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DIONYSIUS OF HALICARNASSUS
migrated to Rome in 30 B.C.,where he lived
until his death some time after 8 B.C.,writing
his Roman Antiquities in twenty books and
teaching the art of rhetoric and literary
composition to a small group of upper-class
Romans. His purpose, both in his own work
and in his teaching, was to re-establish the
classical Attic standards of purity, invention
and taste in order to reassert the primacy of
Greek as the literary language of the
Mediterranean world. The essays in the
present volume display the full range of
Dionysius’ critical expertise. In the treatise
On Literary Composition, his finest and most
original work, discussion of the effects
produced by the arrangement of words
involves minute analysis of phonetlcs and
metre in addition to more general aspects of
literary aesthetics such as the difference
between poetry and prose, and a tripartite
classification of the types of arrangement.
The other four essays are on a less ambitious
scale. The Dinarchus is primarily a study of
authenticity in which Dionysius attempts to
identify the genuine speeches of the latest
Attic orator from the list of those ascribed to
him by the librarians. The three literary
letters are all concerned with possible
models. In the Letter to Pompeius, Dionysius
gives his reasons for criticizing Plato on
stylistic, and also moral grounds, and
appends critiques of Herodotus, whom he
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INTRODUCTION 1
THE TEXT

To the list 2 of early editors of Dionysius given in
Volume I should be added J. Upton (1702) (whose
text is based on that of Sylburg [1586]), G. H.
Schaeffer (1808) and F. Goeller (1815). Hermann
Usener’s Teubner text (the second volume—pub-
lished posthumously 1904, revised 1929, reprinted
1965—devoted to Dionysius’ critical essays) has been
justly admired. It was largely adopted by W. Rhys
Roberts in the famous edition (1910) with translation
and commentary, copious introductory notes and
glossary, which is the last and finest of his four
editions of the Greek ecritics, following those of
Longinus (1899 and 1907), Dionysius, The Three
Literary Letters (1901) and Demetrius (1902).

On Literary Composition
The text of the essay On Literary Composition is
preserved in the following manuscripts:
F Florentinus Laurentianus LIX 15
(12th Century)

P Parisiensis 1741 (10th or 11th Century)
M Venetus Marcianus 508 (15th Century)

! See also Introduction to Vol. I (pp. vii—xxxiii).
? Vol. I, p. xxviii.
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INTRODUCTION

Parisiensis (Vergetii) 1798 (16th Century)
Epitome

Rhetor Graecus (4d Hermogenis mepi (dev)
Editio Alda Manutia (editio princeps, 1502-8)
Editio Roberti Stephani (Paris 1547)

@ ® Y <

The work of more than one hand, P is the oldest
and most authoritative manuscript of Dionysius’
critical essays, but unfortunately contains only the
essay On Literary Composition, the so-called Art of
Rhetoric and the Second Letter to Ammaeus among a.
collection of rhetorical works covering over five
centuries and including Aristotle’s RAetoric and Deme-
trius’ treatise On Style, as well as several minor hand-
books of the Second Sophistic period. Many subse-
quent manuscripts were copied from it (see Usener-
Radermacher Vol. I, pp. vi-vii), but it is itself so
well-preserved that they are rarely needed to
supplement it. The fact that M contains the same
works as P may suggest that it, too, is derived from
P; and in practice it proves inadvisable to prefer M
when it differs from P and is unsupported by F or V.
Vergetius, the Cretan calligrapher who copied V,
appears to have relied mainly on the tradition pre-
served in P, and his manuscript was the one on which
the edition of Robert Stephen (Paris 1547) was based.

Ranking second after P in both antiquity and
authority, F contains in abundance the two ex-
tremes of paleographical aberration: many sole-
cisms and absurd readings, but also some variants
which could not have arisen from misreading, but
appear to be intelligent emendations by a scribe who
understood what he was copying. I appears to be
the main source of the text of the Epitome, but the
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THE TEXT

P-tradition was probably used to correct obvious
faults. It is an early compilation, and deserves care-
ful attention. The text of Ch. 14 quoted by the
scholiast to Hermogenes mepi (dedv I. 6 also appears
to be derived from the I'-tradition. It seems quite
likely that we are unfortunate in the particular codex
in which this tradition has been preserved, and that
the manuscript from which I is derived was of equal
authority to P. Neither M nor V is uniformly
dependent upon P, so that the two traditions appear
to have survived side by side. Examples of superior
readingsin I supported by M and V are, however, rare.

It has therefore seemed better to follow the
practice of Roberts and of editors before Usener in
giving somewhat greater weight to the P- than to the
F-tradition, especially when the former is supported
by M and V, since these may provide valuable links
with other sources of equal status that are now lost.

Dinarchus

F is the sole manuscript in which this treatise has
survived, and the text breaks off before the end. In
addition to giving many impossible forms, wrong
spelling and accentuation, and confusion of proper
with common names, it contains a number of lacunae
which cannot with any degree of confidence be
restored. The imagination of editors has been
exercised, often to good effect (e.g. dvyijs 7OV
kaTadvedvrwv Sylburg: adtis 7&v kalecavrwy F),
with the result that the text of this treatise contains
a higher proportion of their emendations than that of
any other in the corpus.!

