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PREFACE TO THE SECOND EDITION

THE following Text and Translation of the Poetics
form part of the volume entitled Aristotle’s Theory
of Poetry and Fine Art, second edition (Macmillan
and Co., 1898). In this edition the Critical Notes
are enlarged, and the Translation has been care-
fully revised. The improvements in the Translation
are largely due to the invaluable aid I have received
from my friend and éolleague, Professor W. R.
Hardie. To him I would express my warmest
thanks, and also to another friend, Professor
Tyrrell, who has most kindly read through the
proof - sheets, and talked over and elucidated
various questions of interpretation and criticism.
In making use of the mass of critical material
which has appeared in recent years, especially in
Germany, I have found it necessary to observe a
strict principle of selection, my aim still being
to keep the notes within limited compass. They
are not intended to form a complete Apparatus
Criticus, still less to do duty for a commentary.

I trust, however, that no variant or conjectural
v
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vi THE POETICS OF ARISTOTLE

emendation of much importance has been over-
looked.

In the first edition I admitted into the text
conjectural emendations of my own in the following
passages :—iil. 3: xix. 3: xxiil. 1: xxiv. 10:
xxv. 4: xxv. 14: xxv. 16. Of these, one or two
appear to have carried general conviction (in
particular, xxiii. 1): two are now withdrawn,—
1i. 3 and xxv. 14, the latter in favour of <ofovoiw>
(Tucker).

In the first edition, moreover, I bracketed, in
a certain number of passages, words which I
regarded as glosses that had crept into the text,
viz. :—iil. 1: vi. 18: xvii. 1: xvil. 5. In vi. 18
I now give Gomperz’s correction tév Aeyouévwr, for
the bracketed words rév udv Mywr of the MSS.,
and in xvii. 5 Bywater’s conjecture &r: adrés for
[rwas adrés).

There remains a conjecture which I previously
relegated to the notes, but which I now
take into the text with some confidence. It
has had the good fortune to win the approval of
many scholars, including the distinguished names
of Professor Susemihl and Professor Tyrrell I
refer to od (otire MSS.) 7d tvydvra évépara in
ix. 5. 1451 b 18, where the Arabic has ‘names
not given at random.’ For the copyist’s error
cf. ix. 2. 1451 a 86, where A° has ofirw, though
od 7o rightly appears in the ‘apographa’: and for
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a similar omission of o) in A° cf. vi. 12. 1450 a 29,
ot moujoer 8 Hy Tis Tpaypdlas Epyov, the indispensable
negative being added in ‘apographa’ and found
in the Arabic. The emendation not only gives a
natural instead of a strained sense to the words
T& TUuyévTa vépata, but also fits in better with
the general context, as I have argued in Arustotle’s
Theory of Poetry, ete. (ed. 3 pp. 375-8).

Another conjecture of my own I have ventured
to admit into the text. In the much disputed
passage, vi. 8. 1450 a 12, I read <mwdvies> ds elmeiv
for odx oNiyor adrdv ds elmeiv of the MSS., follow-
ing the guidance of Diels and of the Arabic. I
regard odx oAlyor adrav as a gloss which displaced
part of the original phrase (see Critical Notes). As
a parallel case I have adduced Rhet. i. 1. 1354 a
12, where odd& s elmeiv, the reading in the
margin of A° ought, I think, to be substituted in
the text for the accepted reading ériyov. The
word éMlyor is a natural gloss on odd&v &5 elmeiv,
but not 80 0ddév ds elmreiv on GAinyov.

In two other difficult passages the Rhetoric
may again be summoned to our aid. In xvii. 1.
1455 a 27 I have (as in the first edition) bracketed
Tov fearijv, the object to be supplied with érdvbaver
being, as I take it, the poet, not the audience.
This I have now illustrated by another gloss of
a precisely similar kind in Rhet. i. 2. 1358 a 8,
where Aavfdvovaiv Te [Tods dxpoards] has long been
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recognised as the true reading, the suppressed
object being not the audience but the rhetoricians.

Once more, in xxiv. 9. 1460 a 23, where A°
gives the meaningless &\xov 8, I read (as in the
first edition) 4N’ 008, following the reviser of A°.
This reading, which was accepted long ago by
Vettori, has been strangely set aside by the chief
modern editors, who either adopt a variant d&\)o
8¢ or resort to conjecture, with the result that
mpocfeivar at the end of the sentence is forced into
impossible meanings. A passage in the Rhetoric,
1. 2. 1857 a 17 ff., appears to me to determine the
question conclusively in favour of 4a\ od8¢ . . .
dvdrykn . . . wpooleivar., The passage runs thus:
édv wap 7 T ToUTwY qudpipov, o0dé Sei Néyew: alrds
yap Tobro wpoorifnaw o dxpoatis, olov 8Ti Awpieds
arepaviTny dydva veviknkev, ixavov elmely 8te "ONdumia
wap veviknkev, 16 & &7i orepavirys Ta ‘'ONdumia, oddé
3¢l mpoafeivar: yryviarovas yap mwdvres. The general
idea is closely parallel to our passage of the Poetics,
and the expression of it similar even to the word
098¢ (where the bare of might have been expected)
in the duplicated phrase od8¢ 8¢t Néyew, od8é et
mpocbeivac. One difficulty still remains. The sub-
ject to elvar 4 yevéofar is omitted. To supply it
in thought is not, perhaps, impossible, but it is
exceedingly harsh, and I have accordingly in this
edition accepted Professor Tucker’s conjecture,

dvdrykn <kdxeivo> elvas 1) yevéobar.
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The two conjectures of my own above mentioned
are based on or corroborated by the Arabic. I
ought to add, that in the Text and Critical Notes
generally I have made a freer use than before of
the Arabic version (concerning which see p. 4).
But it must be remembered that only detached
passages, literally rendered into Latin in Professor
Margoliouth’s Analecta Orientalia (D. Nutt 1887),
are as yet accessible to those like myself who are
not Arabic scholars; and that even if the whole
were before us in a literal translation, it could not
safely be used by any one unfamiliar with Syriac
and Arabic, save with the utmost caution and
subject to the advice of experts. Of the precise
value of this version for the criticism of the
text, no final estimate can yet be made. But it
seems clear that in several passages it carries us
back to a Greek original earlier than any of our
existing MSS. Two striking instances may here
be noted :—

(1) i. 6-7. 1447 a 29 ff., where the Arabic
confirms Ueberweg’s excision of émomoila and the
insertion of dvdvupos before ruvyydvovea, accord-
ing to the brilliant conjecture of Bernays (see
Margoliouth, Analecta Orientalia, p. 47).

(2) xxi. 1. 1457 a 36, where for peyahiwrdv of
the MSS. Diels has, by the aid of the Arabic,
restored the word Maccahwrdv, and added a most
ingenious and convincing explanation of ‘Eppoxai-
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xofavfos (see Critical Notes). This emendation
is introduced for the first time into the present
edition. Professor Margoliouth tells me that
Diels’ restoration of émevEduevos in this passage is
confirmed by the fact that the same word is
employed in the Arabic of Aristotle’s Rhetoric
to render e¥yesfas.

Another result of great importance has been
established. In some fifty instances where the
Arabic points to a Greek original diverging from
the text of A°, it confirms the reading found in
one or other of the ‘apographa,’ or conjectures
made either at the time of the Renaissance or in
a more recent -period. It would be too long to
enumerate the passages here ; they will be found
noted as they occur. In most of these examples
the reading attested by the Arabic commands our
undoubting assent. It is, therefore, no longer
possible to concede to A° the unique authority
claimed for it by Vahlen.

I have consulted by the side of Professor
Margoliouth’s book various criticisms of it, e.g. by
Susemihl in Berl. Phil. Wochenschr. 1891, p. 1546,
and by Diels in Sitzungsber. der Berl. Akad.
1888, p. 49. But I have also enjoyed the special
benefit of private communication with Professor
Margoliouth himself upon a number of difficulties
not dealt with in his Analecta Orientalia. He has
most generously put his learning at my disposal,
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and furnished me, where it was possible to do so,
with a literal translation. In some instances the
Arabic is itself obscure, and throws no light on
the difficulty; frequently, however, I have been
enabled to indicate in the notes whether the exist-
ing text is supported by the Arabic or not.

In the following passages I have in this edition
adopted emendations which are suggested or con-
firmed by the Arabic, but which did not find a’
place in the first edition :—

ii. 3. 1448 a 15, dowep oi Tos?

vi. 7. 1450 a 17, <6 8¢ Bios>, omitting xal edbaipovias
xal 1) ebdapovia of the MSS.

xi. 6. 1462 b 10, [rotrov 8 . . . elpyrac]

xviil. 6. 1456 a 24, <kal> eixds?

xx. 5. 1456 b 35, <odk> évev?

xxi. 1. 1457 a 34, [xal dofjpov]. The literal trans-
lation of the Arabic is ‘and of this some is
compounded of significant and insignificant,
only not in so far as it is significant in the
noun’

xxi. 1. 1457 a 36, Maocoalwrdv (see above, p. ix.)
xxv. 17. 1461 b 12, <kal lows ddivarov>

I hesitate to add to this list of corroborated
conjectures that of Dacier, now admitted into the
text of xxiii. 1. 1459 a 21, xal puy opolas ioTopiass
Tas awbéoes, for rxal uiy opolas icropias Tas cumibers

1 In ed. 3 I simply give the MSS, reading in the text, domep
tyast.
‘2 In ed. 3 the words here added are omitted in the text.
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of the MS8. The Arabic, as I learn from Professor
Margoliouth, is literally ‘and in so far as he does
not introduce (or, there do not enter) into these
compositions stories which resemble.’” This version
appears to deviate both from our text and from
Dacier’s conjecture. There is nothing here to
correspond to oumjfess of the MSS. ; on the other
hand, though owfésers may in some form have
appeared in the Greek original, it is not easy to
reconstruct the text which the translation implies.
Another conjecture, communicated privately to
me by Mr. T. M‘Vey, well deserves mention. It
involves the simpler change of duolas to olas. The
sense then is, ‘and must not be like the ordinary
histories’; the demonstr. Tocodrovs being sunk in
olas, 80 that ola: {agToplar ai ouvvifes becomes by
attraction, ofas {aroplas Tas aumjbess.

I subjoin a few other notes derived from corre-
spondence with Professor Margoliouth :—

() Passages where the Arabic confirms the
reading of the MSS. as against proposed emenda-
tion :—

iv. 14. 1449 a 27, écBaivovres Tiis Aextixils dppovias:
Arabic, ‘when we depart from dialectic com-

position.” (The meaning, however, is obviously
misunderstood.)

vi. 18. 1450 b 13, rdv pev Adyov: Arabic, ‘of the
speech.” The uév is not represented, but, owing
to the Syriac form of that particle being identical
with the Syriac for the prepesition ‘of,’ it was
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likely to be omitted here by the translator or
copyist.

xviii. 1. 1455 b 25. The Arabic agrees with the
MSS. as to the position of woAAdkes, ‘as for
things which are from without and certain things
from within sometimes.’

xviii. 5. 1456 a 19, xal & Tols drhols wpdypaos: Arabic,
‘and in the simple matters.’

xix. 2. 1456 a 38, rd wdfy) mapaogxevdfev: Arabic,’
‘to prepare the sufferings.’

More doubtful is xvii. 2. 1455 a 30, awd Tis adris
¢loews : Arabic, ‘in one and the same nature.’
The Arabic mode of translation is not decisive as
between the MSS. reading and the conjecture 4=’
avrijs s ¢ioews, but rather favours the former.
(b) Passages where the conjectural omission of
words is apparently supported by the Arabic :—

ix. 9. 1451 b 31, ofa &v eikds yevéofar kal Svvard yevé
ofac: Arabic, ‘there is nothing to prevent the
condition of some things being therein like those
which are supposed to be.” But we can hardly
say with certainty which of the two phrases the
Arabic represents.

xvi. 4. 1454 b 31, olov 'Opéorys & 1y ’Idryeveln
dveyvdpwev 3ru 'Opéorns: Arabic, ‘as in that
which is called Iphigenia, and that is whereby
Iphigenia argued that it was Orestes’ This
seems to point to the omission of the first
’Opéorrys.t

1 Vahlen (Hermencutische Bemerkungen zu Aristoteles’ Poetik ii.
1898, pp. 3—4) maintains that the inference drawn from the Arabic
is doubtful, and he adds strong objections on other grounds to Diel¢’
excision of the first ’Opéorys.
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In neither of these passages, however, have I
altered the MSS. reading.
(c) Passages on which the Arabic throws no
light .:—
i 9. 1447 b 22. The only point of interest that
. emerges is that in the Arabic rendering (‘of all

the metres we ought to call him poet’) there is
no trace of xai, which is found alike in A° and

the ‘apographa.’
x. 3. 1452 a 20. The words yiyvecfa: Taira are
simply omitted in the Arabic.

xxv. 18. 1461 b 18, dore xal avrdv MSS. The line
containing these words is not represented in the
Arabic.

xxv. 19. 1461 b 19, drav pa) dvdyxys odoys pndiv . .
The words in the Arabic are partly obliterated,
partly corrupt.

In conclusion, I desire to acknowledge my
obligations to friends, such as Mr. B. Bosanquet -
(whose History of Aesthetic ought to be in the hands
of all students of the subject), Dr. A. W. Verrall,
Mr. W. J. Courthope, Mr. A. O. Prickard, and Rev.
Dr. Lock, who have written me notes on particular
points, and to many reviewers by whose criticism I
have profited. In a special sense I am indebted to
Professor Susemihl for his review of my first edition
in the Berl. Phil. Wochenschr., 28th September
1895, as well as for the instruction derived from his
numerous articles on the Poetics, extending over
many years in Bursian’s Jahresbericht and else-
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where. Among other reviewers to whom I feel
grateful, I would mention Mr. Herbert Richards
in the Classical Review, May 1895; Mr. R. P.
Hardie in Mwnd, vol. iv. No. 15; and the authors
of the unsigned articles in the Saturday Review,
2nd March 1895, and the Oxford Magazine, 12th
June 1895.

To Messrs. R. & R. Clark’s Reader I would once
again express no merely formal thanks.

