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 Literary Criticism and Theory-Dr. Fouzi Slisli 

 Lecture 3-Criticism in Ancient Greece:Plato on 

Poetry 

 Literary Criticism and Theory 

Greece and Western Literature وانغربي انيىواوي الادب   

 There is no genre of literature that we have today – tragedy, 

comedy, the different forms of poetry, the short story and even the 

novel – that the Greeks didn‟t develop.  

 لرً  ِٓ ج١ٌٛٔحْ ٠طٛسٖ ٌُ ج١ٌَٛ جٌّٛؾٛد جلادخ ِٓ ٔٛع لا ٠ٛؾذ

 .جٌشٚج٠س ٚقطٝ,  جٌمظ١شز جٌشؼش, جٌمظس ِٓ جٌّخطٍفس جلاشىحي,جٌى١ِٛذ٠ح,حٌطشجؾ١ذ٠حو

 Yes, Western literature is based on Greek literature, but as the 

previous lecture showed and as we will see in this lecture, the 

reality is more complex than that.  

 ُجٌغحذمس جٌّكحػشز فٟ عرك وّح ٌىٓ,  ٛٔحٟٔج١ٌ جلادخ ػٍٝ جٌغشذٟ جلادخ أعظ, ٔؼ 

 . رٌه ِٓ ضؼم١ذج جوػش جٌٛجلغ,  جٌّكحػشز ٘زٖ فٟ عٕشٜ ٚوّح

 Greek thought influenced, in one way or another, every single 

literary form that developed in Europe and the West, but the 

differences between the two cultures remain significant.  

  فٟ ططٛسجٌّ جلادخ جشىحي ِٓ شىً وً ذأخش ػٍٝ جٚ ذشىً ج١ٌٛٔح١ٔس جلافىحسأغشش 

 . ِٚٛؾٛدٖ ظٍِٗٛك ظٍص جٌػمحفط١ٓ ٘حض١ٓ ذ١ٓ جٌفشٚلحش ٌىٓ,  ٚجٌغشخ جٚسٚذح

 This lecture and the next will look at the two influential Greek 

thinkers who influenced the development of Western literature 

and criticism more than any other thinker in history: Plato and 

Aristotle. 

 ٖجلادخ ضطٛس فٟ جغشج ٠ٛٔح١ٔحْ ِفىشجْ ٔطٕحٚي عٛف جٌّمرٍس ٚجٌّكحػشز جٌّكحػشز ٘ز 

 ٚجسعطٛ جفلاؽْٛ:  جٌطحس٠خ فٟ جخش ِفىش أٞ ِٓ وػشوأ ٚجٌٕمذ جٌغشذٟ
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Plato’s Critique of Poetry نهشعر افلاطىن وقذ   

 Extremely influential and extremely misunderstood.  

 ٌٍغح٠س فّٙٗ ع١ة٠ؼح أ ٚ ٌٍغح٠س ِإغش . 

 He wrote dialogues and in every single one, he addressed poetry.  

 شؼشٌٍْ جػٕٛ – ِٕٙح ٚجقذ ىًٌ قٛجسجش وطد . 

 He was obsessed with poetry throughout his life. But to the present, 

Western literature and criticism cannot agree why Plato was so 

obsessed with poetry? Some critics love him, some hate him, but 

they all respect him. 

  ْجٌغشذٟ ٚجٌٕمذ جلادخ ٠طفك ٌُ , جٌكحػش حٌٛلصذ ٌىٓ. ذحٌشؼش ِٙٛٚعح ق١حضٗ ؽٛجيوح 

 ؾ١ّؼح ٌىُٕٙ,  وش٘ٗ رؼغجٌٚ جقرٗ جٌٕمحد ذؼغ -جٌشؼش  ٘حؾظ أفلاؽْٛ وحْ ٌّحرج

  . جقطشِٖٛ

 Plato‟s most important contributions to criticism appear in his 

famous dialogue the Republic.  

 ُ٘(( .  جٌؿّٙٛس٠س)) ش١جٌشٙ قٛجسٖ فٟ ٠ظٙش جٌٕمذ فٟ جفلاؽْٛ ِغحّ٘حش ج 

 Two main ideas appear in this dialogue that have had a lasting 

influence. The following lecture will present those ideas and then 

provide some analysis.  