1 For the most recent recension see G. Marenghi: Dionysic
De Dinarcho (1970).
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INTRODUCTION

Furst Letter to Ammaeus
and
Letter to Gnaeus Pompetus

These letters are derived from a different group of
manuscripts:

M Ambrosianus D119 (15th Century)
O  Ottobonianus gr. 365 (16th Century)
Pal. Palatinus gr. LVIII (15th Century)
B  Parisiensis 1742 (15th-16th Century)

None of these has the authority of the earlier
manuscripts. M, though written in a clear hand,
contains a number of lacunae and spelling errors. O
is derived from it, and provides few independent
readings that are probably not errors of copying.
Pal. is well-preserved, but contains many careless
mistakes, some of which suggest that it was taken
down from unclear dictation (e.g. pnyropias Pal.:
ﬁv)Topec'ag ceteri). B contains the same treatises in
the same order as M except for the absence of the
Thucydides, and is divided into two distinct parts, the
second being in a markedly inferior hand to the first.
The first part contains the Letter to Pompeius, the
second the First Letter to Ammaeus. In neither
letter, however, does its independent testimony
carry any weight.

Three further manuscripts were collated by Usener
and Radermacher for the text of the Letter to
Pompetus :

E Estensis Mutinensis gr. 68

(15th-16th Century)

V Venetus Marcianus append. cl. X cod. 34

(15th Century)
P Palatinus 58 nunc Vaticanus (15th Century)



THE TEXT

The order of the essays in all three manuscripts is the
same, except that in E and V the Thucyd:ides is last,
and in P it is first. Moreover, there is close cor-
respondence among the three manusecripts, but their
consensus does not always inspire confidence, and
editors and commentators have found much to emend
in both letters. Full use has also had to be made of
the main texts of Aristotle, Demosthenes, Herodotus
and other authors quoted.

Second Letter to Ammaeus

Parisiensis 1741 contains this letter, so that its text
is more firmly established than those of the other two
letters. The other three manuscripts are derived
from it:

G Guelferbytanus XIV (16th Century)
C Laurentianus LX 18 (15th Century)
D Parisiensis suppl. 256 (14th Century)

These provide a number of corrections to the older
manuscript, some of which look like scribes’ emenda-
tions.
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ON
LITERARY COMPOSITION






INTRODUCTION

By a happy chance, the three most important
extant post-Aristotelian treatises on literary tech-
nique and criticism are more or less complementary
to one another. In the greatest of them, the treatise
On the Sublime, an unidentifiable critic ! of rare per-
ception describes the characteristics of inspired
writing. But even in the greatest writers passages
of inspired sublimity, by which the reader is taken
out of himself and transported to a higher plane of
emotional experience, are rare; and the process of
their creation defies minute analysis. Although the
critic describes various features which may be present
in a sublime passage, the reader is left with the
overwhelming impression that such writing is
possible only for someone of high intelligence
writing with genuine conviction on a subject of vital
interest to his sensitive reader. Thus the emphasis
is upon observation and appreciation rather than
imitation, and there is no suggestion that contem-
porary writers might hope to emulate those of the
classical past in any real sense. There are admit-
tedly several injunctions to would-be orators,? but
the treatise must have seemed discouraging to all but

! See the discussion in Russell’s edition (Oxford 1964), pp.
XX1i—-XXX.

*E.g. 11. 1; 14. 2.



ON LITERARY COMPOSITION

the gifted, or the most pretentious of these. To the
student of literature without creative ambitions,
however, it is a unique gallery-cum-guide of the
high-points of classical verse and prose.

At the other end of the critical spectrum is the
treatise On Style (Ilepi ‘Epunvelas) by Demetrius.!
It is firmly embedded in the sophistic tradition of the
early practical handbooks of rhetoric, and discusses
individually the devices of the four ““ characters ’ of
style, ““ grand ”, *‘ polished ”’, * plain ”’ and ** force-
ful . To Demetrius ‘ grandeur” (70 peyalo-
wpefre'g), like the other ‘ characters’, may be
achieved by a clearly describable set of devices
available to any writer of average ability. The idea
of the working of a superior genius behind great
literature is not paramount: examples from the great
classical writers are used not to show the unattain-
ability of their standards but to illustrate rules and
principles, which are spelled out in practical and
physical terms—specific rhythms, periods of defined
length, figures of speech, metaphors, and other
devices which, if accorded proper study and applica-
tion, can be imitated with complete success.

Dionysius’ treatise On Literary Composition lies
somewhere between these two extremes in spirit and
purpose. Whereas Demetrius might have been
expected to regard his treatise on its own as pro-
viding the student with adequate equipment for a
literary career, Dionysius urged his pupils to devote
most of their time to the study of the best authors,
observing their strong points and imitating them in
their own compositions. On the other hand, as a

1 On author and date, see Grube, A4 Greek Critic, Demetrius
On Style (Toronto 1961), pp. 39-56 and the two appendices.
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ON LITERARY COMPOSITION

practical teacher whose pupils aspired to fame as
historians and orators, Dionysius dealt in terms of the
attainable as well as the purely aesthetic and
theoretical. Hence he not only furnishes us with
many long passages, but analyses them in minute
detail, demonstrating in practice how the effect in
question has been obtained, while at the same time
allowing us to enjoy observing the sustained mastery
of style that distinguishes a great author. Instead of
sublimity, Dionysius searches for propriety, the right
kind of style for the subject.! The author of the
treatise On the Sublime succeeds in showing the many
forms which his subject takes, but it must by its
very nature be limited to climactic moments. Diony-
sius is interested in these moments from an aesthetic
point of view, but they form only a part of his scheme,
and it is gratifying that an author so perfectly suited
to the task has written so brilliantly on a subject
which is central to the study of style but which
Dionysius was unable to treat more fully.