EDINBURGH, November 1897.
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In the revision of the Text and the Critical Notes
I have had the advantage of consulting two new
editions, based on very different principles, those of
Professor Bywater and Professor Tucker, from both
of which I have derived assistance. In Professor
Bywater’s edition I have noted the following passages
in which manuscript authority (Parisinus 2038) is
cited for readings which hitherto have been given
as conjectural :—i. 4. 1447 a 21; xi. 5. 1452 b 3
and 4; xv. 1. 1454 a 19; xviii. 1. 1455 b 32;
xxil. 7. 1458 b 20 and 29; xxiv. 8. 1460 a 13;
xxv. 4. 1460 b 19; xxv. 16. 1461 b 3 and 17,
1461 b 13; xxvi. 3. 1462 a 5; xxvi. 6, 1462 b 6.
I am also indebted to Professor Bywater’s text
for several improvements in punctuation. Most
of his important emendations had appeared before
the publication of my earlier editions, and had
already found a place in the text or in the
notes. '

I now append the chief passages in which the

Vil
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text of this edition differs from that of the
last :—

vil. 6. 1451 a 9. Here I keep the reading of the
MSS., domep more kal dAdoré ¢aow. Schmidt’s
correction eidfacww for ¢aciv seemed at first
sight to be confirmed by the Arabic, but, as
Vahlen argues (Hermeneutische Bemerkungen zu
Aristoteles’ Poetik, 1897), this is doubtful, and
—a more fundamental objection—the question
arises whether the correction can, after all, con-
vey the sense intended. Can the words as
emended refer to a known practice in present
time, ‘as is the custom on certain other occasions
also,” i.e. in certain other contests, the dyaves of
the law-courts being thus suggested? As to
this I have always had misgivings. Further
observation has convinced me that woré kal &A\Aore
can only mean ‘at some other time also,’
in an indefinite past or future. With ¢aciy
(sc. dywvicaorfa:) the reference must be to the
past. This lands us in a serious difficulty, for
the use of the xAeyiSpa in regulating dramatic
representations is otherwise unheard of. Still
it iz conceivable that a report of some such
old local custom had reached the ears of Aristotle,
and that he introduces it in a parenthesis with
the ¢aciv of mere hearsay.

ix. 7. 1451 b 21. I accept Welcker'’s ’Avfet for
dvBee. Professor Bywater is, I think, the first
editor who has admitted this conjecture into
the text.

xvii. 5. 14556 b 22. I restore the MSS. reading
dvayvwpioas Twds, which has been given up by
almost all editors, even the most conservative.
Hitherto a parallel was wanting for the required
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meaning, ‘ having made certain persons acquainted
with him,’ ‘having caused them to recognise
him.’ But Vahlen (Herm. Bemerk. 1898) has,
if I am not mistaken, established beyond question
this rare and idiomatic use of the verb by a
reference to Diodorus Siculus iv. 59. 6, and by
the corresponding use of yvwpi{w in Plut. Vit
Thes. ch. xii.

xix. 3. 1456 b 8. For 8¢ of the MSS. I now read
4 8udvowa. (Previously I had accepted Tyrwhitt’s
correction 78y & 8¢z.) This conjecture was first
made by Spengel, and strong arguments in its
favour have recently been urged by V. Wrébel
in a pamphlet in which this passage is discussed
(Leopoli 1900). .

xxv. 6. 1458 b 12. For pérpov 1 now read pérpiov
with Spengel.  (So also Bywater.) Is it possible
that in xxvi. 6. 1462 b 7 we should similarly
read 79 Tob perplov (pérpov codd.) mixer, ‘a fair
standard of length’?

In xiv. 8-9. 1454 a 2-4 a much vexed question
is, I am disposed to think, cleared up by a simple
alteration proposed by Neidhardt, who in a 2 reads
kpdriorov for delrepov, and in a 4 Selrepov for
xpdriorov. 'This change, however, I have not intro-
duced into the text.

The Arabic version once more throws interesting
light on a disputed reading. In xvii. 2. écoraricol
instead of éferasrirol is a conjecture supported by
one manuscript. In confirmation of this reading,
which has always seemed to me correct, I extract
the following note by Professor Margoliouth (Class.
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Rev. 1901, vol. xv. 54) :—* Professor Butcher .
informed me that a continental scholar had asserted
that the Arabic read éxoraricol for éferacrirol in
this passage. I had been unable to satisfy myself
about the Arabic word intended by the writer of
the Paris MS., and therefore could not confirm
this; but I must regret my want of perspicacity,
for I have now no doubt that the word intended is
‘ajabiyyina, which is vulgar Arabic for ‘ buffoons,”
literally “men of wonder.” The Syriac translated
by this word will almost certainly have been
mathh'rdné, a literal translation of éxoratixol,
which the Syriac translator probably thought
meant “men who produce ecstasies.” The verb
étloracfas is not unfrequently rendered by the
Syriac verb whence this word is derived.’

In a few other passages the Critical Notes or
Translation contain new matter; e.g. ix. 8. 1451
b 23; xvi. 7. 1455 a 14; xxiv. 10. 1460 b 1;
xxvi. 6. 1462 b 7. .

I cannot in concluding omit a word of cordial
thanks to Messrs. R. & R. Clark’s accomplished
Reader.

EDINBURGH, Ocfober 1902.
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ARISTOTLE’S POETICS
ANALYSIS OF CONTENTS

I. ‘Imitation’ (ulunoes) the common principle of the Arts of Poetry,
Musie, Dancing, Painting, and Sculpture. These Arts dis-
tinguished according to the Medium or material Vehicle, the
Objects, and the Manner of Imitation. The Medium of

—-. Imitation is Rhythm, Language, and ‘ Harmony’ (or Melody),

) taken singly or combined.

II. The Objects of Imitation.

Higher or lower types are represented in all the Imitative
Arts. In Poetry this is the basis of the distinction between
Tragedy and Comedy.

III. The Manner of Imitation.
Poetry may be in form either dramatic narrative, pure
narrative (including lyric poetry), or pure drama. A
-, digression follows on the name and original home of the
\ Drama.
IV. "Fhe Origin and Development of Poetry.

Psychologically, Poetry may be traced to two causes, the
instinct of Imitation, and the instinct of ‘Harmony’ and
Rhythm.

Historically viewed, Poetry diverged early in two directions:
traces of this twofold tendency are found in the Homeric poems:
“Tragedy and Comedy exhibit the distinction in a developed

formp. X
/l %Ee Successive steps in the history of Tragedy are enumer-
ated.

V. Definition of the Ludicrous (76 vyehoior), and a brief sketch of the
rise of Comedy. Points of comparison between Epic Poetry
and Tragedy. (The chapter is fragmentary.)

B
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VI . Definition of Tragedy. Six elements in Trngedy three external,
/ { —namely, Spectacular Presentment (6 rjs 8yews xbopos or 8yus),
\/ 1 Lyrical Song (uelowoua), Diction (Aéis); three internal,—
namely, Plot (ufos), Character (#6os), and Thought (dudvoa).
Plot, or the representation of the action, is of primary xmport4
ance ; Character and Thought come next in order.

VII. The Plot must be a Whole, complete in itself, and of adequate
magnitude.
VIII. The Plot must be a Unity. Unity of Plot consists not in Unity
of Hero, but in Unity of Action.
The parts must be organically connected.

IX. (Plot continued.) Dramatic Unity can be attained only by the
observance of Poetic as distinct from Historic Truth ; for
Poetry is an expression of the Universal, History of the Par-
ticular. The rule of probable or necessary sequence as applied

to the incidents. Certain plots condemned for want of Unity.
. The best Tragic effects depend on the combination of the
-Inevitable and the Unexpected.

X. (Plot contmued) Definitions of Simple (d#w\of) and Complex
(wemheyuévo) Plots.

XI. (Plot continued.) Reversal of Intention (repuréreia), Recognition
(dvayvdpious), and Tragic or disastrous Incident (wdfos) defined
and explained.

XII. The ‘quantitative parts’ (uépy xard 70 wooév) of. Tragedy. de-
fined :—Prologue, Episode, etc. (Probably an interpolation. )

XIIL (Plot continued.) What constitutes Tragic Action. The
change of fortune and the character of the hero as requisite
to an idea_l Tragedy. The unhappy ending more truly tragic
than the ‘poetic justice’ which is in favour with a popular
a.udxence, and belongs rather to Comedy.

XIV. (Plot contmued) "The tra.glc emotions of pity and fear should
spring out of the Plot itself. To produce them by Scenery or
Spectacular effect is entirely against the spirit of Tragedy.
Examples of Tragic Incidents designed to heighten the

, emotlonal eﬂ'ect.

XV.! The element of Chara,cter (as the manifestation of moral purpose)
" in Tragedy. Requisites of ethical portraiture. The rule of

' necessity or probability applicable to Character as to Plot.
The ‘Deus ex Machina’ (a passage out of place here). How

i Character is idealised. '

XVI. (Plot continued.) Recognition : its various kinds, wit.h‘examples‘.l
XVII. Practical rules for the Tragic Poet :
(1) To place the scene before his eyes, and to act the
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parts himself in order to enter into vivid sympathy with the
dramatis personae.

(2) To sketch the bare outline of the action before proceed- -
ing to fill in the episodes.

The Episodes of Tragedy are here incidentally contrasted
with those of Epic Poetry.

Further rules for the Tragic Poet :

(1) To be careful about the Complication (déots) and Dé-
nouement (Nbois) of the Plot, especially the Dénouement.

(2) To unite, if possible, varied forms of poetic excellence.

(3) Not to overcharge a Tragedy with details appropriate
to Epic Poetry. ,

(4) To make the Choral Odes—like the Dialogue—an organic
part of the whole.

Thoﬁght (dudva), or the Intellectnal element, and Diction in
. Tragedy.
Thought is revealed in the dramatic speeches composed
. according to the rules of Rhetoric.
Diction falls largely within the domain of the Art of
Delivery, rather than of Poetry.

Diction, or Language in general. An analysis of the parts of
speech, and other grammatical details. (Probably interpolated.)

Poetic Diction. The wor d modes of speech admissible
in Poetry : including Métapbbor, in particular.

A passage—probably interpolated—on the Gender of Nouns,

(Poetic Diction continued.) How Poetry combines elevation of
language with perspicuity.

Epic Poetry. It agrees with Tragedy in Unity of Action : herein
contrasted with History. .

(Epic Poetry continued.) Further points of agreement with
Tragedy. The points of difference are enumerated and illus-
trated,—namely, (1) the length of the poem; (2) the metre ;
(3) the art of imparting a plausible air to incredible fiction.

Critical Objections brought against Poetry, and the principles on
which they are to be answered. In particular, an elucidation
of the meaning of Poetic Truth, and its difference from common
reality. .

A general estimate of the comparative worth of Epic Poetry and
Tragedy. The alleged defects of Tragedy are not essential to it.
Its positive merits entitle it to the higher rank of the two.



ABBREVIATIONS IN THE CRITICAL NOTES

Ac=

apogr. =
Arabs =

Ald. =

Vahlen =

Vahlen coni. =

the Parisian manuscript (1741) of the 1lth
century : generally, but perhaps too con-
fidently, supposed to be the archetype from
which all other extant MSS. directly or in-
directly are derived.

one or more of the MSS. other than A

the Arabic version of the Poetics (Paris 882 A),
of the middle of the 10th century, a version
independent of our extant MSS. It is mnot
directly taken from the Greek, but is a trans-
lation of a Syriac version of the Poetics by an
unknown author, now lost. (The quotations
in the critical notes are from the literal Latin
translation of the Arabic, as given in Mar-
goliouth’s Analecta Orientalia.)

the Greek manuscript, far older than A°¢ and no
longer extant, which was used by the Syriac
translator. (This symbol already employed
by Susemihl I have taken for the sake of
brevity.) It must be remembered, therefore,
that the readings ascribed to 2 are those which
we wnfer to have existed in the Greek exemplar,
from which the Syriac translation was made.

the Aldine edition of Rhetores Graeci, published
in 1508.

Vahlen’s text of the Poetics Ed. 3.
a conjecture of Vahlen, not admitted by him into
the text.

words with manuscript authority (including A¢),
which should be deleted from the text.

a conjectural supplement to the text.
a lacuna in the text.

words which are corrupt and have not been satis-
factorily restored.
4
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ARISTOTLE’S POETICS

I 1 propose to treat of Poetry in itself and of its various -

W72 kinds, noting the essential quality of each ;/ to ‘inquire
into the structure of the plot as requisite to a good poem ;
into the number and nature of the parts of which a
poem is composed ; and similarly into whatever else falls
within the same inquiry. Following, then, the order of
pature,' let us begin with the principles which come.
first.

Epic poetry and Tragedy, Comedy also and Dithyrambic 2
poetry, and the music of the flute and of the lyre in
most of their forms, are all in their general conception
?}QQQQ.,.Qf.iminaﬁon.( They .differ, however, from oneg »:

mEWN T

<

another in three respects,—the medium, the objects, the 32
manner or mode of imitation, being in each case -
distinet. ) ‘
For as there are persons who, by conscious art or4 » :n mp
mere habit, imitate and represent various objects through

the medium of colour and form, or again by the voice;
so in the| arts above mentioned, taken as a whole, the
imitation is produced by ;Wmlg&ggggg& or ‘ harmony,’
either singly or combined. ' ,

: 7
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ARISTOTLE'S POETICS 1. 4—9 9

Thus in the music of the flute and of the lyre,
‘harmony’ and rhythm alone are employed; also in
other arts, such as that of the shepherd’s pipe, which
are essentially similar to these. In dancing, rhythm 5
alone is used without ‘harmony’; for even dancing
imitates character, emotion, and action, by rhythmical
movement.