 جٌفىشضحْ ٘حضحْ عطظٙش جٌطح١ٌس جٌّكحػشز. دجتُ ضأغ١ش حٌّٙ حٌكٛجسذ ست١غ١طحْ فىشضحْ ضظٙش 

 جٌطك١ًٍ ذؼغ غُ ِٚٓ

 Our interest is in Book III and Book X of the Republic. Two ideas 

emerge in these two books that have had a lasting influence: 

 ٌٙح وحْ جٌطٟ جٌىطد ٌٙزٖ فىشض١ٓ طظٙشٌ -جٌؿّٙٛس٠س ٌىطحخ ٚجٌؼحشش جٌػحٌع أ١ّ٘طٕح ذحٌىطحخ 

 :دجتُ ضأغ١ش
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Book III of the Republic 

 Plato makes the very important distinction between Mimesis and 

Diagesis, two concepts that remain very important to analyse 

literature even today.  

  ذ١ٓ جٌفشق جفلاؽ٠ْٛٛػفMimesis and Diagesis ؾذج ِّٙحْ ظلا ِفِٙٛحْ ّٚ٘ح 

  .  جٌكحػش حٌٛلصذ جلادخ ٌطك١ًٍ

 They are often translated as imitation and narration or showing and 

telling: 

 ((. خرحسلأٚج ؼشعجٌ))  أٚ(( ٚجٌشٚج٠س جٌطم١ٍذ)) ص ضشؾِّح  غحٌرح 

 If I tell you the story of Napoleon‟s invasion of Egypt in the third 

person: He sailed to Alexandria with 30 000 soldiers and then he 

marched on Cairo, etc.” That would be a narration (diagesis). I am 

telling you the story. 

 03333 ِغ جلإعىٕذس٠س جٌٝ جذكش: ٌّظش ٔحذ١ٍْٛ غضٚ لظس غحٌع وشخض جخرشضىُ جرج 

 . مظسجٌ جخرشن جٔح(( .diagesis)) جٌشٚج٠س ىْٛض زجى٘,  جٌخ... جٌمح٘شز جٌٝ ر٘د غُ ؾٕذٞ

 But if I tell you the story in the first person, as if I am Napoleon: “I 

sailed to Alexandria with 30 000 soldiers, and then I marched on 

Cairo, etc.” That would be an imitation (mimesis). I am showing 

you the story.  

 ٓجٌٝ جذكشش جٔح))  ٔحذ١ٍْٛ جٔح وٕص ٌٛ وّح,  جٚي وشخض جٌمظس جخرشضه جْ ٌى 

 أس٠ه جٔح. (mimesis) ػشع جٚ ِكحوحز جٚ ضم١ٍذ ٠ىْٛ عٛف ٘زج((  جٌخ... جلإعىٕذس٠س

  . جٌمظس

 Drama with characters is usually a mimesis; stories in the third 

person are usually a diegesis. 

 ٚجٌشخظ١حش جٌذسجِح ضىْٛ ػحدز (mimesis)  ,ٚغحٌع شخضوجٌمظض  ضىْٛ دجتّح 

(diegesis) 
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 “But when the poet speaks in the person of another, may we not say 

that he assimilates his style to that of the person who, as he informs 

you, is going to speak? Certainly 

 جٌٝ جعٍٛذٗ ٠كٛي جٔٗ جٌمٛي لا ٔغطط١غ لذ,  آخش شخضذ جٌشحػش ٠طكذظ ػٕذِح ٌىٓ ؽرؼح 

 . ػٕٗ ٠طكذظ عٛف شخض

 And this assimilation of himself to another, either by the use of 

voice or gesture, is the imitation (mimesis) of the person whose 

character he assumes? Of course 

 ٠ّحةزٚ جلإج جٌظٛش ؽش٠ك ػٓ جِح جخش شخض جٌٝ ِٕٗ جٌطمّض جٚ جٌطكٛي ٘زج ذحٌطرغ   ,

ٛ٘ (mimesis)  ٠ؿغذٖ جْ جٌّفطشع ِٓ جٌزٞ ٌٍشخض  

 Then in that case the narrative of the poet may be said to proceed by 

way of imitation? Very true  

 ُؾذج   طك١ف جٌطم١ٍذ؟ عر١ً فٟ لذِح ٌٍّؼ١ٍٟص ل لذ ٌشحػشجٌّطحذؼس  جٌغشد قحٌس أْ غ 

 Plato, Republic 393. 