The breadth, taste, erudition, technical mastery
and enthusiasm which Dionysius displays in this, his
finest work, should not be allowed to obscure the
limits initially laid down by the title. The word
ovvfeots means literally * putting-together ”’, and
may hence be rendered in English by “ composition
only if a purely technical sense of that word is under-
stood. Dionysius says explicitly that ‘ choice of
words ”’ is another subject which he will discuss in a
separate treatise.2 To justify this order of priorities,
he quotes a passage from Homer and a passage from
Herodotus,3 both of which he observes to be written in

1 De Compositione Verborum 20.
2 Id. 1. 3 Id. 3.



ON LITERARY COMPOSITION

the simplest language, and yet to possess great
charm, which the two authors have achieved through
graceful composition. Still on the level of general
criticism without minute analysis, he changes the
order of words in some lines of Homer and other
poets and notes how inferior the new lines are to the
original ones.! Then, as a final general observation
before examining the subject in detail, he emphasises
that Greek is governed by no fixed rules of word
order based upon the parts of speech, so that the
judgment and taste of the author must be the more
assiduously cultivated and refined.? His task is a
formidable one, and Dionysius’ pedagogical skill is
worth observing. He introduces his readers to the
subject with a number of examples, not analysing
them in detail and yet establishing confidence in the
mastery of the classical authors who are to be his
models throughout the treatise.

The main analysis of the art of composition
begins in Chapter 6. The three aims of composition
are defined as follows: (1) to observe which combina-
tions are naturally likely to produce a beautiful and
attractive united effect; (2) to judge how each of the
parts which are to be fitted together should be
shaped so as to improve the harmonious appearance
of the whole; (3) to judge whether any modification
is required in the material used, i.e. any subtraction,
addition or alteration. Initial choice of words is
excluded: the illustrations with which the chapter
concludes all contain either changes of order or
alterations of inflection—different cases, genders,
numbers, persons, tenses or voice. This exclusion of
the choice of words is one of the main weaknesses of

11d. 4. 2 1d. 5.



ON LITERARY COMPOSITION

the treatise, since it is an integral part of the process
of composition. Somewhat disappointing too is the
discussion in Ch. 7 of the * fitting-together ”’ (appoy?))
of clauses or cola and in Ch. 8 of their * formation ™
or “shaping ”’ (oymuatiouds). Either or both of
these chapters might have been expected to contain
some discussion of antithesis and periodic structure,
but in neither are these considered. Little is added
to this superficial discussion in Ch. 9, where examples
are given of amplication and abbreviation for stylistic
effect.

Having examined the nature and effect of composi-
tion in a form unhappily restricted by self-imposed
terms of reference, Dionysius turns to the more re-
warding study of the mechanics of composition, after
first defining its aims. These are (Ch. 10) attractive-
ness (ndovr)) and beauty (76 kaAdv). These two aims
correspond with the two extreme kinds of arrange-
ment described in Ch. 22, the austere arrangement,
which is said to have beauty arising from its patina
of antiquity, and in Ch. 23, the polished arrangement,
an example of which is described as having *‘ charm
(xdpts), which is related to 5dor?) in Ch. 11. The
contrasting sets of qualities based on these two aims
form the polar extremes of the subsequent discussion
after the contrast has been described in detail, and
in reverse order, in Chs. 12 and 13. But Ch. 11 also
contains passing reference to the melody of spoken
language, and to the part played by accentuation in
determining it. Though of relatively minor im-
portance in Dionysius’ discussion, this passage is a
basic piece of evidence for all modern theories of
Greek accentuation.! The other elements of diction

1 See Allen, Vox Graeca, pp. 106-19.



ON LITERARY COMPOSITION

mentioned in Ch. 11 are considered separately in
subsequent chapters: rhythm in Chs. 17 and 18,
variety in Ch. 19 and appropriateness in Ch. 20.
Before considering the elements of diction, however,
Dionysius examines the elements of language itself,
the letters and the syllables. His precise descrip-
tions of the configurations of the mouth which pro-
duce the different sounds is unique in Greek litera-
ture and of fundamental importance for the study of
classical Greek pronunciation. The influence of
earlier grammatical theory ! is to be discerned in the
attempt to establish a natural relationship between
sound and sense, and even moral quality, which
results, for example, in the postulation of a hierarchy
of vowel sounds, the noblest being a and the meanest
€. Here as elsewhere the absence of any proper
consideration of words as units having meaning in
themselves, which a writer must use if he is to
express himself as he wishes, regardless of how they
sound to the conditioned ear, imposes certain limits
on the practical value of Dionysius’ precepts. Never-
theless these provide some useful generalisations
about the effects of the different letter-sounds. We
may agree, for example, that the plosive consonants
ktm and the fricative ¢ will ¢ernd to produce a harsh
effect when used in close series, while the liquids Auv
will Zernd to produce a smooth sound when so used.
Again, it must also be borne in mind that Dionysius is
himself the product of a long tradition of rhetorical
training under which the elements of style had been
analysed to the smallest detail and related to different
supposed effects. The dependence of the doctrine of
‘“ three styles ” upon this classification of the ele-

1 See note 2, p. 91.
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ments of speech is obvious, as is its usefulness to a
teacher as a system through which he can provide
his pupils with cut-and-dried formulae for successful
writing.