There is another art which imitates by means of 6 =
langunage alone, and_that either in prose or verse—which

14471 Verse, again, may either combine different metres or con-
gist of but one kind—but this has hitherto been without
a name. For there is no common term we could apply to 7
the mimes of Sophron and Xenarchus and the Socratic -
dialogues on the one hand; and, on the other, to
poetic imitations in iambic, elegiac, or any similar
metre. People do, indeed, add the word ‘maker’ or
‘poet’ to the name of the metre, and speak of elegiac .
poets, or epic (that is, hexameter) poets, as if it were‘ not
the imitation that makes the poet,":ih‘lt the verse that
entitles them all indiscriminately to the name. Even 8
when a treatise on medicine or natural science is brought
out in verse, the name of poet is by custom given to the:
author; and yet Homer and Empedocles have nothing in
common but the metre, so that it would be right to
call the one poet, the other physicist rather than poet.
On the same principle, even if a writer in his poetic 9
imitation were to combine all metres, as Chaeremon did

in his Centaur, which is a medley composed of metres
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of all kinds, we should bring him too under the general
term poet. So much then for these distinctions.
( There are, again, some arts which employ all the 10

means above mentioned,—namely, rhythm, tune and
metre.) Such are Dithyrambic and Nomic_poetry, and ~ -
also Tragedy and Comedy; but between them the
difference is, that in the first two cases these means
are all employed in combination, in the latter, now one
means is employed, now another.

Such, then, are the differences of the arts with respect R
to the medium of imitation. : AET U 7

Since the objects of imitation are men in action, and , - .,

these men must be either of a higher or a lower type -....
(for moral character mainly answers to these divisions,
goodness and badness being the distinguishing marks
of moral differences), it follows that we must represent |
men either as better than in real life, or as worse, or ’..,
as they are. It is the same in painting. Polygnotus 1
depicted men as nobler than they are, Pauson as less
noble, Dionysius drew them true to life. 7

Now it is evident that each of the modes of imitation 2
above mentioned will exhibit these differences, and be-
come a distinet kind in imitating objects that are thus
distinct. - Such diversities may be found even in dancing, 3
flute-playing, and lyre-playing. So again in language,
whether prose or verse unaccompanied by music. Homer,
for example, makes men better than they are; Cleophon
as they are; Hegemon the Thasian, the inventor of
parodies, and Nicochares, the author of the Deiliad, worse
than they are. The same thing holds good of Dithyrambs 4
and Nomes ; here too one may portray different types, as

3
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Timotheus and Philoxenus differed in representing their
Cyclopes. The same distinction marks off Tragedy from | —
Comedy; for Comedy aims at representing men as worse, | __
Tragedy as better than in actual life. -

III  There is still a third diﬁ_’éence—the manner in which > A
each of these objects.may be imitated. For the medium ™ *
being the same, and the objects the same, the poet may
imitate by narration—in which case he can either take pawst=

~ - another personality as Homer does, or speak in his own

person, unchanged—or he may present all his characters
as living and moving before us.

( These, then, as we said at the beginning, are the 2
three differences which distinguish artistic imitation,—

@e medium, the objects, and the manner]) So that from

one point of view, Sophocles is an imitator of the same
kind as Homer—for both imitate higher types of '
character ; from another point of view, of the same kind ,™
a8 Aristophanes—for both imitate persons acting and
doing. Hence, some say, the name of ‘drama’is given s

to such poems, as representing action. For the same e
reason the Dorians claim the invention both of Tragedy (s -,
and Comedy. The claim to Comedy is put forward by

the Megarians,—not only by those of Greece proper, who -

allege that it originated under their democracy, but also by

the Megarians of Sicily, for the poet Epicharmus, who is

much earlier than Chionides and Magnes, belonged to that

country. Tragedy too is claimed by certain Dorians of -~

the Peloponnese. In each case they appeal to the
_evidence of language. Villages, they say, are by them

called xdpas, by the Athenians 'o:i;:oa: and they assume —

that Comedians were so named not from /mll._cgew, ‘to -

3
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revel,” but because they wandered from village to village , -
(xata rwopas), being excluded contemptuously from the
wsp city. They add also that the Dorian word for doing’
is é‘e_{iv, and the Athenian, reir?-ew.
This may suffice as to the number and nature of the 4
various modes of imitation.

IV S Poetry in general seems to have sprung from two.
causes, each of them lying deep in our nature. First, the 2
instinct of imitation is implanted in man from childhood, ™~
one difference between him and other animals being that
he is the most imitative of living creatures ; and through _.
imitation he learns his earliest lessons; and no less
universal s the pleasure felt in things imitated. Wes
‘have evidence of this in the facts of experience. _
Objects which in themselves we&%{és;‘l\ with pain Any iy

jec A p}‘,wep UK
delight to contemplate when reproduced with minute '
fidelity : such as the forms of the most ignoble animals

and of dead bodies. The cause of this again is, that to 4
.learn gives the liveliest pleasure, not only to philasophers ™

—

““but to men in general; whose capacity, however, of
learning is more limited. Thus the reason why men 5 7»
enjoy seeing a likeness is, that in contemplating it they
find themselves learning or inferring, and saying perhaps,
‘A_{hlih%’_imé For if you happen not to have seen
the original, the pleasure will be due not to the imitation __
as such, but to the execution, the colouring, or some such
other cause. e

Imitation, then, is one instinet! of our nature. Next, e} —
there is the instinct for ‘harmonlj and rhythm, metres Loy e
being manifestly sections of rhythm. Persons, therefore, :

starting with this natural gift developed by degrees their

w—
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special aptitudes, till their rude improvisations gave birth
to Poetry.

: Poetry now diverged in two directions, according to 7
the individual character of the writers. The graver
spirits _imitated noble _acti i f — pC
good men. The more trivial sort imitated the actions
of meaner persons, at first composing satires, as F
the former did hymns to the gods and the praises of
famous men. A poem of the satirical kind cannot s
indeed be put down to any author earlier than Homer;
though many such writers probably there were. But:
from Homer onward, instances can be cited,—his own
Margites, for example, and other similar compositions.

The aggxppgmte—«mebre was also here introduced; hence .
the measure is still called the iambic or lampooning & /
measure, being that in which people lampooned one
another. Thus the older poets were distinguished as9
writers of heroic or of lampooning verse.

As, in the serious style, Homer is pre-eminent among
poets, for he alone combined dramatic form with
excellence of imitation, so he too first laid down the
main lines of Comedy, by dramatising the ludicrous
instead of wntmcr personal satire. His Margltes ‘bears

1449 a the same relation to Comedy that the Iliad and Odyssey
do to Tragedy. But when Tragedy and Comedy came 10
to light, the two classes of poets still followed their
natural bent: the lampooners became writers of Comedy,
and (the Epic poets were succeeded by Tragedians, ..
since the drama was a larger and hlgher form of
art

Whether Tragedy has as yet perfected its proper 11
c
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types or not; and whether it is to be judged in itself, or

in relation also to the audience,—this raises another

'question. Be that as it may, Tragedy—as also Comedy 12

—was at first mere improvisation. The one originated -——“©

with the leaders of the Dithyramb, the other with those

of the phallic . songs which are still in use in many of ! Lave

our cities. Tragedy advanced by slow degrees; each

new element that showed itself was in turn developed.

Having passed through many changes, it found its natural

form, and there it SFOEPEd’ "‘m o /
Aeschylus first introduced a second actor; he dimin- 1? - o

ished the importance of the Chorus, and assigned the : -
leading part to the dialogue. /Sophocles raised the number | i’
of actors to three, and added scene-painting?) Moreover, 14

it was not till late that the short plot was discarded for

-

) -~ &5 Q
one of greater compass, and the grotesque diction of the ~ A(s:;i, ms
earlier satyric form for the stately manner of Tragedy. (ees, &

QRLERRD

The iambic measure then replaced the trochaic tetrameter,
which was originally employed when the poetry was of \
the satyric order, and had' greater affinities with dancing.
Once dialogue had come in, Nature herself discovered the
appropriate measure. For the iambic is, of all measures, -
the most colloquial : we see it in the fact that con-
versational speech runs into iambic form more frequently
than into any other kind of verse; rarely into hexa-
meters, and only when we drop the colloquial in-
tonation. The additions to the number of ‘episodes’ or |
acts, and the other improvements of which tradition
tells, must be taken as already described; for to discuss
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them in detail would, doubtless, be a large under- 15
taking.

A\ i Comedy is, as we have said, an imitation of characters “®A%%{
of a lower type,—not, however, in the full sense of the
word bad, the Ludicrous being merely a subdivision of
the ugly. It consists in some defect or ugliness which
is not pa&;ﬁﬂ or destructive. To take an obvious |, .y
example, the comic mask is ugly and distorted, but does
not imply pain.
The successive changes through which Tragedy passed, 2
/and the authors of these changes, are well known, whereas
(Comedy has had no history, because it was not at first
19 b treated seriously. It was late before the Archon granted <
a comic chorus to a poet; the performers were till then
voluntary. Comedy had already taken definite shape
when comic poets, distinctively so called, are heard of.
Who introduced masks, or prologues, or increased the s
number of actors,—these and other similar details re-
main unknown. As for the }io_t‘ it came originally from = ¢L¢7
Si~ci_l_y; but of Athenian writers ng.ges was the first who, {aan
abandoning the ‘iambic’ or lampooning form, generalised
his themes and plots.
—_— Eplc poetry agrees with Tragedy in so far as it is an 4
imitation in verse of characters of a higher type. They
d@-,_ in that( prc c _poetry admits but one kind of

G - s o

metre, and is narratlve in formy They dlﬁ'er _again,

—— it e i

F;E(f’”‘
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in their length: for ﬁ‘mgedy endeavours, as far as

possible, to confine itself to a sm°le revolution | of the —TIME
sun, or but slightly to exceed this hxmt whereas the ¢~ oy
Epic_action has no limits of time. This, then, is a

second point of dlﬂ‘erence though at first the same

freedom was admitted in Tragedy as in Epic poetry.

Of their constituent parts some are common to both, 5
some peculiar to Tragedy. Whoever, therefore, knows
what is good or bad Tragedy, knows also about Epic
poetry :( for all the elements of an Epic poem are found i
in Tragedy, but the elements of a Tragedy are not all §~~
found in the Epic poem.)

VI Of the poetry which imitates in hexameter verse, and
of Comedy, we will speak hereafter. Let us now discuss N'7g
Tragedy, resuming its formal definition, as resulting from
what has been already said. -

Tragedy, then, is an imitation of an actlon that is2 tﬁ-'"
serious, complete, and of a certain magmtude in language
embellished with each kind of artistic ornament, the
several kinds being found in separate parts of the play;
in the form of action, not of narrative ; through pity and
fear effecting the proper purgation of these emotlons Bys
‘language embellished, I mean language “into which
rhythm, ‘harmony,’ and song enter. By ¢ the several kinds .
in separate parts, I mean, that some parts are rendered
through the medium of verse alone, others again with
the aid of song. & i

Now as tragic imitation implies persons acting, it neces- 4 *
sarily follows, in the first place, that Spectacular equip-
ment will be a part of Tragedy. Next, Song and Diction,
for these are the medium of imitation. By ‘Diction’ =~
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Dircliow
I mean the mere metrical arrangement .of the words:

<
as for ¢ Song,’ it is a term whose sense every one under-
stands.

. " ( Again, Tragedy is the imitation of an action} and an 5

~3> action implies personal agents, who necessarily possess
certain distinctive qualities both of character and thought;

us0a for it is by these that we qualify actions themselves,
and these—thought and character—are the two natural
causes from which actions spring, and on actions again‘
all success or failure depends. Hence, the Plot is the 6
imitation of the action:—for by plot I here .mean the <«
anl;;gement of the incidents. By Character 1 mean
thatﬂil;vi.rfue of which we ascribe certain qualities to
the agents. Thought is required wherever a statement
is proved, or, it may be, a general truth enunciated.
Every Tragedy, therefore, must have six gart,s which 7
parts determine its quahty——namely, Plot, th,;‘p,c_t;erg A

— ~

Diction, T o( S_mc_:&aﬁl_e Song ( Two of the parts con-
stitute the medium of imitation, one the manner, and three
the objects of imitation.; And these complete the list.
These elements have been employed, we may say, by the 8
poets to a man; in fact, every play contains Spectacular
elements as well as ‘Character, Plot, Diction, Song, and
Thought.
( But most important of all is the _structure of the 9 -

T
{"?K S
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incidents.j’; For Tragedy is an imitation, not of men, but '\<:,

of an action and of life, and life consists in action, and

its end is a mode of action, not a quality. Now 10
character determines men’s qualities, but it is by their

actions that they are happy or the reverse. Dramatic \ /
action, therefore, is not with a view to the representation /\
of character: character comes in as subsidiary to the —

actions. Hence the incidents and the plot are the end of

a tragedy; and the end is the chief thing of all. Again, 11

without action there cannot be a tragedy ;. there may be

without character. ?The tragedies of most of our modern

poets fail in the rendering of character; and of poets in

general this is often true. It is the same in painting;

and here lies the difference between Zeuxis and Polygnotus.
Polygnotus delineates character well : the style of Zeuxis . ., ...,
is devoid of ethical quality. Again, if you stringi2 -~
together a set of speeches expressive of character, and /

well finished in point of diction and thought, you will

not prodiice the essential tragic effect nearly so well as -

with a play which, however deficient in these respects,

yet has a plot and artistically constructed incidents.
( Besides which, the most powerful elements of em?tmnal 138

interest in Tragedy———Penpetem orf Reversal %f M."[—mentlon\ —p e
and Recognition scenes—are parts of the plot \ A further 14({

proof is, that novices in the art attain to ﬁmsh of diction

and precision of portraiture before they can construct

the plot. It is the same with almost all the early

poets.