 

Mimesis-Diegesis (imitation-narration) 
 Plato was the first to explain that narration or story telling (in Arabic al-sard) can 

proceed by narration or by imitation: 

 ْٛذحٌطم١ٍذ أٚ ذحٌغشد ٠ٕرػك  جٌغشد ( ِّىٓ–)فٟ جٌؼشذ١س  جٌكىح٠س عشد جٚ خرحسأ ذحْ ٚػف ِٓ جٚي ٘ٛ جفلاؽ 

 “And narration may be either simple narration, or imitation, or a union of the two” 

(Republic, 392). 

 غ٠ٓ١ٕؿّغ ذ١ٓ جلأ جِٚكحوحز  جٚ عشد ذغ١ؾ ضىْٛ جْ ِّىٓ جٌشٚج٠س . 

 This distinction has been very popular in Western literary criticism and it remains 

today very important for the analysis of literature.  

  ْجلادخ ٌطك١ًٍ ؾذج ُِٙ جلا٠حَ ٘زٖ قطٝ ٚظً جٌغشذٟ جلادخ ٔمذ فٟ ؾذج ِؼشٚفح جٌط١١ّضوح. 

 We will see in future lectures how useful it is to twentieth century schools of 

criticism like Formalism and Structuralism. 

 جٌكحدٞ جٌمشْ ٚجٌرٕحت١س ٌّذجسط جٌشى١ٍحش ِػً ِٓ ِف١ذز جلأطمحدجش و١ف ِكحػشجش جٌّغطمرً فٟ ٔشٜ عٛف 

 .ٚجٌؼشش٠ٓ
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Book X of the Republic 
 Plato introduced another idea that has produced strong reactions in Western literature 

and criticism and has been very difficult to understand.  

 ور١شٖ طؼٛذس ٚٚجؾٙص جٌغشذٟ ٚجٌٕمذ جلادخ فٟ ٗل٠ٛ فؼً زشدو جٔطؿص جخشٜ فىشٖ فلاؽْٛلذَ أ 

 .فّٙٙح فٟ
 This is Plato‟s famous decision in Book X of the Republic to ban poets and poetry 

from the city. 

 جٌّذ٠ٕس ِٓ ٚجٌشؼشجة جٌشؼش كظشٌ جٌؿّٙٛس٠س ِٓ 4 ىطحخٌٍ جلاشٙش جفلاؽْٛ لشجس ٘ٛ ٘زج . 
 Because European and Western cultures have always valued poetry, literature and 

art, Plato‟s decision has always been difficult to explain.  

 ْفلاؽْٛأ سجلشدجتّح , ٚفٓ ٚجدخ ل١ُ شؼش دجتّح ٌذ٠ٙح وحْ جلأٚسٚذ١س ٚ جٌغشذ١س جٌػمحفس لا ِٓ 

 .  ششقٗ جٌظؼد
 Western cultures have always claimed that their practice of literature and art are 

based on Greek antiquity, but here is the most important Greek philosopher rejecting 

art and poetry and banning them from his ideal city. 

 جُ٘ ٕ٘ح ٌىٓ.  ج١ٌٛٔحٟٔ جٌمذَ ػٍٝ ِرٕٟ ٚجٌفٓ دخٌلأ ِّحسعطُٙ ذحْ ذجتُجٌ جٌغشذ١س دػٜٛ جٌكؼحسز 

 . جٌّػح١ٌس ِذ٠ٕطٗ ِٓ ِٕٚؼّٙح ٚجٌشؼش جٌفٓ سفغ ٠ٛٔحٟٔ ف١ٍغٛف

Plato Bans the Poet- انشعر يحضر افلاطىن   
 Christopher Janaway sums up Western Reactions to Plato‟s Ban of Poetry: 

  ٌٍشؼش جفلاؽْٛ ّٕغذ جٌغشذٟ جٌفؼً سد ؾحٔحٚجٞ وش٠غطٛفش٠ٍخض . 