‘““ No word can be judged as to whether it is good
or bad, correct or incorrect, beautiful or ugly, or any-
thing else that matters to a writer, in isolation .1
In Ch. 16 Dionysius shows, with some of his finest
illustrations, how Homer skilfully combines words
which he has chosen for their cumulative effect, in
accordance with the phonetic rules which he has laid
down in Chs. 14 and 15.

As with sounds, so with rhythms. In Chs. 17 and
18 we read of noble and ignoble rhythms, and the
influence of earlier writers is seen by the corre-
spondence of Dionysius’ judgments with theirs.
In fact a comparison of the views of Demetrius, the
author of the treatise On the Sublime, Dionysius, and
the earliest source of critical opinion on rhythm,
Aristotle, shows a clear consensus which was probably
derived from a tradition of even greater antiquity.
The scansion of passages of prose in Ch. 18, however,
is the first of its kind that we have, and seems to owe
less to the Aristotelian tradition, in which attention
was concentrated on the ends of clauses and sentences
(the clausula, for which the paean was recommended,
a foot not favoured by Dionysius), than to the tradi-
tion preserved by Cicero, whereby the presence of
rhythm throughout a sentence was advocated.? This
latter tradition may indeed have been of recent origin,
since Dionysius’ attempts to apply it lack his cus-
tomary certainty of touch.

11. A. Richards, The Philosophy of Rhetoric, p. 51.
2 Orator 59. 199.
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Variety, the subject of Ch. 19, had also been
treated many times before. The most important
point that Dionysius makes in this chapter is that the
greater freedom enjoyed by the prose writer than by
the poet imposes upon him the obligation to vary
his rhythms, the lengths of his clauses and the order
and sound of his words. The school of Isocrates, and
to a lesser extent the master himself, are mentioned
as prime offenders in this respect.

Dionysius’ treatment of propriety in Ch. 20
supplements his treatment of it in the Lysias (Ch. 9).
In that essay, though saying that Lysias had adapted
his style satisfactorily to the speaker, the audience
and the subject, he is concerned mainly with the
generic characterisation of the speaker. In the
present chapter attention is concentrated on the
presentation of the subject in a style which can do it
justice. The two chapters should be read side by
side: they reflect the requirements of practical
oratory on the one hand and of literary composition
on the other. (Aristotle (Rhetoric iii. 7) covers all
three aspects of propriety.) But there is nothing in
any of the other critical essays to compare, for literary
perception and the convincing application of prin-
ciples already laid down, with the brilliant analysis of
the famous lines in which Homer describes the
labours of Sisyphus. Here is Dionysian criticism at
its best.

The three types of composition discussed in Chs.
21 to 24 do not correspond with the Grand, Middle
and Plain Styles, which appear for the first time in the
Ad Herennium,! and are found in the early chapters

1 jv. 8-10. See Caplan’s notes on pp. 252-69 of his Loeb
edition.
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of the Demosthenes. In the present essay and in
Chs. 37 to 41 of the Demosthenes the middle type of
composition is a mean between two extremes, and
these extremes correspond not to the Grand and the
Plain styles, but to the Grand and the Middle styles,
with the same authors used to furnish illustration.
A preference for a dichotomy of styles is found in
Cicero,! but his division is into Grand and Plain;
and of course he is discussing style in general, and not
composition. Dionysius’ division in the present
treatise and in the later chapters of the Demosthenes
appears to be an innovation. It is not difficult to see
how he came to invent it. In Ch. 21 he says that the
elements of composition can be combined in so many
different ways that it is impossible to make a rigid
classification. All that can be done is to identify
groups of extreme characteristics. But the whole
process of composition involves artistry and con-
trivance: in the analogy which he introduces, in his
favourite manner, from painting, painters are said to
‘“ mix their pigments togetherin a variety of shades ,
and there is no reference to simple colouring or plain
drawing. There is no place here for the unembel-
lished artlessness of a plain style, because Dionysius
is searching for an ideal style in which all the devices
which he has described are used with balanced skill
and propriety. Hence the culmination of this
section of the treatise in the *‘‘ tempered’™ or
“ blended ”’ type of composition. It is only in Ch.
22, on the austere type of composition, that Diony-
sius gives as good an analysis as in Ch. 20, noting
examples of hiatus and the clashing of rough con-

1 Brutus 201-2. See A. E. Douglas ad loc., on pp. 145-6 of
his edition (Oxford 1966).

II
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sonants. The polished type, discussed and illustrated
in Ch. 23, is of course distinguished by the absence
of most of the features found in the austere type.
Yet even when allowance is made for this, Dionysius’
treatment of it is less thorough. But Ch. 24, in which
the ideal, blended type is under consideration, is
disappointingly short and contains no illustrative
passages. One senses Dionysius’ impatience to draw
to a close.