The Plot, then, is the first principle, and, as it were, —

P el



“3

28 VI 15—19. 1450a 38—1450b 19

'ycp&as', Sevrepov 8¢ Ta nﬂn mapamhijciov ydp éoTiv Kai

14505 &L TS Ypadixis €& ydp Tis eua)\a.\}rel,e Tols KaANoTOLS
(Papudroy

X0y, ok &v opolws eddpdveiev kal Nevko-

ypapiicas eixdva: EaTw Te piumais wpdfews xal Sid TavTyy

4 ~ ’ ’ \ L4 V4 ~ /!

pdMiora TOV wpaTTovTwy. TpiTov 8¢ % Sudvoiar TolTo 8¢
5éoTiw 70 Néyeww dbvaclar Td évovra kai T dppéTToOvTa,

o b} ~ ’ ~ -~ i 4 ~ »

émep éml T@Av Noywy Tijs woMTikfls Kal pmTopekiis Epyov

éoTiv: o pév qyap dpyalor mohiTikds émolovw Méyovras, oi

8¢ viw pyropukdss. éaTiv 8¢ fos pév To TowodTov & Snhol THY
3 ~/ - A / 14 k)

wpoalpeaw omoid Tis [wpolaipeitar 1) Petryess Sidmep odk

10 éxyovaw Hlos TAY Aoyov év ols odkx & Sfihov 7 év

ols und 8\ws éoriw 8 T [wpolaipeitar % ¢ea.’~yet 6 Myov-
Sudvoia 8, &v ols dmodeviovai Tu ws EoTw 1) s ovk EgTiv
7 kafBolov Ti dmodalvovrar. TéraprTov 8 v Neyoubveow %
MEis: Néyo 8¢, domep mporepov elpnTas, MEw elvar T

15 8’ Ths évopacias épumveiav, & ral émi Tdv éupérpwv xal

éml TéY ANoywv Exer v adTiy Sdvapw. Tdv 8¢ Novwdv
[mévre] 1) pedomoia péyiorov TéV HdvopdTav, 5 O¢ Syus
1}rvxaryw'ym~¢‘;v\;e7;1:ETexvérwrov 8¢ kal fjkioTa olxelov Tis moin-
Tikis: <lo>ws yap ThHs Tpaypdias Stvapis kal dvev drydvos

38. .wapamfjoiov . . . elxéve supra post mpaypdrwy v. 31 collocavit Castel-
vetro. 1450 b 1. &va Aelee A° 3. 7e codd.: yap Hermann 6.
éwl Tdv Néywrv secl. M. Schmidt 9-11. omoid 7is . . . Petyer & Néywr

Gomperz, alios secutus: édmoid s (6 wola 7is) év ols odx &ore dfhov H
wponipeirar f) ¢pevyer: Sibmep ook Exovow Hbos TEY ANoywv év ols und’ \ws ErTww
& 7is (8 T apogr.) wpoatpeirar 7 pedyer 6 Néywv Ac: omola Tis© Sibwep obx

Exovow . . . ¢elryer 6 Néywv (verbis év ols odk Eore dfi\ov % wpoaipetrar
¢etryer omissis cum Arabe) Margoliouth. Suspicatur Susemihl év ols ok
Eori . . . 7 pebye et év ols und Bhws éoTv . . . 7§ pedryer duplicem lectionem
fuisse 11. 7¢ apogr.: Tis A° 13. Aeyouévwy Gomperz: uév Aoywy
. codd.: év Aéye Bywater 17. mévre Ac: secl. Spengel (confirm. Arabs):
méumwrov apogr. 18, dwexywraror Ac 19. lows Meiser: @s Ac: 9

apogr. : $\ws Gomperz

15

16

17



'

ARISTOTLE'S POETICS VI 14— 29
& O S PO ‘gS 14—1I9 0

the soul of a tragedy: Character holds the second place. =— 2
usob A similar fact is seen in painting. The most beautiful 15
colours, laid on confusedly, will not give as much pleasure -~
as the chalk outline of a portrait. Thus Tragedy is the
imitation of an action, and of the agents, mainly with a '
v1ew to the action. ‘%t\“‘:r
73 Third in order is Thought,—that is, the faculty of 16 =
saying what is possible and pertinent in given circum-
stances. In the case of oratory, this is the function of
the political art and of the art of rhetoric: and so indeed
the older poets make their characters speak the language
of civic life; the poets of our time, the language of the
rhetoricians. Character is that which reveals moralj1?
purpose, showing what kind of things a man chooses o%
avoids. Speeches, therefore, which do not make this
manifest, or in which the speaker does not choose or
avoid anything whatever, are not expressive of character. —
Thought, on the other hand, is found where something is e L";
proved to be or not to be, or a gemeral maxim is “ -
enuncmted
Py j Fourth among the elements enumerated comes1s i -
Diction ; by which T mean, as has been already said, the © <+~
> expression of the meaning in words; and its essence is <%=~
the same both in verse and prose. 7
(@ Of the remaining elements §ong holds the chiof place 10 - - -
among the empellishments.
© The Spectacle has, indeed, an emotional attraction of <. . ; -
its own, but, of all the parts, it is the least artistic, and
connected least with the art of poetry. For the power
of Tragedy, we may be sure, is felt even apart from
representation and actors. Besides, the production of
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spéct.acnlar effects depends more on the art of the stage
machinist than on that of the poet.

VII These principles being established, let us now discuss ¢ Jf *c‘ ALY,
the proper structure of the Plot, since this is the first "T"‘H" ariot
and most important part of Tragggy
- Now, according to our definition, Tragedy is an2
imitation of an action that is complete, and whole, and  ¥.2=*
of a certain magnitude; for there may be a whole that i
is wanting in magnitude. A_whole is that which has3 S
a beginning, a middle, and an end. A beginning is that@ |-\, Y
which does not itself follow anything by causal necessity, '
but after which something naturally is or comes to be. )

7An end, on the contrary, is that which itself naturally - F

! follows some other thing, either by necessity, or-as a rule, 1
but has nothing following ite” A middle is that which
follows something as some other thing follows it. A well
constructed plot, therefore, must neither begin nor end
at haphazard, but conform to these principles.

Again, a beautiful object, whether it be a picture of 4
a living organism or any whole composed of parts, must
not only have an orderly arrangement of parts, but must
also be of a certain magnitude; for beauty depends on -~
magnitude and order. Hence an exceedingly small
picture cannot be beautiful; for the view of it is con-
fused, the object being seen in an almost imperceptible
moment of tinge. Nor, again, ‘can one of vast size be

1481 a beautiful ; for as the eye cannot take it all in at once,

the unity and sense of the whole is lost for the spectator ;
as Yor instance if there were a picture a thousand miles
led~ - * -, therefore, in -the case of animate bodies and 5
- certain magpitude is necessary, and a magni-

e,
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e which may be easily embraced in one view; so in

;i=fthe plot, a certain length is necessary, and a length
%7 which can be easily embraced by the memory. Thes

limit of length in relation to dramatic competition and
sensuous presentment, is no part of artistic theory. For
had it been the rule for a hundred tragedies to compete
together, the performance would have been regulated by
the water-clock,—as indeed we are told was formerly

done. But the limit as fixed by the nature of the?

drama itself is this:-—the greater the length, the
more beautiful will the piece be by reason of its
size, provided that the whole be perspicuous. And
to define the matter roughly, we may say that the
proper magnitude is comprised within such limits, that
the sequence of events, according to the law of probability
or necessity, will admit of a change from bad fortune to
good, or from good fortune to bad.

Unity of plot does not, as some persons think, consist +<—

in the unity of the hero. For infinitely various are the

s

incidents in one man’s life, which cannot be reduced to
unity ; and so, too, there are many actions of one man

out of which we cannot make one action. Hence thea

error, a3 it appears, of all poets who have composed a
Heracleid, a Theseid, or other poems of the kind. They
imagine that as Heracles was one man, the story of

Heracles must also be a unity. But Homer, as in all s

else he is of surpassing merit, here too—whether from
art or natural genius—seems to have happily discerned
the truth. In composing the Odyssey he did not include
all the adventures of Odysseus—such as his wound on

Parnassus, or his feigned madness at the mustering of

D

» .
I
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. host—incidents between which there was no necessary

_probable connexion: but he made the Odyssey, and
likewise the Iliad, to centre round an action that in our &
sense of the word is one. As therefore, in the other4 _
imitative arts, the imitation is one when the object imitated 4
is one, so the plot, being an imitation of an action, must
imitate one action and that a whole, the structural union
of the parts being such that, if any one of them is
displaced or removed, the whole will be disjointed and
disturbed. For a thing whose presence or absence makes -« -
no visible difference, is not an organic part of the ‘
whole.

o = e e

IX It is, moreover, evident from what has been said,
that it is not the function of the poet to relate what <~
has happened, but whagwmay happen,—what is possible
according to the law of probability or necessity. The 2
1451 b poet and the historian differ not by writing in verse or
in prose. The work of Herodotus might be put into
verse, and it would still be a species of history, with
metre no less than without it. The true difference is
that one relates what has happened, the other what may
happen. Poetry, therefore, is a more philgsgphical and 3 f
a higher thing than history : for poetry tends to express
wmﬂm the particular. By 'the universal 4 ey
I mean how a person of a certain type will on occasion = ot A
speak or act, according to the law of probability or
necessity ; and it is this universality at which poetry
aims in the names she attaches to the personages. The
particular is—for example—what Alcibiades did or
suffered. In Comedy this is already apparent: for here &
the poet first constructs the plot on the lines of prob-

!
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ability, and then inserts characteristic names;—unlike

" the lampooners who write about particular individuals¢”

But tragedians still keep to real names, the reason being &

that what is possible is credible: what has not happened

we do not at once feel sure to be possible; but what has
happened is manifestly possible: otherwise it would not

have happened. Still there are some tragedies in which7 —
there are only one or two well known names, the rest

being fictitious. In others, none are well known,—as

thon’s Antheus, where incidents and names alike S

are fictitious, and yet they give none the less pleasure.

We must not, therefore, at all costs keep to the received 8 =
legends, which are the usual subjects of Tragedy. Indeed,

it would be absurd to attempt it; for even subjects that

are known are known only to a few, and yet give pleasure

to all. It clearly follows that the poet or ‘maker’s9

——

should be the mq_l&ai u%‘_l)lots rather than of verses; —
since he is a poet because he imitates, and what he
imitates are actions. And even if he chances to take

an historical subject, he is none the less a poet; for
there is no reason why some events that have actually
happened should not conform to the law of the probable

- and possible, and in virtue of that quality in them he is
their poet or maker.

Of all plots and actlons the epelsodxc are the worst 10

s 0 o A B R 3 AR b B A Vi o s T
it
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_I call a plot.” epeisodic.” in which the episodes.or acts sue- \‘K%C—

ceed one another without probable or necessary sequence.
" Bad poets compose such pieces by their own fault, good
poets, to please the players; for, as they write show
pieces for competition, they sfretch the plot beyond. its
1452 & capaeity;-and -are-often—foreed-to-break~the-natural. con-
~tinuity.
But again, Tragedy is an imitation not only of a

mmﬂewmmbut of Qvgnts terrible and’ Rmful juch “ e k

- Mn effeet is best produeed when the events come on us
P

_ : S _cause and effect. The traglc 12

- & Awonder will then be grea.ter than if they happened of

0 themselves or by accident ; for even coincidences are most
striking when they have an air of design. We may
instance the statue of I\EP.Z,S ws, which fell upon his ~
murderer while he was a spectator at a festival, and killed

U him. Such events seem not to be due to mere chance.
Plots, therefore, constructed on these principles are
necessarily the best.

X _ Plots are either-Simple or Complex, for the actions s
in real life, of which the plots are an imitation, obviously
show a similar distinction. An action which is_one and 2
contmuous in the sense above defined, I call Simple, when
the cha.nge of fortune takes .place. w;thout Reversal of
Inl:entlon and without ] Recogmtlon

A Complex. action is onme in whlch the change is ... . I,

aecompamed by .such. Reversal ‘or by- Reeegnition, or _ '

by both. These last should arise from the internal 3
structure of the plot, so that‘ what follows should be the
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necessary or probable result of the preceding action. It
makes all the difference whether any given event is a
¥ i case of propter hoc or post hoc.
X1 Reversal of Intention is a change by WM ==

action veers round to its opposxte, .subject. always._ S

to our rule of probablhtx or necessity. Thus in the

Qedipus -cheer--Oedipus._and OQ
free th from his alarms _about his mother but by /

revealmg who he is, he produces the opposlte effect &

Again 1n ynceu-swi}noelrs’ s 1 bemg Ted away to R P
his death, and Danaus goes with him, meaning to slay | '

him ; but the outcome of the action is, that Danaus is /
rrmrvarerd

killed and Lynceus saved.
Recognition, as the name indicates, is a change from2 />4~
Qomnce to knowledge, producing love or hate between (,::- N \
the persons destined by the poet for good or bad fortune. L

The best form of recognition is coincident; with a Beversal

ECNR.

© o g o 45

_of Intention, as w_ggdm There are indeed other 3
forms Even inanimate things of the most trivial kind
may sometimes be objects of recognition. Again, we may
recognise or discover whether a person has done a thing
or not. _But the recognition which is most intimately
connecbed with the plot and action is, as we have saidq

R S
-~
§

the recogmtlon “of persons. This recognition, combmedl
452D with Reversal, will produce either plty or fear; and acttons a ’
producmg these eﬂ"ects are those whleh by our deﬁmtlon i
Tragedy represents  Moreover, it is upon such mtuatmns ,'
that the issues of good or bad fortune will depend. ...
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Recognition, then, being between persons, it may happen 5§ o=

that one person only is recogmsed by “by the other—when

the latter is already known—or it may be necessary that

the recognition should be on both sides. Thus Tphigenia| — ()

is revealed to Orestes by the sending of the letter; but'

another act of recognition is required to make Orestes

known to Iphigenia. S EEX AR

_Two parts, then, of the Plot—Reversal of Intentlon LN * ’

~and Recogmtlon—tum upon surprises. A third m{ \ yr"ﬁ

%

e e (TP S —— Prt oo

the '_I‘wgnt The Trg,glg Incident is a degtguctive ( (B0
or_painful action, such as death on the sta.ge bod1ly a.gony, !/ W
NG

\,\wounds and the like. )

XII N[The parts of Tragedy which must be treated as
elements of the whole, have been already mentioned.
- We._now come to the. quantitative -parte——the-separate 9 ,wS ..
,_parts into which Tragedy is divided—namely, Prologue, !
ZEpisode, Exodos Choric song; this last being d1v1dedl
into Parodos and Stasimon. These are common to all;"
‘plays: peculiar to some are the songs of actors from thei
stage and the Commoi. -

The Prologos is that entire part of a tragedy which 2 o

precedes the Parodos of the Chorus. The Episode is 7 7A.
that entire part of a tragedy which is between complete
choric songs. The Exodos is that entire part of a tragedy —
which has no choric song after it. Of the Choric part -
the Parodos is the first undivided utterance of the
Chorus : the Stasimon is a Choric ode without anapaests -
or trochaic tetrameters: the P_Ql_nmos is a joint lamenta- -
tion of Chorus and actors. The parts of Tragedy which 3-
must be treated as elements of the whole have been

.
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already mentioned. The quantitative parts—the separate
-parts into which it is divided—are here enumerated.]