 “They protest too much: Plato is assailed with „gross illogicality and unfairness‟, 

„passionate, hopelessly bad arguments‟, „trivial or sophistic arguments which he 

cannot himself regard as conclusive‟, and a position which is „quite unacceptable‟ 

(how dare he!) –  

  ((غ١ش ع١ثس ذكؿؽ جفلاؽْٛ جٔطمذ,  ٚظحٌُ ِٕطمٟ غ١ش ذشىً جفلاؽْٛ ٘ٛؾُ. ور١ش ذشىً جقطؿٛج 

 (٠ؿشؤ و١ف) جٌمرٛي ػذَ ِٕٗ ِٛلفُٙ ٚوحْ,  قحعّٗ ٚغ١ش ِّٙٗ غ١ش ضحفٙس قؿؿٗ جْ ٚل١ً ِٕطم١ٗ
 But then again it is said that he is only „enjoying himself by over-stating his case‟, 

that a „comparison with other dialogues makes it quite clear that [these sections of 

the Republic] do not contain his considered opinion‟, and that we should „construct a 

nobler and more generous theory of Aesthetic Arts‟ on his behalf.  
 ٖجٌّمحؽغ ٘زٖ].ضّحِح جٌٛجػف ِٓ ٠ؿؼً جٌكٛجسجش ِٓ غ١ش٘حذ ذٗ,ِمحسٔس جٌّرحٌغس ذٛجعطس ٔفغٗ ٠ّطغ ل١ً جخشٜ ِش ِٓ 

 . جلاخشٜ وطرٗ خلاي ٚجٌشؼش حٌفٓذ سج٠ٗ ٔؼشف جْ ٠ؿد ٚجٕٔح جٌكم١م١س آسجتٗ ػٍٝ كطٛٞضلا  [جٌؿّٙٛس٠س
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 Perhaps there is a hidden „commendation of good art‟ even within Book 10 itself, or 

is Plato „struggling after a theory of aesthetics which does not find full expression 

before Hegel‟? ”  

 ؾّح١ٌحش ٔظش٠س ذؼذ وحفف أٚ أفلاؽْٛ "ٔفغٗ,  03 جٌىطحخ ئؽحس فٟ ٚقطٝ ' خفٟ ؾ١ذ فٓ ئشحدز ٕ٘حن وحْ سذّح 

 ” ؟' ١٘غً لرً وحِلا ضؼر١شج   ضؿذ لا جٌطٟ

 Christopher Janaway, Images of Excellence: Plato's Critique of the Arts, (Clarendon 

Press, Oxford, 1995), p.154, n. 46. 

 014-َ ,(0991 أوغفٛسد, ولاس٠ٕذْٚ, جٌظكحفس) ٌٍفْٕٛ, أفلاؽْٛ ٔمذ: ٌٍط١ّض طٛس ؾحٔحٚجٞ, وش٠غطٛفش, 

 .44 سلُ

 Some have even written imaginary dialogues with Plato to 

explain to him the gravity of his decision and teach him how 

good the Western concept of art is: 

 ٠ٚؼٍّٗ لشجسٖ خطٛسز ٌٗ ٌطششـ أفلاؽْٛ ِغ ج١ٌّ٘ٛس جٌكٛجسجش ذؼغ وطرص 

 ٌٍفٓ ؾ١ذ جٌغشذٟ جٌّفَٙٛ و١ف

  “We may be tempted to imagine teaching Plato this concept 

of ours, and patiently leading him out of error: „You see, 

these things that you are attacking are Art. If something is Art 

it invariably has the following value…and does not really 

need any further justification.‟ („Thank you for clearing that 

up‟, he might reply -…)”Ibid. 