The two concluding chapters are concerned with
defining, as far as possible, the differences between
prose and verse, and with showing how the one may
be made to resemble the other. Inasmuch as the
discussion centres upon rhythm, these chapters add
little to what Dionysius (and Aristotle and Cicero
before him) had said earlier on the subject. Again,
the reference in Ch. 25 to the great pains taken in
composﬂ:lon by Isocrates, Plato and Demosthenes,
made in justification of his own method of minute
analysis, would probably not have struck his readers
as very original. It would not be unkind to Diony-
sius to say that the greatest value of these last two
chapters lies in the several fragments of lost verse
which they preserve, and in particular Simonides’
exquisite Danae.

No work of ancient literary criticism provides a
more penetrating insight into the practical mech-
anics of stylistic analysis than Dionysius’ treatise On
Literary Composition. In spite of its self-imposed
limitations, its inconsistencies and ambiguities, it
cannot be read without enriching the experience and
sharpening the critical perception of anyone with a
feeling for the power of the written or spoken word.
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1 Odyssey 15. 125.

2 Odyssey 15. 126.

8 With its examples of paronomasia (dnuwodpynpa . . . moinpa

. yéwmua ... krijpa ... xpiipa) and etymological figure
(ydpov . . . yaperis), this opening sentence has a decidedly
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I too, dear child, have here a gift for thee ”’, as 1
Helen says in Homer when she is giving Telemachus
a parting gift.! You are celebrating your first birth-
day since reaching man’s estate, and of all festive
events this is the one which I enjoy and prize most
highly. However, I am sending you not the work
of my own hands (as Helen says when she gives the
robe to the young man %), nor what is suited only to
the season of marriage and to please a bride, but the
product and the offspring of my learning and my
mind, which will at the same time be a possession and
a useful aid in all the business of life that is transacted
through speech 3: the most necessary of all aids to
all alike who practise civil oratory, if I have any idea
of what is required, whatever their age and dis-
position may happen to be; but particularly neces-
sary to young men who are just beginning to take up
the study, like yourself, Rufus Metilius, whose father
is my most esteemed friend.4

epideictic flavour reminiscent of Gorgias. This, together with
the concluding sentence of the treatise, and in spite of the
dedication to Rufus Metilius, suggests that Dionysius attached
especial importance to this treatise and intended it for a wide
literary public.

¢ The name Metilius is to be preferred to Melitius. See
Bonner, The Literary Treatises of Dionysius of Halicarnassus,
P- 2, note 4.
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1 Dionysius employs this dichotomy in his treatment of
Thucydides and Demosthenes (his essay on subject-matter in
Demosthenes being lost); and in his comparison of Herodotus
and Thucydides and critiques of Xenophon, Philistus and
Theopompus in the Letter to Pompeius.
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In virtually all kinds of discourse two things require
study: the ideas and the words.! We may regard
the first of these as concerned chiefly with subject-
matter, and the latter with expression; and all those
who aim to become good orators pay close attention
to both these aspects of discourse equally. But the
knowledge which guides us towards the selection and
judicious management of our material is attained
slowly and with difficulty by the young: indeed, it
cannot be acquired by beardless boys. Understand-
ing of these things belongs rather to a mature in-
telligence and to an age disciplined by grey hairs—an
age whose powers are constantly being augmented
by examination of discourses and of actions,? and
by many experiences of its own and of sharing in
the fortunes of others. But the love of fine literature
flowers no less naturally in the days of youth than in
later life, for all young minds are excited by fresh
beauty of expression,® and are attracted towards it by
feelings which are instinctive and akin to inspiration.
Hence young people need, at the beginning, much
prudent supervision and guidance, if they are not to
utter ‘. . . whatever word has sprung to an ill-timed
tongue % nor to put together at random any chance
combinations, but to select words which are both
pure and refined and to arrange them in a combina-
tion which unites grace and dignity. So it is to supply
this latter faculty, the first to which the young
should apply themselves, that . . . for the sake of

2 Perhaps alluding to Dionysius’ preoccupation with
historical research.

3 I.e. they feel an affinity for it, being themselves wpatot.

4 Bergk, Frag. Adespota 85.
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1 Philoxenus of Cythera, Frag. 833 (Page).
2 No work by any other critic has survived to refute this

claim. Cf. a similar claim for his rhetorical works, Vol. I,
p. 13.
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love I offer you a song ”’,! in the form of this work on
literary composition. It is a subject which has
occurred to only a few of those ancient writers who
have composed handbooks of rhetoric or dialectic, and
not one, to the best of my belief, has carried out a
detailed, or even an adequate study of it up to the
present day.2 If I am granted the time, I shall
produce another book for you, on the choice of words,
in order that you may have a complete treatment of
the subject of style® You may expect that work
next year at the same time, if the gods continue to
preserve us from injury and disease, and it is actually
my certain destiny to reach that goal. But now
accept the work which my guiding genius4 has
inspired in my mind.

The main headings under which I propose to treat
this subject are the following: what the nature of
composition is, and what is-its special effect; what its
special aims are, and how it achieves them; what are
its principal varieties, what is the peculiar character
of each of these, and which of them I believe to be the
most effective; and in addition what is that poetical
quality, which falls so pleasantly from the tongue and
is so sweet to the ear, and is the natural companion
to composition in prose; and in what consists the
effectiveness of that poetical artistry which closely
imitates uncontrived speech and succeeds admirably

3 Choice of words and their composition were the two sub-
divisions of the treatment of style in the scheme of Theo-
phrastus. Dionysius’ treatise on choice of words, if it was
written, has not survived.