XIII Q As the seque] to what has already been said, we must
proceed to consider what the poet should aim _af, and
what he should avoid, in constructing his plots; and by

what means the specific effect: of Tragedy will be produced. ~~*

é&_mgfﬁnuwda should, as we have seen,.be arrgnged 2
not on the simple but on the complex plan. It should,

moreover, imitate actions which excité.pity/and dear; this _
being the distinctive mark of tragic imitation, It follows_
'pla.mly, in the first place, that the change of fortune

presented must not be the spectacle of a virtuous man
brought from _prosperity to advermty for this rnoves

neither {ty nor fear, it merely shocks us. Nor ‘again, "~ q

that of a bad man pa.ssmg from adversn;y to prospenty
for nothing ¢an be more alien to the spirit of Tragedy: it’

Bt =R

14538 posSsesses no single tragic quality’ it~ nefther-satisfies

3

the moral sense, nor calls forth pifp of fear.. Nor,— -

_agein, should the downfall of the utter vﬂlam be ex-
‘vh1b1ted A plot of this kind would, doubtless satlsfy

the moral sense, but it would _inspire nelther Lnty nor, //

.fear for ‘__an is aroused by unmerited misfortune feal&
;b the misfortune of a man like ourselves.\ Such an
évent, therefore,  will~be “neithar—pitiful nor terrible.
"l/ There remains, then, the character between these two 3
/% ""‘~extremes,— at of a m:
\

just, yet whose mmfortungﬁ brought a@_ut -no_t:w

He must

X - &
1
-

E

R

be one _who is- h}ghly renowned«aan;‘ggpe_r U8, —
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personage like Oedipus, Thyestes, or other illustrious — G¥.,
men of such families. T

"

.7, A well constructed plot should, therefore, be single 4

(53
. !‘
&

$in its 1ssue rather than double as some maintain. The

change of fortune should he not from bad to good bmt =
reversely, from good to bad. It should come about as

»%he result not of vice, but of some great error or frailty,

\m a character either such as we have described, or better

rather than worse. The practice of the stage bears out 5
our view. At first the poets recounted any legend that
came in their way. Now, the best tragedies are founded
on the story of a few houses,—on the fortunes of Alcmaeon,
Oedipus, Orestes, Meleager, Thyestes, Telephus, and those - #
others-who have done or suffered something terrible. A _
tragedy, then, to be perfect according to the rules of art

should be of .this construction. Hence they are in error 6

who censure Euripides just because he follows this

principle in his plays, many of which end unhappily.

It is, as we have said, the right ending. ‘.The_.b.egt proof -

e e v

Reor
_’T [

s

_is that on the. stage.and-in--dramatbic.competition, such

plays, if well worked out, are the most tragic in effect ;
and Eurlpldes, fa.u]ty ‘though he may be in the general
amanagement of his subject, yet is felt to be the most — ¥ vic,

) _traglc of the poets.

In the sécontrank comes the kind of tragedy which 7
some place first. Like the Odyssey, it has a double
thread of plot, and also an opposite catastrophe for the -
good and for the bad. It is accounted the best because
of the weakness of the spectators; for the poet is guided &
in what he writes by the wishes of his audience. Thes
pleasure, however, thence derived is not the true tragic



48 XIII. 8—XIV. 4 1453 2 36—1453 b 19

<> amd Tpaypdias Hov) dANA ualhov Tis kwpdlas oixela
éxel yap oi &v ExbioTor dow év T uilbe, olov 'Opéarns
xal Alyigfos, Ppihov vyevopevor éml Tehevris éEépyovras

xal dmwobvyores ovdeis Um obdevos.

X1V *Eorw pév odv 1o ¢oBepov xal é\eewov éx Tijs Syrews ryi-
453 b

e

yveabas, EoTiv 8¢ kal eE avTis TS CUoTdTEwS TV Wwa'mw,
dmep éaTl wpéTepov Kal woinToD dueivovos. Sl yap xal dvev
Tob 0pav olTw guveoTdvas Tov udbov, doTe TOV drodovra T
s mpdypata ywopeva kal pitTew kal éheely éx Tiv qupSaiviy-
Tov: dmep &v wdbou Tis drovwy Tov Tod Oidimwov pilov.
70 8 &a& Tis &yews TobTo mapackevilew drexvo- 2
Tepov xal yopnylas Oeduevov éoTiwv. of 8¢ puy To PoBe-
pov 8id Tis SYrews dANA TO TepaT@des udvov mapacrevd-
10 {ovtes oUdév Tpaypdla rowwvoiow: o) wdp mwaicav 8e
trreiv HOovny amo Tparypdlas AANA T oikelav. émel 8¢ 3
iy amd é\éov kal PpoBov 8 puwricews Set HSoviy mapa-
a-xeua{eﬁw woumTIiY, Pavepov ws TovTo év Tols TRdyua-
ow éumoimréov. Tmola odv @w& '} mota oikTpa @ﬂ.@
15 TOV ;@i{é};@w M,Bmpev..-‘ avdyxn &) 7 Pilov elvac 4
wpos dAMjAovs Tas TotavTas wpa’g‘ecc 7 éxOpav N pmde-
Tépwv. &y pév odv éxbpos ex@pov, oddéy \e’heewov odTe
moldy obre wé\hwv, T\ Kar adrd TO 7ra00s‘ ovd &

e

;,mSefepme &yovres: Srav & év tals dihiass dyybopras T

86. <> coni. Vahlen 37. ot &» Bonitz: &» oi codd. : x&» ol Spengel
1453 b 4. owvesrdarar A° 7. drexwbrepov apogr. : drexvdrepor Ac 15.
3% Spengel : 5¢ codd. 17. post éx8pdr add. dwoxrelvy Pazzi < poBepdy >
003" éeewdv Ueberweg



ARISTOTLE’S POETICS XIII 8—XIV. 4 49 /\
pleasure. It is proper rather to Comedy, where th;//
who, in the piece, are the deadliest enemies—Ilike Orestes o
and Aegisthus—quit the stage as friends at the close,

and no one slays or is slain. AR
XIV iF eai and pity may be aroused by spectacular means; — -
15D hut they may also fesult from the Inner structure of the V.-

piece, which “is the” better wa.y, and mdwates a superlor =

‘poet. For cted that, T
without the aid of the eye, he who hggrg___the_@w% };/ <
will thrill with horror and melt tgji’ty at what takes ¢ S
place. This is the 1mpresslon we should receive from - * ‘
hearitig the story of the Oedipus. But to produce this 2
effect’ by the mére spectacle is a less artistic method,
and dependent on extraneous aids. Those who employg
spectacular means to create a sense not of the terrible,—
but only of the monstrous, are strangers to the purpose‘i
“of Tragedy; for we must not demand of Tragedy any and
every kind of pleasure, but only that which is proper i
to it.”/ And since the pleasure which the poet should 3
afford is that which comes from r and fear through -~ -
imitation, it is evident that this quafity must be impressed " ‘
upon the incidents.

Let us then determine what are the circumstances

8
!

which strike us as’ temble or pitiful. :;" g
Actions capable of “this effect must happen between ¢ ‘T i
persons who are either friends or enemies or indifferent e

another. If an ;;e;iy kills an enemy, there is
to excite pity either in the act or the intention,
t 8o far as the suffering’ in itself is pitiful. So
vith indifferent persons. But when the tragic

; occurs between those who are near or dea.r to —
T E

7

’
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k]ll a brother, a son his father, a mother her son, a son

his mother, or any other deed of the kind is done—these
“are the situations to be looked for by the poet. He may not

indeed destroy the framework of the received legends—the &

fact, for instance, that Clytemnestra was slain by Orestes — -
and Eriphyle by Alcmaeon—but he ought to showinvention
of his own,and skilfully handle the traditional material. Let
us explain more clearly what is meant by skilful handling.

The action may be done consciously and with know- 6

ledge of the persons, in the manner of the older poets.
It is thus too that Euripides makes Medea slay her -— ¢’
children. Or, again, the.deed-of horror may.-be-done,"

but done in 1gnorance, a.nd the t1e of ]ggsmLor - friend-

X one another—if, for example a brother kills, or intends to

~—

o i o,

is an example IIere mdeed the mmdent is outmde
‘tge_il‘_rama proper; but cases occur where it fa.]ls within
the action of the play: one may cite the Alcmaeon of ~— -
Astydamas,or Telegonus in the Wounded Odysseus. Again,7 — 0
there is a third case,—<to be about to act with knowledge

. of the persons and then not to act. The fourth case is> -—
when some one is about to do an*irreparable deed through
ignorance, and makes the discovery before it is done. These

Are the only possible ways. For the deed must either be

’.done or not done,—and that wittingly or unwittingly.

But of all these ways, to be about to act knowing the
persons, and then not to act, is the worst. It is shocking ~—~
without being tragic, for no disaster follows. It is, there-

145¢ a fore, never, or very rarely, found in poetry. One instance,

however, is in the Antigone, where Haemon threatens to

kill Creon. The next and better way is that the deed.s

St
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should be perpetrated. Still better, that it should be
) perpetrated in ignorance, and the discoyery made after-
wards. There is then nothing to ‘shock us, while the ~
ajscovery produces a startling effect. The last case is the 9
best, as when in the Cresphontes Merope is about to slay -

?

her son, but, recognising who he is, spares his life. So
in the Iphigenia, the sister recognises the brother just in _ ?
time. Again in the Helle, the son recognises the mother .,
when on the point of giving her up. This, then, is why
a few families only, as has been already observed, furnish
the subjects of tragedy. It was not art, but happy
chance, that led poets to look for such situations and so
impress the tragic quality upon their plots. They are
compelled, therefore, to have recourse to those houses
whose history contains moving incidents like these.
Enough has now been said concerning the structure

of the incidents, and the proper constitution of the plot.

XW.- ,In respect of Character there ape-four things to be -’ < .

%neg at. First, and most important, it must be good. 1.

Now any speech or action that manifests moral purpose

" of any kind will be expresswe of character: the character
‘.--————-—‘—/

~-will.be good ] This rule is relative

to each class. Evenra. woman may be good, and also a

slave; though the woman may be said to be an inferior

being, and the slave quite worthless. _The swnd gh__l_n;g 2 2
to aim at is propriety. There is a type of manly valour;

s e

> but valour in a woman, or unscrupulous cleverness, is in-

o
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_this is a distinct thing from goodness and propriety, as here (:‘
deseribed.. The fourth point is consistency : for thougll_ﬁ‘ y.
the subject of the imitation, who suggested the type,

be inconsistent, still he must be consistently inconsistent.

As an example of motiveless degradation of character, we 5

have Menelaus in the Orestes: of character indecorous -

and inappropriate, the lament of Odysseus in the Scylla, .?

and the speech of Melanippe: of inconsistency, the _p

Iphigenia at Aulis,—for Iphigenia the suppliant in no -\(9
way resembles her later self.

As in the structure of the plot, so too in the por-6 .
traiture of character, the poet should always aim either
at the necessary or the probable. Thus a person of a
given character should speak or act in a given way, by [}

the rule either of necessity or of probability; just as

this event should follow that by necessary or probable

sequence. It is therefore evident that the unravelling 7

of the plot, no less than the complication, must arise out

145¢b of the plot itseif, it must not be brought about by the

Deus ex Machina—as in the Medes, or in the Return of -§

the Greeks in the Iliad. The Deus ez Machina should .o

be employed only for events external to the drama,—

for antecedent or subsequent events, which lie beyond

the range of human knowledge, and which require to be
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reported or foretold ; for to the gods we ascribe the power
of seeing all things. Within the action there must be
nothing irrational. If the irrational cannot be excluded, =
it should be outside the scope of the tragedy. _Such is
the irrati lement in the Oedipus of Sophocles. ~— (7 0R .
Again, since Tragedy is an imitation of persons whos __
:above the common level, the example”oi'-good portrait-
painters should be followed. They, while reproducing
the distinctive form of the original, make a likeness
which is true to life and yet more beautiful. So too
the poet, in representing men who are irascible or
indolent, or have other defects of character, should
preserve the type and yet ennoble it./ n this way
Achilles is portrayed by Agathon and Homer. P
- These then are rules the poet should observe. Norg _
should he neglect those appeals to the senses, which,
though not among the essentials, are the concomitants of
poetry; for here too there is much room for error. But
of this enough has been said in the published treatises.
b’ What Recognition is has been already explained. - fiee
We will now enumerate its kinds.
Figst, the least artistic form, which, from poverty of
wit, is most commonly employed—recognition by signs.
Of these some are congenital,—such:s ‘the spear which 2
the earth-born race bear on their bodies,’ or the stars
introduced by Carcinus in his Thyestes. Others are -
acquired after birth ; and of these some are bodily marks,
as scars; some external tokens, as necklaces, or the little
ark in the Tyro by which the discovery is effected. Even s —¢
these admit of more or less skilful treatment. Thus in
the recognition of Odysseus by his scar, the discovery is — Y