 ٓخشٚؾٌٗ جٌّإدٞ ٚطرشٖ ذٍذٔح, ٌّفَٙٛ أفلاؽْٛ ذس٠ظض ضخ١ً ئٌٝ ٔغشٞ لذ ٔك 

 شٟة ٕ٘حن وحْ ئرج .جٌفٓ ٟ٘ ِٙحؾّس وٕص جٌطٟ جلأش١حة ٘زٖ ضشْٚ, جٌخطأ وّح ِٓ

 شىشج)' . 'آخش ِرشس ٞلأ قمح   كطحؼ٠ لا ٚأْ دجتّح  .. جٌطح١ٌس جٌم١ّس ػٍٝ ٠كطٛٞ ٍفٌٓ

 ...( -دذّح سس ,'ٌٍطٛػ١ف ج
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Oral Society 

 Only in the 20th century that some scholars finally showed that the poetry 

that Plato talks about and bans is different from the poetry and art that 

Europe and the West have.  
 ػٕذ ٚجٌشؼش جٌفٓ ػٓ ِخطٍف جفلاؽْٛ ػٕٗ ضكذظ جٌزٞ جٌفٓ جْ ذ١ٕٛج جٌؼٍّحة ذؼغ 03جي جٌمشْ فٟ فمؾ 

 . ٚجٌغشخ جلاٚسٚذ١ْٛ

 Paul Kristller drew attention to the fact that the Greeks did not have 

anything similar to the Western ideas of art and literature.  
  ٚجلادخ جٌفٓ ػٓ جٌغشخ جفىحس ِغ ضشحذٗ أٞ ٌذ٠ُٙ ٠ىٓ ٌُ ج١ٌٛٔحْ جْ قم١مس جٌٝ جلأطرحٖ وش٠غٍش ذٛيٌفص .  

 The Western ideas of art and literature did not exist in ancient Greece and 

Rome: 

 ٚجٌشِٚحْ ج١ٌٛٔحْ جٌمذِحة ػٕذ ِٛؾٛدٖ ضىٓ ٌُ ٚجلادخ جٌفٓ ػٓ جٌغشخ جفىحس . 

 “The Greek term for Art and its Latin equivalent (ars) do not specifically 

denote the “fine arts” in the modern sense, but were applied to all kinds of 

human activities which we would call crafts or sciences.”  
 ((ج١ٌٛٔح١ْٔٛ ػٕذ جٌفٓ ِفشدز (ars  )ٟٕػٍٝ ضذي وحٔص ذً جٌكذ٠ع ذحٌّؼٕٝ جٌؿ١ٍّس ٍفٌْٕٛ خحص ذشىً لا ضؼ 

 .ػٍَٛ جٚ ٗقشف ضغ١ّطٙح جٌّّىٓ ِٓ جٌطٟ جٌرشش٠س جٌٕشحؽحش جٔٛجع ؾ١ّغ

 Paul Kristller, “The Modern System of the Arts,” in Journal of the History 

of Ideas, vols. XII-XIII, (1951 and 1952), p. 498. 
 ٌٍفٓ جٌكذ٠ع جٌٕظحَ))  وطحخ فٟ وش٠غٍش ذٛي رٌه ٠مٛي(( 

 A decade later Eric Havelock confirmed the same point: 

 جٌمظذ ٔفظ ٘حفٍٛن ئ٠ش٠ه ٠إوذ جٌضِحْ ِٓ ػمذ ذؼذ  

 “Neither “art” nor “artist”, as we use the words, is 

translatable into archaic or high-classical Greek.” Eric 

Havelock, Preface to Plato,  (p. 33, n. 37.) 

  (جٚ جٌمذ٠ّس ج١ٌٛٔح١ٔس جٌٍغس فٟ ضشؾّٗ أٞ ٚجٌفٕحْ جٌفٓ ٌّفشدضٟ ٠ٛؾذ لا 

 ( جٌىلاع١ى١س
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 The Western institution of “Fine Arts” or “les Beaux Arts” or 

Aesthetics”, as a system that includes on the basis of common 

characteristics those human activities [painting, architecture, 

sculpture, music and poetry] and separates them from the 

crafts and the sciences, are all products of the mid eighteenth 

century: 

 ٌٍٕشحؽحش جٌّشطشوس جٌخظحتض جعظ ٠ؼُ ٔظحَ جٌؿ١ٍّس ٌٍفْٕٛ جٌغشذ١س جٌّإعغس 

 ٚضفظٍٙح((  ٚجٌشؼش جٌّٛع١مٝ,  جٌٕكص,  جٌّؼّحس٠س جٌٕٙذعس,  ٌشعُوح) جٌرشش٠س

 .01جي جٌمشْ ِٕطظف ٔطحؼ وحٔص,  ٚجٌؼٍَٛ جٌكشف ػٓ
 

Arts is an 18th Century Invention- 81ال انقرن اكتشاف هي انفىىن   
 “The basic notion that the five “major arts” [painting, sculpture, architecture, music 

and poetry] constitute an area all by themselves, clearly separated by common 

characteristics from the crafts and the sciences and other human activities, has been 

taken for granted by most writers on aesthetics from Kant to the present day.  