4 Cf. Demosthenes 58, sub fin. (Vol. I, p. 455), where Saiudviov
means ‘‘god”’. Here Dionysius is assuming a Socratic
mantle.
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in its purpose; and by what method of application
each of these two results may be obtained. Such,
in general outline, are the questions with which I
intend to deal, and my treatise begins at this point.
Composition is, as the name itself indicates, a 2
certain process of arranging the parts of speech, or
the elements of diction, as some call them. These
were restricted to three only in number by Theo-
dectes and Aristotle and the philosophers of their
day, who made nouns, verbs and conjunctions the
primary parts of speech.! Their successors, and in
particular the leaders of the Stoic school, raised the
number to four, separating the articles from the
conjunctions. Subsequent grammarians distin-
guished appellatives from the other substantives,?
and represented the primary parts as five. Others
detached the pronouns from the nouns, and thus
introduced a sixth element. Yet others divided the
adverbs from the verbs, the prepositions from the
conjunctions and the participles from the appella-
tives; while others introduced still further divisions
and so made the primary parts of speech many in
number. The subject could be discussed at con-
siderable length, but it is enough to say that the
combination or juxtaposition of these primary parts,
whether there be three, four or any number of them,
forms what are called clauses. Next, the joining
together of these clauses constitutes what are called

1 Cf. Demosthenes 48, sub init. (Vol. I, p. 421).

2 Dionysius Thrax (2nd century B.c.), an Alexandrine
grammarian, distinguished eight parts of speech, but regarded
mpoanyopia as a subdivision of dvoua (Uhlig’s Teubner edition,

pp- 23, 34).
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1 Cf. Aristotle, Rhetoric 3. 9. 5-8.

2 Cf. Cicero, De Oratore 3. 43. 171-2.

3 From the early sophists, especially Protagoras and Pro-
dicus, onwards. It is a recurrent subject in the third book of
Aristotle’s Rhetoric, being closely bound up with the concepts
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the “ periods ”’,! and these make up the complete
discourse. The functions of composition are to
arrange words in a proper relationship to one another,
to fit clauses together properly, and to divide the
whole discourse suitably into periods.2

Although, in proper order at least, the arrangement
of words falls into second place when the subject of
style is under consideration, since the selection of
words naturally takes precedence and is assumed to
have been made, yet for the achievement of pleasing,
persuasive and powerful effects in discourse it is far
more potent than the other. And no one should
think it strange that, whereas the choice of words has
been the subject of many serious investigations,3
which have caused much discussion among philoso-
phers and men of state, composition, though it holds
second place in order, and has been the subject of far
less discussion than the other, yet possesses so much
importance and potency that it surpasses and out-
weighs all the other’s achievements. It must be
remembered that, in the case of all other arts which
take a variety of materials and make from them a
composite product—arts like building, carpentry,
embroidery, and any others of the same kind—the
potentialities of composition are second in logical
order to those of selection, but are prior in potency.
Hence it should not be thought strange that the
same should be the case with regard to discourse.
But there is no reason why we should not furnish
proofs of this proposition, so that we may not be

of purity and clarity which were central to both Greek and
Roman stylistic theory (Aristotle, Rhetoric 3. 2. 1; 5. 1; Ad
Herenntum 4. 12. 17; Cicero, Brutus 72. 252-3).
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thought to accept without hesitation any argument
of questionable validity.

Every utterance, then, by which we express our
thoughts is either in metre or not in metre. FEither
kind is capable, if accompanied by beautiful arrange-
ment, of conferring beauty upon either verse or prose;
but if speech is thrown off carelessly and at random,
it destroys the value of the thought in the process.
At any rate many poets and prose-writers, both philo-
sophers and orators, have carefully chosen expres-
sions which are very beautiful and suited to their
subject-matter, but have reaped no benefit from their
efforts because they have given them a haphazard
and unmusical arrangement; whereas others have
taken humble words which might easily be despised,
and by arranging them in a pleasing and striking
manner, have succeeded in investing their discourse
with great beauty. It may well be thought that
composition bears the same relation to selection as
words do to ideas: for just as fine thought is of no
use unless one invests it with beautiful language,! so
here too it is pointless to devise pure and elegant
expression unless one adorns it with the proper
arrangement.

But in order to avoid appearing to assert what I
cannot prove, I shall try to give a practical demon-
stration of the reasons which have convinced me that
composition is a more important and effectual object
of study than is the mere selection of words. I shall
begin by examining a few passages of verse and prose.
From the poets let us take Homer, and from the prose-
writers Herodotus: these will provide an adequate
notion of the rest.

! Cf. Demosthenes 18 (Vol. I, pp. 304-7).
: 2
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Now in Homer we find Odysseus staying in the
swineherd’s hut and about to have his breakfast
around dawn, as the ancients used to do. Then
Telemachus appears before them, returning from his
visit to the Peloponnese. Though these are minor
happenings of everyday life, they are superlatively
well portrayed. But in what does the excellence of
expression consist? I shall quote the lines, and they
will demonstrate it themselves !:

Now in the hut Odysseus and the worthy

swineherd stirred

At dawn'’s first light the warming fire, and made

the morning meal.