-—

2
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made in one way by the nurse, in another by the herds-
men. The use of tokens for the express purpose of proof
—and, indeed, any formal proof with or without tokens
—is a less artistic mode of recognition. A better kind
is that which comes about by a_turn of incident, as in «=
the Bath Scene in the Odyssey.
Next come the recognitions invented at will by the 4 P
poet, and on that account wanting in art. For example,
Orestes in the Iphigenia reveals the fact that he is -~—
Orestes. She, indeed, makes herself known by the letter;
but he, by speaking himself, and saying what the poet,
not what the plot requires. This, therefore, is nearly
“jallied to the fault above mentioned :—for Orestes might
as well have brought tokens with him. Another similay
instance is the ‘voice of the shuttle’ in the Tereus of -
Sophocles. t
14652 . The-third Kind depends on memory when the sight of 5 _ _%’
some object awakens a feeling: as in the Cyprians of <«
Dicaeogenes, where the hero breaks into tears on seeing '
the picture; or again in the ‘Lay of Alcinous,’ where -.¢'
Odysseus, hearing the minstrel play the lyre, recalls the
past and weeps; and hence the recognition.
- The fourth kind is by process of reasoning. Thus in ¢ 4
th?CHg'gphori :—*‘Some one resembling me has comet
no one resembles me but Orestes: therefore Orestes has ,\Q
come.”’ Such too is the discovery made by Iphigenia
in the play of Polyidus the Sophist. It was a natural -2
reflexion for Orestes to make, ‘So I too must die at the
altar like my sister’ So, again, in the Tydeus of
Theodectes, the father says, ‘I came to find my son, and A
I lose my own life’ So too in the Phineidae: the
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women, on seeing the place, inferred their fate :— Here
we are doomed to die, for here we were cast forth.’
Again, there is a composite kind of recognition involving 7
false inference on the part of one of the characters, as
the Odysseus Disguised as a Messenger. A said <that ‘(
no one else was able to bend the bow; . . . hence B
(the disguised Odysseus) imagined that A would>
recognise the bow which, in fact, he had not seen; and
to bring about a recognition by this means—the expecta-
tion that A would recognise the bow—is false inference.,
But, ognitions, the best is that @@ﬂses s
from the incidents ere the startling dis-

erry is natural means. mhe

e i e

edipus of Sophocles and in the Iphigenia ; for it was \?
“hatural-tiat Tphigenia should wish to dispatch a letter.
These recognitions alone dispense with the artificial aid
of tokens or amulets. Next come the recognitions by
process of reasoning.
XVII In constructing the plot and working it out with
the proper diction, the poet should place the scene,
as far as possible, before his eyes. In this way, seeing
everything with the utmost vividness, as if he were a
tator of the action, he will discover what is in keeping
with it, and be most unlikely to overlook inconsistencies.
The need of such a rule is shown by the fault found in
Carcinus. Amphiaraus was on his way from the temple. -
This fact escaped the observation of one who did not see
the situation. On the stage, however, the piece failed,
the audience being offended at the oversight.
Again, the poet should work out his play, to the
best of his power, with appropriate gestures; for 2
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.,.?’nv\“chaV? L.
those who feel emotion are most convincing through

i
natural sympathy with the characters they represent;
and one who is agitated storms, one who is angry rages,
with the most life-like reality. Hence poetry implies

either a happy gift of nature or a strain of madness. In
the one case a man can take the mould of any character;
in the other, he is lifted out of his proper self.
As for the story, whether the poet takes it ready ’3
1455 b made or constructs it for himself, he should first sketch
its general outline, and then fill in the episodes and
amplify in detail. The general plan may be illustrated by
the Ip}_n—'_gignia. A young girl is sacrificed ; she disappears — l?
mysteriously from the eyes of those who sacrificed her;
she is transported to another country, where the custom is
to offer up all strangers to the goddess. To this ministry
she is appointed. Some time later her own brother
chances to arrive. The fact that the oracle for some reason
ordered him to go there, is outside the general plan of
the play. The purpose, again, of his coming is outside the
action proper. However, he comes, he is seized, and, when
on the point of being sacrificed, reveals who he is. The
mode of recognition may be either that of Euripides or of
Polyidus, in whose play he exclaims very naturally :—
¢ So it was not my sister only, but I too, who was doomed
to be sacrificed’; and by that remark he is saved.
After this, the names being once given, it remains 4 L
to fill in the episodes. We must see that they are
relevant to the Eon.‘ In the case of Orestes, for -8

A

example, there is the madness which led to his capture,
and his deliverance by means of the purificatory rite.
In the drama, the episodes are short, but it is these that 5
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give extension to Epic poetry. Thus the story of the
Odyssey can be stated briefly. A certain man is absent ~()
from home for many years; he is jealously watched by
Poseidon, and left desolate. Meanwhile his home is in

a wretched plight—suitors are wasting his substance and
plotting against his son. At length, tempest-tost, he him-

self arrives; he makes certain persons acquainted with

him ; he attacks the suitors with his own hand, and is
himself preserved while he destroys them. This is the
essence of the plot; the rest is episode. ( -

VIII w~~Bxery fragedy. falls. i .‘.m——(}omplicaﬁon 'é!! *

ard--Uaravelling _or Dénouemend. Incidents extraneous -— l

to the action are frequently combined with a portion of

the action proper, to form the Complication; the rest is

the Unravelling. By th&%mpﬁeaﬁoulMQ_ <«
_extends from the begmmng of the actlon and the part
'w,hlch maTr]g t;}ie turmng-pomt to good or bad fortune
The Unra.velhng is that which extends from _/he
:.beglnnmg of the change to the end Thus in the
Lynceus of Theodectes the Comphcatlon consists of the —. \
incidents presupposed in the drama, the seizure of the
child, and then again x * <The Unravelling> extends
from the accusation of murder to the end.

There are four kinds of Tragedy, the Complex, 2 L .

" pending entirely on Reversal and Recognition; the

F
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uses Pathetic (where the motive is passion)—such as the -
tragedies on Ajax and Ixion; the Ethical (where the
motives are ethical)—such as the Phthiotides and the
Peleus. The fourth kind is the Simple <We here $:af.r.
exclude the purely spectacular element>, exemplified by
the Phorcides, the Prometheus, and scenes laid in Hades. -~ Q Q
The poet should endeavour, if possible, to combine all 3
poetic merits; or failing that, the greatest number and
those the most important; the more so, in face of the
cavilling criticism of the day. For whereas there have
hitherto been good poets, each in his own branch, the
critics now expect one man to surpass all others in their
several lines of excellence.
In speaking of a tragedy as the same or different, the
*  best test to take is the plot. Identity exists where the —
Complication and Unravelling are the same. Many poets
tie the knot well, but unravel it ill. Both arts, how-
ever, should always be mastered.
Again, the poet should remember what has been often 4
said, and not make a Tragedy into an Epic structure. '-—73:
By an Epic structure I mean one with a multiplicity of ~_
plots: as if, for instance, you were to make a tragedy
out of the entire story of the Iliad. In the Epic poem,
owing to its length, each part assumes its proper
magnitude. In the drama the result is far from
answering to the poet’s expectation. The proof is that 5
the poets who have dramatised the whole story of the -
Fall of Troy, instead of selecting portions, like Euripides; ... -~
or who have taken the whole tale of Niobe, and not a ’
part of her story, like Aeschylus, either fail utterly or ... ©*
meet with poor success on the stage. Even Agathon

P

N
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has been known to fail from this one defect. In his
Reversals of Intention, however, he shows a marvellous
skill in the effort to hit the popular taste,—to produce a
tragic effect that satisfies the moral sense. This effect is 6
produced when the clever rogue, like Sisyphus, is out- ~?
witted, or the brave villain defeated. Such an event is
probable in Agathon’s sense of the word : ‘it is probable,’l
he says, ‘that many things should happen contrary to
probability.’ o
~eLhe...Chorus.. teo. should . be regarded as.one of the7 -

aetaxs;. it - should -be-an- integral -part-of -the-.whole, and s f‘. Lo

~share_in the action, in the manner not of Euripides but 32
~of Sophocles.  As for the later poets their choral songs U
pertain as little to the subject of the piece as to that of
any other tragedy. They are, therefore, sung as mere
interludes,—a practice first begun by Agathon. Yet .-
what difference is there between introducing such choral ‘
interludes, and transferring a speech, or even a whole act,
from one play to another?

XIX It remains to speak of Diction and Thought, the -
other parts of Tragedy having been already discussed.
Concerning Thought, we may assume what is said in
the Rhetoric, to which inquiry the subject more strictly
belongs. TUnder Thought is included every effect which &
has to be produced by speech, the subdivisions being,— 2
proof and refutation ; the excitation of the feehngs such ~ ~

1456 b 88 plty, fear, anger and the like; the suggestlon of
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importance or its opposite. | Now, it is evident that 3
the dramatic incidents must be treated from the same
points of view as the dramatic speeches, when the object
is to evoke the sense of pity, fear, importance, or prob- ﬁ {),2
ability. The only difference is, that the incidents
should speak for themselves without verbal exposition ;
while the effects aimed at in speech should be pro-
duced by the speaker, and as a result of the speech.
For what were the business of a speaker, if the Thought
were revealed quite apart from what he says ?

Next, as regards Diction. One branch of the inquiry 4 72
treats of the Modes of Expression. But this province
of knowledge belongs to the art of Delivery, and to
the masters of that science. It includes, for instance,
—what is a command, a prayer, a narrative, a threat, ..
a question, an answer, and so forth. To know or not 5
to know these things involves no serious censure upon
the poet’s art. . For who can admit the fault imputed _
to Homer by Protagoras,—that in the words, ‘Sing, "’g
goddess, of the wrath,’ he gives a command under the
idea that he utters a prayer? For to tell some one to
do a thing or not to do it is, he says, a command. We
may, therefore, pass this over as an inquiry that belongs
to another art, not to poetry. ' o

XX [Language in general includes the following parts —‘, neet

Letter, Syllable, Connecting word, Noun, Verb, Inflexion
or Case, Sentence or Phrase.

A Letter is an indivisible sound, yet not every such 2
sound, but only one which can form part of a group of
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sounds. For even brutes utter indivisible sounds, none

of which I call a letter. The sound I mean may be3
either a vowel, a semi-vowel, or a mute. A vowel is

that which without impact of tongue or lip has an

audible sound. A semi-vowel, that which with such

impact has an audible sound, as S and R. A mute,

that which with such impact has by itself no sound,

but joined to a vowel sound becomes audible, as G and

D. These are distinguished according to the form 4
assumed by the mouth, and the place where they are

produced ; according as they are aspirated or smooth,

long or short; as they are acute, grave, or of an inter-

mediate tone; which inquiry belongs in detail to a

treatise on metre.

A Syllable is a non-significant sound, composed of a5
mute and a vowel: for GR without A is a syllable, as
also with A,—GRA. But the investigation of these
differences belongs also to metrical science.

- A Connecting word is a non-significant sound, which ¢
1457 neither causes nor hinders the union of many sounds
into one significant sound; it may be placed at either
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“end or in the middle of a sentence. Or, a non-significant
sound, which out of several sounds, each of them signi-
ficant, is capable of forming one significant sound,—as
audi, mepi, and the like. Or, a non-significant sound,jé___
which marks the beginning, end, or division of a sentence;
such, however, that it cannot correctly stand by itself at
the beginning of a sentence,—as uév, 7jroc, 8é.

A Noun is a composite significant sound, not marking 8 <..—-
time, of which no part is in itself significant: for in
double or compound words we do not employ the
separate parts as if each were in itself significant. Thus
in Theodorus, ‘ god-given, the 8@pov or gift’ is not in
itself significant.

A Verb is a composite significant sound, marking 9
time, in which, as in the noun, no part is in itself signi-
ficant. For ‘man, or ¢ white’ does not express the idea
of ‘when’; but ‘he walks,” or ‘he has walked’ does
connote time, present or past.

Inflexion belongs both to the noun and verb, and 10
expresses either the relation ‘of’ ‘to, or the like; or
that of number, whether one or many, as ‘man’ or
‘men’; or the modes or tones in actual delivery, e.g. a
question or a command. ‘Did he go?’ and ‘go’ are
verbal inflexions of this kind.

A Sentence or Phrase is a composite significant 1} -
sound, some at least of whose parts are in themselves
significant ; for not every such group of words consists
of verbs and nouns—* the definition of man,’ for example
—but it may dispense even with the verb. Still it will
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always have some significant part, as ‘in walking,’ or
‘Cleon son of Cleon.’ A sentence or phrase may form 12

a unity in two ways,—either as signifying one thing, or

a8 consisting of several parts linked together. Thus the.
Iliad is one by the linking together of parts, the definition =~
of man by the unity of the thing signified. ]

XXI Words are of two kinds, simple and double. By
simple I mean those composed of non-significant elements,
such as 7. By double or compound, those composed
either of a significant and non-significant element
(though within the whole word no element is significant),
or of elements that are both significant. A word may
likewise be triple, quadruple, or multiple in form, like

1457b 850 many Massilian expressions, e.g. ¢ Hermo-caico-xanthus
<who prayed to Father Zeus.>’

Every word is either current, or strange, or meta- 2
phorical, or ornamental, or newly-coined, or lengthened,
or contracted, or altered.

By a current or proper word I mean one which is3
in general use among a people; by a strange word, one
which is in use in another country. Plainly, therefore,
the same word may be at once strange and current, but
not in relation to the same people. The word aiyvvor,
‘lance, is to the Cyprians a current term but to us a
strange ome. - Ny iy V0T .f;—’ '

Metaphor is the application of an alien name by« 4~
trans{:;rzxize either from genus to species, or from species -
to genus, or from species to species, or by analogy, that is,
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proportion. Thus from genus to species, as: ‘ There lies 5
my ship’; for lying at anchor is a species of lying.
From species to genus, as: ‘ Verily ten thousand noble
deeds hath Odysseus wrought’; for ten thousand is a
species of large number, and is here used for a large
number generally. From species to species, as: ¢ With
blade of bronze drew away the life, and “ Cleft the water
with the vessel of unyielding bronze.” Here dpioar, ¢to
draw away, is used for rTaueiv, ‘to cleave, and Tauety
again for dpvoas,—each being a species of taking away.
Analogy or proportion is when the second term is to the
first as the fourth to the third. We may then use the
fourth for the second, or the second for the fourth.
Sometimes too we qualify the metaphor by adding the
term to which the proper word is relative. Thus the
cup is to Dionysus as the shield to Ares. The cup may,
therefore, be called ‘the shield of Dionysus, and the
shield “the cup of Ares’” Or, again, as old age is to life,

80 is evening to day. [Evening may therefore be called
‘the old age of the day,’ and old age, ‘the evening of
life; or, in the phrase of Empedocles, ¢life’s setting sun.’ ...
For some of the terms of the proportion there is at times 7
no word in existence; still the metaphor may be used.
For instance, to scatter seed is called sowing: but the
action of the sun in scattering his rays is nameless. Still
this process bears to the sun the same relation as sowing

to the seed. Hence the expression of the poet ‘sowing .-«
the god-created light’ There is another way in which 8
this kind of metaphor may be employed. We may apply

Pl
an alien term, and then deny of that term one of its
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proper attributes; as if we were to call the shield, not
‘the cup of Ares,” but ‘ the wineless cup.’