 ضشىً((  ٚجٌشؼش جٌّٛع١مٝ,  جٌؼّحسز,  جٌٕكص,  جٌشعُ)  جٌخّغس جٌفْٕٛ جْ ٟ٘ جلأعحع١س جٌفىشز 

 جخزش.  جٌرشش٠س جٌٕشحؽحش ٚذحلٟ ٚجٌؼٍَٛ جٌكشف ِٛجطفحش ػٓ ضّحِح ِٕفظٍٗ,  رجضٙح ذكذ ِٕطمٗ

 . جٌكحػش ٚلطٕح ٚقطٝ (Kant)ِٕز جٌؿّحي ػٍُ فٟ جٌىطحخ ِؼظُ لرً ِٓ جلاػطرحس ذؼ١ٓ

 It is freely employed even by those critics of art and literature who profess not to 

believe in “aesthetics”; and it is accepted as a matter of course by the general public 

of amateurs who assign to “Art” with a capital A that ever narrowing area of modern 

life which is not occupied by science, religion, or practical pursuit.” 

 ػ١ٍٙح ٚجضفك.  جٌؿّحي ذؼٍُ ج٠ّحُٔٙ ذؼذَ ٠ظشقْٛ جٌز٠ٓ ٚجلادخ جٌفٓ ٔمحد لرً ِٓ قطٝ ذكش٠ٗ ؽرمص 

 ..(( جٌٙٛجز ِٓ جٌؼحَ جٌؿّٙٛس لرً ِٓ ؽرؼح
 Paul Kristeller, “The Modern System of the Arts,” (p. 498.) 

 َ((. ٌٍفْٕٛ جٌكذ٠ع جٌٕظحَ))  وش٠غٍش ذٛي ولا 
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 So what kind of poetry did the Greeks have? Why did Plato ban it?  

 ؟ جفلاؽْٛ ٚ٘حؾّٗ ِٕؼٗ ٌّحرج ؟ ج١ٌٛٔحْ ػٕذ وحْ جٌزٞ جٌشؼش ٔٛع ِح ٘ٛ.. جرج  

 Notice, first, that Plato does not use the words “literature” or “art.” 

He uses the word “poetry.” The discipline that we call today 

Literature is an 18th century European invention.  

 ٔغ١ّٗ جٌزٞ جٌؼٍُ.  شؼش وٍّس جعطخذَ.  فٓ جٚ أدخ وٍّس ٠غطخذَ ٌُ جفلاؽْٛلاقع  جٚلا 

 . 01جي ٍمشٌْ جٚسٚذٟ جخطشجع ٘ٛ أدخ ج١ٌَٛ

 In the ancient world, they had poetry, tragedy and comedy, but they 

were all known as “poetry.” They poet could be a tragedian like 

Sophocles or Euripides, a comedian like Aristophanes, or an epic 

poet like Homer, but the Greeks never called any of these poets 

“artists” and they never called their poems and plays, “literature.” 

 ٟذحٌشؼش ضؼشف وٍٙح وحٔص ٌىٓ,  ٚو١ِٛذ٠ح ضشجؾ١ذ٠ح,  شؼش ٌذ٠ُٙ وحْ, جٌمذ٠ُ جٌؼحٌُ ف  .

 ِػً و١ِٛذٞ جٚ,  ٠ٛس٠ر١ذ٠ض جٚ عٛفٛوٍظ ِػً ضشجؾ١ذٞ جٌشحػش ٠ىْٛ جْ ٠ّٚىٓ

 ٘إلاة ِٓ أٞ جذذج ٠غّٛج ٌُ ج١ٌٛٔح١ْٔٛ ٌىٓ,  ِ٘ٛش ِػً ٍِكّٟ شحػش جٚ,  أسعطٛفحْ

 )جلأدخ) خ ِغشق١حضُٙ جٚ لظحتذُ٘ جذذج ٠غّٛج ٌُٚ( فٕح١ٔٓ)  جٌشؼشجة

 The poet that Plato describes in the Republic, as Eric Havelock 

shows, is a poet, a performer and an educator.  