Already with the pasturing swine the herdsmen

forth had gone

When, drawing near, Telemachus was met by

fawning hounds,

Their senseless barking stilled. Odysseus heard

their whining note

And the approaching steps, and straightway to

Eumaeus spoke near:

“ Eumaeus, ’tis some friend of yours, familiar

here, that comes:

His steps I hear, but from the fawning hounds

no barking din.”

Unfinished was his speech when at the door his

dear son stood.

The swineherd in amazement rose, and, slipping

from his grasp,

The bowls he mixed of sparkling wine fell

tumbling to the ground,

His labour lost, to run and greet his prince, to

kiss his head

1 Odyssey 16. 1-16.
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And both his hands and handsome eyes; and
coursing tears fell down.

I am sure everyone would testify that these lines
allure and enchant the ear, and rank second to no
poetry whatsoever, even the most attractive of all.
But where does their power to persuade us lie, and
what causes them to be what they are? Is it the
selection of words, or the composition? No one will
say ‘‘ selection ’, I am sure: for the whole passage is
woven together from the most commonplace, humble
words, such as might have come readily to the tongue
of a farmer, seaman or artisan, or anyone else who
takesno trouble tospeak well. Indeed,if the metre is
broken up, these very same lines will appear ordinary
and unworthy of admiration: for there are no noble
metaphors in them, nor instances of Aypallage or cata-
chresis,! nor any other form of figurative language ; nor
again many recondite, strange or newly-coined words.
What alternative, therefore, is left but to attribute
the beauty of the style to the composition 2? There
are countless passages of this kind in the poet, as 1
am sure everyone is aware. It is enough for me to
quote this single passage as a reminder.

Let us now pass on to the language of prose, and
consider whether the same principle holds good of it
too—that actions and words which are trifling and
ordinary, when well arranged, become invested with
great charm. For example, there is in Herodotus a

metonymy. So Quintilian 9. 6. 23. The Aristotelian word
was peradopd (Rhetoric 3. 10. 7, Poetics 21). Catachresis is a
particular kind of name-transference, being properly applied
to imprecise, strained or unnatural usages (Tryphon in
Rhetores Graecy (Spengel III, p. 182); Ad Herennium 4. 33;
Cicero, Orator 27. 94; Quintilian 8. 6. 34).

2 Cf. On the Sublime 40. 2-3.
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certain king of the Lydians whom he calls Candaules,
adding that he was called Myrsilus by the Greeks.
Candaules was infatuated with his wife, and in-
sisted on one of his friends seeing the poor woman
naked. The friend resisted the pressure that was
put upon him, but on failing to dissuade the king
submitted and saw the queen. The incident was not
only undignified and unsuitable for artistic embel-
lishment, but also insignificant and hazardous, and
closer to ugliness than to beauty. But the story has
been told with great dexterity, and has made the
incident better to hear described than to see done.
So that no one may imagine that the passage owes its
attractiveness to the dialect, I will change its
characteristic forms into Attic, and without any
further manipulation of the language will give the
conversation as it stands !:

‘“ * I do not think that you believe me, Gyges, when
I speak about the beauty of my wife: for it happens
that men trust their ears less readily than their eyes.
Arrange, therefore, to see her naked.” But he pro-
tested, saying, ‘* My lord, what is this unwholesome
suggestion you are making, bidding me to look upon
my queen naked? For when a woman casts off her
clothes she casts off her modesty as well. Long ago
men established good principles, from which we should
learn, and one of these is that a man should keep his
eyes upon his own. For my own part, I accept that
she is the fairest of all women, and beg you not to
require me to do anything that is unlawful.” He said
this in an attempt to ward the other off . . . But
Candaules replied: ‘ Be of good cheer, Gyges, and do

1 Herodotus 1. 8-10. See Demosthenes 41 (Vol. I, p. 398
and note).
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not be afraid that I am doing this to test you, or that
any harm will come to you from my wife. For in the
first place, I shall arrange matters so that she shall
not even know that she has been seen by you. I
shall bring you into the room where we sleep and
place you behind the door as it stands open: and
after I have entered, my wife will enter too and come
to bed. Now near the entrance there is a chair: on
it she will place her garments one by one as she
undresses, so you will have ample leisure to look at
her. But as she goes from the chair to the bed with
her back to you, take care next that she does not see
you as you go away through the door.” Gyges,
seeing that he could not escape, consented.”

Here again, no one can say that it is the dignity
and grandeur of the words that has given the style its
pleasing form. These have not been carefully con-
trived and selected, but are the labels fixed to things
by nature: indeed, perhaps it would not have been
fitting to use other more striking words. It must
necessarily be the case, in fact, that whenever ideas
are expressed in the most authentic and appropriate
language, no word should be grander than the nature
of the ideas. That there is no grand or striking
word in the present passage, anyone who wishes may
discover by changing nothing but the arrangement.
There are many passages like this in this author, as in
Homer, from which one may conclude that the
appealing quality of his style is derived, after all, not
from the beauty of the words but from their combina-
tion. That is sufficient on this subject.
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1 Jliad 12. 433-5.

2 The term prosodiac was applied to a variety of metres used
in processional song and lyric verse, based on the dactyl
(=vv) or the choriamb (—vv-). The scheme is thus close to
that of the dactylic (heroic) hexameter.

3 A free iambic or trochaic metre used in ribald verse. These
lines are ascribed to Euphorion of Chersonese by Hephaestion,
De Metris 1. 16.
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In order that the reader may perceive much more 4
clearly the great influence which the power of com-
position possesses both in poetry and in prose, I shall
take a number of passages which are considered to be
fine, and make their metres and word-order appear
different in character merely by altering their
arrangement. First let us take these lines from the
Homeric poems 1:

Firmly they stayed like the scales in the hands

of a labouring woman

Carefully holding the balancing arm and weighing

the wool

Poising it level, to earn for her children a

beggarly pittance.
This metre is the full heroic hexameter, the basic foot
of which is the dactyl. I shall change the order of
the words and turn the same lines into tetrameters
instead of hexameters, and.into prosodiacs ? instead
of heroics, thus:

They stayed firmly like the scales in the

labouring woman’s hands

As she carefully held the balancing arm aloft and

weighed the wool,

Level-poised, that her children might a beggarly

pittance receive.
Such are the following Priapean or, as some call them,
ithyphallic 3 lines:

I am no outsider, ye disciples of young

Dionysus . . .
Like yourselves an initiate too, by his favour I
come here,
Taking again other lines of Homer, and neither
adding nor removing anything, but simply varying the
order, I shall produce another kind of verse, the
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1 Iliad 13. 392-3. The Ionic foot was v v—— (a minore) or
——vv (a maiore).

2 Sotades was a Hellenistic poet of the third century s.c.,
whose verse was considered to be effeminate. It appears to
have been based on the Ionic foot. See Demetrius, On
Style 189, and Roberts’ note ad loc., p. 244.
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Ionic tetrameter 1:
So there outstretched was he lying, his steeds and
his chariot before,
Groaning, convulsively clutching the dust that
was red with his gore.
So there outstretched was he lying, his steeds
and his chariot before,
At the dust that was red with his gore clutching
convulsively, groaning.
Such are the following Sotadean lines 2:
There upon the summit of the burning pyres
their corpses lay
In an alien land, the widowed walls forsaken
far away,
Walls of sacred Hellas; and the hearths upon
the homeland shore,
Winsome youth, the sun’s fair face—forsaken all
for evermore!
I could illustrate many further different types of
metre, all falling under the category of the heroic
line, and showing that the same thing is true of almost
all the other metres and rhythms—that when the
choice of words remains unchanged and only the
arrangement is altered, the rhythm and the metre is
changed, and with it the structure, the complexion,
the character, the feeling and the general effective-
ness of the lines.®> But in doing so I should find it
necessary to indulge in quite a number of specula-
tions, some of which will be familiar to very few. To
many speculations, perhaps, and particularly to such
as these, the following lines of Euripides may be

3 Cf. Quintilian 9. 4. 14-15.
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aptly applied :

Meddle not, my soul, with subtleties:

Why complicate your thoughts, unless you hope

To lord it o’er your peers?

I am therefore inclined to leave this matter for the
present. But anyone who wishes may observe that
the diction of prose can be affected in the same way as
that of verse when the words are retained but their
order changed.2 I shall take from the text of
Herodotus the opening of his History, since it is
familiar to most people, simply altering the charac-
teristic forms of the dialect.® ‘‘ Croesus was a
Lydian by birth and the son of Alyattes. He was
king of the nations on this side of the river Halys,
which flows from the south between Syria and
Paphlagonia and discharges itself into the sea to the
north, which is called the Euxine.”” 1 alter the
arrangement of the words in this passage, and I shall
find that the manner of writing is no longer leisurely
and historical, but direct rather, and forensic:
“ Croesus was the son of Alyattes, and by birth a
Lydian. He was king, on this side of the Halys, over
nations; which river from the south flowing between
Syria and Paphlagonia runs into the sea which is
called the Euxine and issues towards the north.”
This style would not seem to differ greatly from that of
Thucydides in the words 4: ““ Epidamnus is a city on
the right as you sail into the Ionian gulf; its im-
mediate neighbours are barbarians, the Taulantii,

! Frag. 924 Nauck.

2 Cf. Cicero, Orator 70. 232.
31.6.

411.24. 1.
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ON LITERARY COMPOSITION

’

an lllyrian race.” I shall alter the same passage
once more and give a new form to it as follows.
" Alyattes’ son was Croesus, by birth a Lydian.
King over all nations was he, on this side of the river
Halys; which river from the south flowing
between Syria and Paphlagonia discharges itself to
the north, into the Euxine-called sea.” This pre-
cious, degenerate, effeminate way of arranging words
resembles that of Hegesias.! That writer was the
high-priest of this kind of humbug, and wrote pas-
sages like: ““ After a goodly festival another goodly
one we celebrate.” “From Magnesia am I, the
mighty land, a Sipylean.” ‘‘ It was not a small drop
that into Theban waters Dionysus spewed: sweet it
is indeed, but it makes men mad.”

Enough of examples. I think I have sufficiently
illustrated ‘my point that composition is more im-
portant than choice of words. In fact, it seems to
me that one would not be wrong to compare com-
position to Athene in Homer: for she used to make
the