<An ornamental word . . .>

A newly-coined word is one which has never been 9
even in local use, but is adopted by the poet himself.
Some such words there appear to be: as épvires,
¢ sprouters,’ for xépata, ‘horns,’ and dpnrijp, ¢ supplicator,
for iepeds, ‘ priest.’ :

A word is lengthened when its own vowel is exchanged 10
for a longer one, or when a syllable is inserted. A
word is contracted when some part of it is removed.
Instances of lengthing are,—mdAnos for molews, and
IIpanddew' for IInreidov: of contraction,—«p?, 8@, and
&Y, as in pla iverar duporépwv S

An altered word is one in which part of the ordinary 11
form is left unchanged, and part is re-cast; as in Jef-
Tepov rata palov, Sefirepov is for Sefiov.

[Nouns in themselves are either masculine, feminine, 12
or neuter. Masculine are such as end in v, p, 5, or in
some letter compounded with ,—these being two, 4
and £ Feminine, such as end in vowels that are always
long, namely 7 and o, and—of vowels that admit of
lengthening—those in a. Thus the number of letters in
which nouns masculine and feminine end is the same;
for yr and £ are equivalent to endings in 5. No noun ends
in a mute or vowel short by nature. Three only end in
t,—péhs, Kopps, mémwepe: five end in v. Neuter nouns
end in these two latter vowels; also in » and s.]

The perfection of style is to be clear without being Tyv.::
meanf The clearest style is that which uses only current
or proper words; at the same time it is mean :—witness
the poetry of Cleophon and of Sthenelus. That diction,

G
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on the other hand, is lofty and raised above the common- &=~
place which employs unusual words. By unusual, I
mean strange (or rare) words, metaphorical, lengthened,—
anything, in short, that differs from the normal idiom.
Yet a style wholly composed of such words is either a2
riddle or a jargon; a nddle if it consists of metaphors; !{JQO‘Y
a jargon, if it consists of stre strange (or rare) words. For the
essence of a riddle is to express true facts under im- x
possible combinations. Now this cannot be done by any
arrangement of ordinary words, but by the use of meta-
phor it can. Such is the riddle:—‘ A man I saw who
on another man had glued the bronze by aid of fire,’ and
others of the same kind. A diction that is made up of
strange (or rare) terms is a jargon. A certain infusion, 3
therefore, of these elements is necessary to style; for the
strange (or rare) word, the metaphorical, the ornamental,
and the other kinds above mentioned, will raise it abovec:"'
the commonplace and mean, while the use of proper
words will make it perspicuous. But nothing contributes 4

1s8b more to produce a clearness of diction that is remote
from commonness than the lengthening, contraction, and. ==
alteration of words. For by deviating in exceptional
cases from the normal idiom, the language will gain .
distinction ; while, at the same tlme, the partial con-
formnity with usage will give perspicuity. The critics, 5
therefore, are in error who censure these licenses of
speech, and hold the author up to ridicule. Thus
Eucleides, the elder, declared that it would be an easy -

......

matter to be a poet if you might lengthen syllables at
will. He caricatured the practice in the very form of
his diction, as in the verse:
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"Emoxdpny eldov Mapalivdde Badlfovra,
or,
odx dv vy’ épdpevos Tov éxelvov éANéBopov.
To employ such license at all obtrusively is, no doubt, 6
grotesque; but in any mode of poetic diction there
must be moderation. Even metaphors, strange (or rare)
words, or any similar forms of speech, would produce
the like effect if used without propriety, and with the
express purpose of being ludicrous. How great a differ- 7
ence is made by the appropriate use of lengthening, may
be seen in Epic poetry by the insertion of ordinary forms
in the verse. So, again, if we take a strange (or rare)
word, a metaphor, or any similar mode of expression,
and replace it by the current or proper term, the truth
of our observation will be manifest. For example
Aeschylus and Euripides each composed the same iambic
line. But the alteration of a single word by Euripides,
who employed the rarer term instead of the ordinary
one, makes one verse appear beautiful and the other
trivial. Aeschylus in his Philoctetes says: — P
dayédawa <&> 7 pov odpkas écbie. modos-
Euripides substitutes fowarac ‘feasts on’ for éofiec
‘feeds on.’ Again, in the ine, 7
viv 8¢ p éwv S\byos Te xal oUTidavos xal deuris,
the difference will be felt if we substitute the common
words,

viv 8 i éov wikpos Te xal dolevikds xal dewdris.
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Or, if for the line,
Sippov dewcéhov katabels oNbynv Te Tpdmelav,
we read,
Slppov poxOnpov xarabels pxpdv Te Tpdmelav.
Or, for fuoves Bodwaw, Huoves xpdlovauw.
Again, Angh_x:g.‘ges ridiculed the tragedians for using s
phrases which no one would employ in ordinary speech :
for example, dwudrwv d&mo instead of dmo Swudrwy,
us9s 0élev, éyw 8 ww, AxyA\éws mép. instead of mepi
AxiA\éws, and the like. It is precisely because such
phrases are not part of the current idiom that they
give distinction to the style. This, however, he failed
to see.
It is a great matter to observe propriety in these 9
several modes of expression—compound words, strange
(or rare) words, and so forth. But the greatest thing by -
far is to have a_command of metaphor. This alone ’&Tﬁ'
cannot be imparted by another ; it is the mark of genius, /|
—for to make good metaphors implies an eye for ;
resemblances. e
Of the various kinds of words, the compound areio --
best adapted to dithyrambs, rare words to heroic poetry, ..
metaphors to iambic. In heroic poetry, indeed, all
these varieties are serviceable. But in iambic verse,
which reproduces, as far as may be, familiar speech, the
most appropriate words are those which are found even
in prose. These are,—the current or proper, the meta-|
phorical, the ornamental.
Concerning Tragedy and imitation by means of
action this may suffice.
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XIII As to that poetic imitation which is narrative in —|MTe RN
form and employs a single metre, the plot manifestly
. ought, as in a tragedy, to be constructed on dramatic L— pInN
principles. It should have for its subject a single
action, whole and complete, with a beginning, a middle,
and an end. It will thus resemble & single and coherent
picture of a living being, and produce the pleasure
proper to it. It will differ in structure from historical
compositions, which of necessity present not a single
action, but a single period, and all that happened within
that period to one person or to many, little connected
together as the events may be. For as the sea-fight at 2~
Salamis and the battle with the Carthaginians in Sicily
took place at the same time, but did not tend to any one
result, so in the sequence of events, one thing sometimes
follows another, and yet no single result is thereby
produced.  Such is the practice, we may say, of
most poets. Here again, then, as has been already 8
observed, the transcendant excellence of Homer is — ,__"‘J i1
manifest. He never attempts to make the whole war of
Troy the subject of his poem, though that war had a
beginning and an end. It would have been too vast a
e, and not easily embraced in a single view. If,
again, he had kept it within moderate limits, it must
have been over-complicated by the variety of the in-
cidents. As it is, he detaches a single portion, and
admits as episodes many events from the general story
of the war—such as the Catalogue of the ships and |
others—thus diversifying the poem. All other poets <
sob take a single hero, a single period, or an action single i
indeed, but with a multiplicity of parts. Thus did the

¢
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author of the Cypria and of the Little Iliad. For this¢ —¢
reason the Iliad and the Odyssey each furnish the
subject of one tragedy, or, at most, of two; while the
Cypria supplies materials for many, and the Little Iliad [

for eight—the Award of the Arms, the Philoctetes, the {(
Neoptolemus, the Eurypylus, the Mendicant Odysseus, ‘

the Laconian Women, the Fall of Ilium, the Departure

of the Fleet. :

(XIV Again, Epic poetry must have as many kinds as| £ P
Tragedy: it must be simple, or complex, or ‘ethical,’i poe it
or ‘pathetic’ The parts also, with the exception of
song and scenery, are the .same; for it requires ;‘
Reversals of Intention, Recognitions, and Tragic Incidents.
Moreover, the thoughts and . the diction must be artistic. 2
In all these respects Homer is our earliest and sufficient
model. Indeed each of his poems has a twofold character. _

The Iliad is at once simple and ¢ pathetic,’ andthe Odyssey - wa
complex (for Recognition scenes run through it), and
at the same time ‘ethical’ Moreover, in diction and
thought he is supreme.

Epic poetry differs from Tragedy in the scale ong
which it is constructed, and in its metre. As regards
scale or length, we have already laid down an adequate
limit :—the beginning and the end must be capable ofé.’_
being brought within a single view. This condition
will be satisfied by poems on a smaller scale than the
old epics, and answering in length to the group of
tragedies presented at a single sitting.

Epic poetry has, however, a great—a special— 4
capacity for enlarging its dimensions, and we can see the
reason. In Tragedy we cannot imitate several lines of
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actions carried on at one and the same time; we must
confine ourselves to the action on the stage and the part
taken by the players. But in Epic poetry, owing to the
narrative form, many events simultaneously transacted
can be presented; and these, if relevant to the subject,
add mass and dignity to the poem. The Epic has here
an advantage, and one that conduces to grandeur of
effect, to diverting the mind of the hearer, and relieving
the story with varying episodes. For sameness of i
incident soon produces sat;iety,.and makes tragedies fail ‘v
on the stage.

As for the metre, the heroic measure has proved its 5
fitness by the test of experience. If a narrative poem
in any other metre or in many metres were now com-
posed, it would be found incongruous. For of all
measures the heroic is the stateliest and the most
massive; and hence it most readily admits rare words
and metaphors, which is another point in which the
narrative form of imitation stands alone. . On the other

1460 2 hand, the iambic and the trochaic tetrameter are stirring —

measures, the latter being akin to dancing, the former
expressive of action. Still more absurd would it be to 6
mix together different metres, as was done by Chaeremon. _ ;=
Hence no one has ever composed a poem on a gre;.t scale
in any other than heroic verse. Nature herself, as we
have said, teaches the choice of the proper measure.

Homer, admirable in all respects, has the special merit 7
of being the only poet who rightly appreciates the part
he should take himself. The poet should speak as little —
as possible in his own person, for it is not this that makes '
him an imitator. Other poets appear themselves upon
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the scene throughout, and imitate but little and rarely. "
Homer, after a few prefatory words, at once brings in .. if:at.7t -
a man, or woman, or other personage; none of them
wanting in characteristic qualities, but each with a
character of his own.

The element of the wonderful is admitted in Tragedy.s — Q-z
The 1rrat10na.l on whlch the wonderful depends for its -
chief eﬁ‘ects has wider scope in Epic poetry, because there
the person acting is not seen. Thus, the pursuit of
Hector would be ludicrous if placed upon the stage—the
Greeks standing still and not joining in the pursuit, and
Achilles waving them back. But in the Epic poem the~€
absurdity passes unnoticed. @~ Now the wonderful is
pleasing: as may be inferred from the fact that, in
telling a story, every one adds something startling of his
own, knowing that his hearers like it. It is Homer who 9
has chiefly taught other poets the art of telling lies &— L'% %
skilfully. The secret of it lies in a fallacy For,
assuming that if one thing is or becomes, a second is
or becomes, men imagine that, if the second is, the first
likewise is or becomes. But this is a false inference.

Hence, where the first thing is untrue, it is quite un-
necessary, provided the second be true, to add that the
first is or has become, For the mind, knowing the i
second to be true, falsely infers the truth of the first, -
There is an example of this in the Bath Scene of the !
Odyssey.

........... A
possibilities to improbable possibilities. The tragic plot b
must not be composed ™ of irrational parts. Everything
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irrational should, if possible, be excluded; or, at all

events, it should lie outside the action of the play (as, _e 0(
in the Oedipus, the hero’s ignorance as to the manner \ *____
of Laius’ death); not within the drama,—as in the
Electra, the messenger’s account of the Pythian games; ~\

or, as in the Mysians, the man who comes from Tegea to __

Mysia without speaking. The plea that otherwise the

plot would have been ruined, is ridiculous; such a plot

should not in the first instance be constructed. But

once the irrational has been introduced and an air of

likelihood imparted to it, we must accept it in spite of

the absurdify. Take even the irrational incidents in the — _/
Odyssey, where Odysseus is left upon the shore of Ithaca.

How intolerable even these might have been would be

apparent if an inferior poet were to treat the subject.

14601 As it is, the absurdity is veiled by the poetic oharm';}

with which the poet invests it.

The diction should be elaborated in the pauses of 11
the action, where there is no expression of character< ™
or thought. ¥or, conversely, character and thought are
merely obscured by a diction that is over brilliant.

XV With respect to critical difficulties and their solu-
tions, the number and nature of the sources from which
they may be drawn may be thus exhibited.

The poet being an imitator, like a painter or any
other artist, must of necessity imitate one of three
objects,—things as they were or are, things as they are
said or thought to be, or things as they ought to be.
_The vehicle of expression is language,——-elther current 2 ..
“terms or, it may “be, rare words or metaphors. There
are also many modifications of language, which we

H
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concede to the poets. Add to this, that the standard of 3
correctness is not the same. in poetry and politics, any ‘
more than in poetry and any other art. Within the art
of poetry itself there are two kinds of faults,—those
which touch its essence, and those which are accidental.
If a poet has chosen to imitate something, <but has 4

imitated it incorrectly> through want of capacity, the .

error is inherent in the poetry. But if the failure' is
due to a wrong choice—if he has represented a horse
as throwing out both his off legs at once, or introduced
technical inaccuracies in medicine, for example, or in
any other art—the error is not essential to the poetry.

These are the points of view from which we should -

consider and answer the objections raised by the
critics.

First as to matters which concern the poet’s own 5

art. If he describes the impossible, he is guilty of
an error; but the error may be justified, if the end
of the art be thereby attained (the end being that
already mentioned),—if, that is, the effect of this or
any other part of the poem'is thus rendered more
striking. A case in point is the pursuit of H;oc'tor.
If, however, the end might have been as well, or better,
attained without violating the special rules of the poetic
art, the error is not justified: for every kind of error
should, if possible, be avoided.

Again, does the error touch the essentials of the
poetic art, or some accident of it? For example,—not
to know that a hind has no horns is a less serious matter
than to paint it inartistically.

Further, if it be objected that the description is not 6

-y
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true to fact, the poet may perhaps reply,—‘But the

objects are as they ought to be’: just as Sophoeles said “R)

that he drew men as they ought to be; Euripides, as

they are. In this way the objection may be met. If,7 \"“P

however, the representation be of neither kind, the poet

may answer,— This is how men say the thing ijs* This __

applies to tales a.bout the gods It may well be that ;

these stories are not hlgher ‘than’ fact nor yet true to 1
ue1a fact : they are, very possibly, what Xenophanes says of {

them. But anyhow, ‘this is what is said’ Again, a }

description may be no better than the fact: *still, it was |

the fact’; as in the passage about the arms: ‘ Upright }

upon their butt-ends stood the spears” This was the

custom then, as it now is among the Illyrians.