 ٘حفٍٛن ئ٠ش٠ه ٠خرش وّح(  جٌؿّٙٛس٠س)  وطحذٗ فٟ جفلاؽْٛ ٠ظفٗ جٌزٞ جٌشحػش  ,ٛ٘ 

 .ػمفِٚ ّػًِٚ شحػش

 The poetry that Plato talks about was main source of knowledge in 

the society. 

 جٌّؿطّغ فٟ ٌٍّؼشفس جلاعحعٟ جٌّظذس ٘ٛ وحْ جفلاؽْٛ ػٕٗ ضكذظ جٌزٞ جٌشؼش . 

 It is only in an oral society that poetry becomes the most principal 

source of knowledge and education.  

 ْٚجٌطؼٍُ ٌٍّؼشفس جػطرحسج جلاوػش جٌّظذس جٌشؼش ف١ٗ جطرف جٌزٞ جٌّؿطّغ فٟ فمؾ وح . 
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 The reason:  in a society that does not have a system of writing, 

poetry becomes useful to record and preserve knowledge.  

 طغؿ١ًجٌ فٟ ِف١ذج ٠ظرف جٌشؼش,  جٌىطحذس فٟ ٔظحَ لا ٠ٍّه جٌزٞ جٌّؿطّغ جْ:  جٌغرد 

 . ػ١ٍٙح ٚجٌكفحظ ٚجٌّؼحسف

 Without a system of writing, how does a society preserve its 

knowledge, its customs and its traditions? How does this society 

transmit that knowledge, custom and tradition to the younger 

generation?  

 ْٚو١ف ؟ ٚضمح١ٌذٖ ٚػحدجضٗ ِؼحسفٗ ٝػٍ ٠كحفع جْ ٌٍّؿطّغ ٠ّىٓ و١ف,  ٌٍىطحذس ٔظحَ ذذ 

 ؟ جلاطغش ٌلأؾ١حي ٚجٌطمح١ٌذ ٚجٌؼحدجش جٌّؼحسف ضٍه ٠ٕمً جْ ٌٍّؿطّغ ٠ّىٓ

 The answer is: Poetry!  

 جٌشؼش:  ٘ٛ جٌؿٛجخ . 

 Because poetry uses rhyme, meter and harmony and those make 

language easy to remember (like proverbs are easy to remember) 

 ْوّح)  جٌٍغس ضزوش جٌغًٙ ِٓ ضؿؼً ٚضٍه,  جٌىٍّحش ذ١ٓ ٚجٌطٕحغُ جٌمحف١س ٠غطخذَ جٌشؼش لا 

 ( ضزوش٘ح ٠غًٙ جلاِػً جْ

 Oral societies, societies that do not have a system of writing, use 

poetry like modern societies use schools, libraries, newspapers and 

television. Poetry is the education institution. Poetry is the 

storehouse of knowledge, customs and traditions. Poetry is the 

medium of communication.  

 وّح ضغطخذَ جٌشؼش ضغطخذَ حٌىطحذسذ ٔظحَ ٌذ٠ٙح ١ٌظ ِؿطّؼحش ٟ٘ جٌشؼش٠س جٌّؿطّؼحش 

 جٌّإعغس ٘ٛ جٌشؼش.  ٚجٌطٍفحص جٌظكف,  جٌّىطرحش,  جٌّذجسط جٌكذ٠ػس جٌّؿطّؼحش

 . جٌطٛجطً ٚع١ٍس ٘ٛ جٌشؼش.  ٚجٌطمح١ٌذ جٌؼحدجش,  جٌّؼشفس ِخضْ ٘ٛ جٌشؼش.  جٌطؼ١ّ١ٍس
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Oral Vs. Written Cultures - انمكتىبة انثقافة مقابم انهفظية انثقافة  . 

 This poetry is vastly different that the Western institution of 

literature and art 

 ٚجٌفