 8 &v 1¢ piphvaclas 37
advrapiar.
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to represent them as Xenophanes does: at any rate men
say they are so. Other things it were perhaps better
not so to represent;)but| so they jactually were, as in
the passage about the arms, ‘Their spears stood up-
right on the butt endf;” for thus they were then wout
to place them, as the Iilyrians still do.

8 (4) As to whether any one has spoken or acted
rightly or wrongly, we must consider the question by
looking not only to the word or act itself as good or
bad, but to the speaker or doer, observing to whom it
is said or done, when, for whom, or why; e.g. whether
to gain a greater good or escape a greater evil.

9 (5) Other problems we must solve by looking at the
lunguage. Thus, in the case of a strange term, olpjas
pév wparov8, the poet means perhaps not mules but
watchmen : in speaking of Dolon, *who was evil of
look®,’ he means not that he was deformed in body
but foul of visage, as the Cretans call a fair face ‘ good-
looking :’ by ‘make it strongeri’ he means not ‘un-
mixt’ wine, as for hard drinkers, but ¢ mixt quicker.’

10 (6) Another expression may be metaphorical, e.g.
‘g0 all gods and men slept through the night,” while
at the same time he says ‘ when indeed they looked on
the plain of Troy J, with the noise of flutes and pipesk,’
all being used metuphorically for many, as all is a
species of many : and so ‘only the Bear has no part
in Ocean’s bathl’ as the best known may be called
the only one,

11 (7)) Or we may solve objections by changing the
accent, a8 Hippias of Thasos did with 8i3ouer 8¢ oi %,
and 76 pév ob karamvberas Sufpe *:

12 (8) or the punctuation, as in Empedocles, ¢ Things
which before knew how to be immortal ™ quickly grew
mortal, and things, pure before, were mixt,’ or ¢ things
pure, before were mixt:’

13 (9) or by suggesting ambiguity: the words ¢ More
than two-thirds of the night are passed, and a third
part yet remains®’ might also mean ¢ More than half

f Iliad x. 152, s Ibid. i. 50. b Ibid. x. 316.
¥ Ibid. ix. 203.  J Ibid. x. 11.  * Ibid. 18, ! Ibid. xvii.
489 = Odyssey v. 275. = 46dvatr’ elvar, = Jliad x. 252.
1718 19 See Notes at end.
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the night is passed, two of its parts, and a third part
yet remains,’ the word more being ambiguous:

(10) or by reference 'to/thé custom of speech. Any- 14
thing drunk mixt we call wine, whence Ganymede is
said to ‘pour wine to Zeus®,’ though the gods do not
drink wineP: and workers in iron we call copper-
smiths, whence the poet says ¢The greave of fresh-
wrought tin?.” This too will be metaphorical.

(11) When a word seems to signify a contradiction, 15
we must consider in how many senses it might in this
place be significant, e.z. ‘There stopt the brazen
speard:’ in how many different senses it might ‘ there
be stayed®’ we may explain in this way or that, or-
as one may best think it was, contrariwise to what
Glaucon says, that ¢ people irrationally assume things 16
and conclude for themselves after passing judgment,
and raise objections as though the poet had said what
they think he ought to have said, if it contradict their
own idea.’ This has been the case with the history
of Icarius®: people suppose he was a Laconian, and
if so, it is absurd that Telemachus when he came to
Lacedeemon should not have met him: the truth per-
haps is as the Cephallenians say, who declare that
Odysseus married one of their pcople, and that the
name was Icadius not Icarius. The problem then
is probably due to an error.

(12) The poetically impossible should in general be 1
referred either (a) to expediency or (B8) to opiuion.
For (a) if it is impossible that people should be like
this, yet it is better to represent them as Zeux:s
painted them ®, because the ideal should excel: aud
(B) an impossible probability is poetically preferabie
to a possible impiobability (xxiv.10)*. The irratiinal
should be referred to what people say: we may ex-
plain either in this way, or that vccasionally the thiug
may not be irrational, for probably things will happen
even against probability (xviii. 6). Contradictions, as 18
we have explained them, we should view as in testing

o Tliad xx. 234. P But nectar. 9 Iliad xx. 270.
2021 238 24 See Notes at end.

[
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questions of words: Do we mean the same thing and
in reference to the|same|and in the same manner? So
that the poet himself should consider what it is in re-
ference to which he speaks, or whatever an intelligent

19 man assumes. The objection to irrationality and vice
is justified when one without any necessity exist-
ing employs the irrational (as Euripides in the case of
ZAgeusT) or the vicious (as in the case of Menelaus in
the Orestes).

20 Objections then are drawn from five classes: they
may be that the statement is either impossible, or ir-
rational, or dangerous, or contradictory, or contrary to
artistic correctness. The solutions may be deduced
from the fore-mentioned divisions, twelve in number.

928 One might question which is the superior, epic imi-
tation or tragic. For ‘if the less vulgar is the. su-
perior, and that addressed to a superior class of specta-
tors is always the superior, it is clear that the style
which imitates everything is very vulgar; for as
though people would not understand without exag-
geration, the performers employ much movement, e.g.
inferior flute-players whirl round if they have to imi-
tate quoit throwing, and pull the leader of the chorus

2if they be playing the Scylla (xv. 5). Such then is
Tragedy, and so the older actors thought of their suc-
cessors : Mynniscus called Callippides an ape on account
of his extravagances, and such was the character of Pin-
darus; and as these stand to their predecessors, so the
whole art stands to Epic. Epic then’ they say, *“is ad-
dressed to spectators of the better class, who have no
need of posturing, Tragedy to the base: if then Tra-
gedy is vulgar, it clearly must be the inferior.”

3 (1) Now in the first place the charge attaches not
to the poet’s art but to the actor’s, since it is possible

* In the Medea,
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to gesticulate too much in reciting epic poetry also, as
Sosistratus did, or, lyric, as Mnasitheus of Opus.

(2) Next, not all movement i3 to be condemned,
any more than all dancing, but only that of baser
artists: witness the fault found with Callippides and
now with others, as not imitating free-women.

(8) Further, Tragedy even without movement has
its effect, as Epic has, for we can appreciate it by
reading : if then in other respects it is superior to
Epic, movement cannot be essential to it.

(4) Next, it surpasses Epie in that it possesses all 4
that Epic possesses.—for it may even employ the epic
metre®,—and further (no small element) music and
decoratlon and it is by music that pleasure is most
sensibly produced.

(5) Next, whether read or acted it possesses clear-
ness.

(6) Further, it surpasses Epic by attaining the end 5
of imitation within a less compass; for the con-
densed is pleasanter than that which is spread over
a length of time, I mean e.g. if one were to make
the (Edipus Rex of Sophocles into a poem as long as
the Iliad. .

(7) Further, epic imitation is less truly one: wit. 6
ness the fact that out of any epic imitation several
tragedies may be made. So that, should we make but
one plot, it will either, if briefly expressed, appear
truncate, or, if we keep the compass of the proper
measuret, spun out. Otherwise the imitation will
lack unity ®; I mean e.g. if it be composed of several
actions, as the Iliad and Odyssey have many such
parts, in themselves of some length; and poems like
these are as perfectly arranged as possible, and so far
as possible are imitations of one action.

If then Tragedy excels Epic in all these points, and 7
further in attaining the object of art—for Iragedy

s'eg. Soph. Trach. 1009 8q.  ti.e. of Epic.  * Reading
(v 8¢ un, ob pla 9 plunois,) Aéyw 58 olov.
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should produce not any pleasure, but that laid down
(xiv. 8)—it plainly mustObe the superior, as attaining
its end better than Epic does.

8 On Tragedy then and Epic, with their kinds and
parts,—the puints in which each excels; the causes
of success or failure; objections and their solutions—
let this much suffice.



ADDITIONAL NOTES.

1 Adyor Yurol = Yuhoperpla II. 3, and xpwudvy Tvyxdvovoa go
together. Or, inserting &vdvupos before rvyxdvovoa, translate,
““By the use of words, prose or verse: ‘Epiec’ (in its etymo-
logical sense), whether it (if in verse) combine different metres,
or employ a single kind. ¢Epic’ has hitherto been without
a name; for (unless we extended the meaning of the term) we
could not give any common name to (1) the Mimes of Sophron
and Xenarchus and the Dialogues of Plato, nor use it if
(2) any one effected the imitation by means of iambics or ele-
giaos or the like . . . . or again (3) by mingling all metres
. « .. though we should still have to call him & poet.” The
connexion of thought is equally obscure with either transla-
tion.

2 uéros=apuevia above, cf. VI. 3: uérpov apparently =Advyos
in sect. 4.

3 Or “introduced one chief speaker.”

4 The words=o! uifot éx uupdy d¢ uéyaros éyévorro, kal %
AéLis éx yerolas oeuvh.

5 i.e. the embroidery sent by Philomela to Procne tells her
story.

8 i.e. wporoyos éreicddiov &odos xopucdév (or, according to
Vahlen, usbos &xrrois, utbos xexAeyuévos, xdfos, #6os).

7 Or, reading obdty fows (opelav) r¢ utéy, “ Two tragedies
perhaps not at all alike in plot may be called the same, i.e.
those in which the same complication and solution appear.’

8 As opposed to 3urA%j odoraos, xiii. 7, with a different end
for good and bad.

? Vahlen translates ¢ attain their object wonderfully well.’

10 Supplying rois uéper: rijs diavoias.

1t The words = mpooribéacs {1 uerapopg Tovro) wpds § darww
{éx€ivo) av® ob Aéyer {thv peragopdv). Thus Odyssey xi. 125,
dpiTud Td Te NTEPE ¥UOl wéAovtal, 10 dperua (the simple word,