Again, in examining whether what has been said or 8

done by some one is poetically right or not, we must

not look merely to the particular act or saying, and ask

whether it is poetically good or bad. We must also con- s

sider by whom it is said or done, to whom, when, in

whose interest, or for what end ; whether, for instanece, it

be to secure a greater good, or avert a greater evil

Other difficulties may be resolved by due regard to the 9

usage of language. 'We may note a rare word, as in od-

pﬁde pév mwpdTov, where the poet perhaps employs

olpfias not in the sense of mules, but of sentinels. So,

again, of Dolon : ‘ill-favoured indeed he was to look upon.’

It is not meant that his body was ill-shaped, but that his

face was ugly; for the Cretans use the word ede:8és,

‘ well-favoured,’ to denote a fair face. Again, {wpdrepov

8¢ répaie, ‘mix the drink livelier, does not mean ‘mix

it stronger’ as for hard drinkers, but ‘ mix it quicker.’



102 XXV. 10—14. 14612 17—27

pa Oeoi Te kal dvépes ebdov mwavviyior" ' dpa 8 ¢mow “4
Tot 81" é wediov 10 Tpwixov dbpriceiev, athdv ovpiyyov
0’ Spadov-* 16 ydp wdvres dvrl Tod WoOANOl KaTA peTa-
20 popav elpnTas, TO ydp wav wONY Ti- Kal TO “oin & dupo-
pos™® xaTd perapopdv, TO ydp yvwpipdTaToy povov. Katd 11
8¢ mpoopdiav, domep Imrmias E\vev 6 Odaios 10 “ Sidopev
8¢ 0i”* kal “ 70 pév ob xaramiferas Sulpe.”® Td 8¢ Siapé- 12
get, olov "Eumedoxhijs “ alyra 8¢ Ovir’ édpiovro, Ta mwplv pd-
25 Qovdfdvar’ <elvas> {wpd Te mply Kéxpnro.” Ta 8¢ dudiBolia, 13
“mappyncey 8 whéw vOE-"® TO yap Thelw dudiBorov éoTiv.

7a 8¢ xata 70 EQos Tijs MéEews® TV Kexpapévav <oiovoiy> olvov 14

1 Iliad ii. 1, &X\ot uév pa Geol e xal dvépes lxwoxopvoral
eddor warvéxiot.
1b. x. 1, &NNot uév wapd yyuoly dporijes Mavaxaior
3o warviytot.
2 Ib. x. 11, % Toc 87" és wedlor 70 Tpwixdr d0phoeier,
Oabpater xupd woAA& 7d xalero "INib8: wpb,
aOAGY quplyywr 7’ évoxip Sualdby 7' drfpimww.
3 Ib. xviii. 489, ofy &' &uuopbs éori Noerplw "Qxeavoio.
4 Ib. xxi. 297, Oldoper 3¢ ol edyos dpéobai. Sed in Iliade ii. 15 (de
quo hic agitur) Tpdeoo: 8¢ xhde’ épiixrar,
S Ib. xxiii. 328, 70 uév o0 xaramiferas SuSpy.
6 Ib. x. 251, pdha yadp »OF dveras, éyyole 8 4,
&orpa 3¢ &) wpoPéfnxe, wapyxnrer 3¢ TAéwy ¥iE
Tdw 3o popdwr, TpirdTy & Ere poipa Aéerrrar.

17. ixwoxopvoral (Homerus) post dvépes add. Christ, habuit iam = (cf. Arab.
‘ceteri quidem homines et dei qui equis armati insident’) dxarres
post eddor intercidisse suspicatur Bywater 19. 6’ Suador Sylburg: re
ouaddy (Suador apogr.) A 7o0 add. apogr.: om. Ac 23. & ol
apogr. : 3éo. A° 26. elvar add. Vettori ex Athenaeo x. 428 $wpd
Athenaeus : {da codd. Te <d> xplv Gomperz secutus Bergkium xé-
xpyro (¢ sup. ser. m. rec.) A°: xéxpiro apogr. : &xpyra Karsten (ed. Empedocles)

26. wAéw A°: whéov apogr.: wAéwr Ald. TAelw] whelor vel wAéor
apogr. 27. <8sa> v kexpapévwr Vahlen: <dca wo>7tiw Kexpa.-
pévwy Usberweg: wav xexpauévwr Bursian <olovoiv> Tucker: <&ia>

olim conieci



ARISTOTLE’S POETICS XXV. 10—14 103

Sometimes an expression is metaphorical, as  Now all 10
gods and men were sleeping through the night,'—while at
the same time the poet says: ‘ Often indeed as he turned
his gaze to the Trojan plain, he marvelled at the sound
of flutes and pipes,” €All’ is here used metaphorically
for ‘many,’ all being a species of many. So in the
verse,— alone she hath no part . ., olp, ‘alone,’ is
metaphorical ; for the best known may be called the
only one.

Again, the solution may depend upon accent or11 -
breathing. Thus Hippias of Thasos solved the difficulties
in the lines,—8{8ouev (8:douev) 8¢ o, and 76 uév o (od)
xaramiferar uBpo.

Or again, the question may be solved by punctuation, 12 ¢=<

3
A
T

e e e

as in Empedocles,—* Of & sudden things became mort;al“\'é3
that before had learnt to be immortal, and things un- J
mixed before mixed.’

Or again, by ambiguity of construction,—as in13 <&
wappynker 8¢ mhéw vUf, where the word mAéw is
ambiguous.

Or by the usage of language. Thus any mixed 14 &

drink is called olvos, ‘wine’ Hence Ganymede is said
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‘to pour the wine to Zeus,’ though the gods do not
drink wine. So too workers in iron are called ya\réas,
or workers in bronze. This, however, may also be taken
as a metaphor.

Again, when a weord seems to involve some incon- 15
sistency of meaning, we should consider how many
senses it may bear in the particular passage. For 16
example: ‘there was stayed the spear of bronze’'—we
should ask in how many ways we may take °being
checked there” The true mode of interpretation is the

181 b precise opposite of what Glaucon mentions. Critics, he
says, jump at certain groundless conclusions; they pass
adverse judgment and then proceed to reason on it; and,
assuming that the poet has said whatever they happen
to think, find fault if a thing is inconsistent with their
own fancy. The question about Icarius has been treated '—’?

- ——

in this fashion. The critics imagine he was a Lacedae-
monian. They think it strange, therefore, that Tele-
machus should not have met him when he went to
Lacedaemon. But the Cephallenian story may perhaps ~—Q
be the true one. They allege that Odysseus took a wife

from among themselves, and that her father was Icadius

not Icarius. It is merely a mistake, then, that gives
plausibility to the objection.

In general, the impossible must be justified by 17

reference to artistic requirements, or te the higher
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reality, or to received opinion. With respect to the -~~~
requirements of art, a probable impossibility is to be
preferred to a thing improbable and yet possible. Again,

it may be impossible that there should be men such as
Zeuxis painted. Yes,’ we say, ‘but the impossible is

the higher thing; for the ideal type must surpass the
reality” To justify the irrational, we appeal to what is
commonly said to be. In addition to which, we urge ™~
that the irrational sometimes does not violate reason;
just as ‘it is probable that a thing may happen contrary

to probability.’

Things that sound contradictory should be examined 18
by the same rules as in dialectical refutation—whether
the same thing is meant, in the same relation, and in the
same sense. We should therefore solve the question by
reference to what the poet says himself, or to what is
tacitly assumed by a person of intelligence.

The element of the irrational, and, similarly, depravity 19
of character, are justly censured when there is no inner
necessity for introducing them. Such is the irrational ___Q
element in the Aegeus of Euripides, and the badness of
Menelaus in the Orestes.

Thus, there are five sources from which -critical 20
objections are drawn. Things are censured either as
impossible, or irrational, or morally hurtful, or contra-
dictory, or contrary to artistic correctness. The answers )
should be sought under the twelve heads above mentioned. vV

XXVI1 The question may be raised “whether the Epic or
Tragic mode of imitation is the higher. If the more T

refined art is the higher, and the more refined in every x 7

case is that which appeals to the better sort of audience,




108 XXVI. 1—4. 1461 b 29—1462 a 15

amavra pipovpévy PopTiki)s &s yap olx aiaclavouévwv dv
30 ) avros wpocdf, moAMw xivnew xivodvTas, olov of ¢airor
atAnral xvhopevor &v Slowov Séy pupeiobar, xal Elxovres
Tov kopudatoy &v ZxiMhav alldow. 1) pév odv Tpaypdia 2
Towatry éoTly, &5 Kal ol mpoTepov Tovs VaTépovs abTdY Govro
Umoxpurds® @s Mav ydp YmrepBdAhovra mwifnrov 6 Muwviskos
35700 KaAMmmidny éxdhet, Toiabry 8¢ 8ofa rxai mwepli ILw-
us2a Sdpov v+ s & odror &yovor wpds alrovs, f SNy Téxvn
wpds T émwomoiiay Exer. TV pév olw mpos OeaTas émieikeis
dacw elvar <ol'> 00 Séovrar Tév oxnudTwy, TV 8¢ Tpary:-
kv wpos Ppadhous: € odv Poprinn, yelpwy diihov s &v €. 3
s wpyrov pév odv ob TiHs mwomTikiis 7 KaTyopla EAAR Tis
UrokpeTikis, émel Eor wepiepydleatas Tois anpelos xal payre-
Sodvra, Gmep [éoTi] SwaloTpatos, xal Siadovra, dmep émoie:
Muag{f¢cos 6 'OmovvTios. elra oddé xivnais dmraca dmwodox.-
paatéa, elrep und Spxmats, GAN 1) padhwy, mwep xal Karher-
10 w8y émweTipdro kal viv EMhois ds odx é\evlépas qyvvairas
pepovpévoy. &t Tparypdia kal dvev Kuwrjoews moiet TO adTis,
domwep 1) émomoilas Sid ydp Tod dvaywdakew paveps omwoia
Tis éoTiv: €l odv éaTi Td 7y’ NN kpelrTwv, TOUTO ye 0UK dvary-
xatov avry) Imdpyew. Eorid émel Ta wdvr' Eyeidaamep 7 émo- 4

15 mouia (xal ydp T pérpe Efeori xpiiabar), kal i ob pixpoy

80. xwoivrar apogr.: kwoivra A° 1462 a 1. &ovor apogr.: &' &ovot

As alrods Hermann : adrods codd. 3. of add. Vettori : éwel Christ
oxnudrwy THy apogr.: oxiud|Ta alriyy (ra ad m. rec. in litura) Ac

4. el apogr.: § A° 6. otv add. Parisinus 2038: om. cett. 7.

éort secl. Spengel Siddorra Maggi: Siddovra apogr.: diadbvra A°

8. § wolwrios A 10. émuripdro pr. A 11. adrijs apogr.: airijs A

12, owoia A° 14. adrp apogr.: airh A &7 & éwel a4 Gomperz:

&eri &', 87 Usener : &xrera Sibme codd.



ARISTOTLE’S POETICS XXVI. 1—4 109

the art which imitates anything and everything is
manifestly most unrefined. The audience is supposed to
be too dull to comprehend unless something of their own
is thrown in by the performers, who therefore indulge
in restless movements. - Bad flute-players twist and twirl, —— ﬁ
if they have to represent ‘ the quoit-throw, or hustle the
coryphaeus when they perform the ‘Scylla’ Tragedy, 2
it is said, has this same defect. 'We may compare the
opinion that the older actors entertained of their suc-
cessors. Mpynniscus used to call Callippides ‘ape’ on
account of the extravagance of his action, and the same
us2a view was held of Pindarus. Tragic art, then, as a whole,
stands to Eplc in the same relation as the younger to
the elder sctors. So we are told that Epic poetry is
addressed to a cultivated audience, who do not need
gesture; Tragedy, to an inferior public. Being then s
unrefined, it is evidently the lower of the two.

Now, in the first place, this censure attaches not to
the poetic but to the histrionic art; for gesticulation
may be equally overdone in epic recitation, as by Sosi-
stratus, or in lyrical competition, as by Mnasitheus the
Opuntian. Next, all action is not to be condemned—
any more than all dancing—but only that of bad per-
formers. Such was the fault found in Callippides, as
also in others of our own day, who are censured for -
representing degraded women. Agam, Tragedy like Eplc
poetry produces its effect even w1thout actlon it reveals
its power by mere readmg If then, in all other respects
it is superior, this fault we say, is not inherent in it.

And superior it is, because it has all the epic 4
elements—it may even use the epic metre—with the

P
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music and scenic effects as important accessories; and
these produce the most vivid of pleasures. Further, it
has vividness of impression in reading as well as in
representation. Moreover, the art attains its end within 5

uezb narrower limits; for the concentrated effect is more
pleasurable than one which is spread over a long time
and so diluted. What, for example, would be the effect
of the Oedipus of Sophocles, if it were cast into a form "'e OG
as long as the Iliad? Once more, the Epic imitation ¢
has less unity; as is shown by this, that any Epic poem
will furnish subjects for several tragedies. Thus if the
story adopted by the poet has a strict unity, it must
either be concisely told and appear truncated; or, if it
conform to the Epic canon of length, it must seem weak
and watery. <Such length implies some loss of unity,>
if, I mean, the poem is constructed out of several actions, 7
like the Iliad and the Odyssey, which have many such ~§
parts, each with a certain magnitude of its own. Yet
these poems are as perfect as possible in structure; each
is, in the highest degree attainable, an imitation of a
single action. o

If, then, Tragedy is superior to Epic poetry in all these 7 °
respects, and, moreover, fulfils its specific function better
as an art—for each art ought to produce, not any chance
pleasure, but the_pleasure proper to it, as already stated
—it plainly follows that Tragedy is the higher art, as
attaining its end more perfectly.

Thus much may suffice concerning Tragic and Epic s
poetry in general; their several kinds and parts, with
the number of each and their differences; the causes
that make a poem good or bad; the objections of the
critics and the answers to these objections. # » *
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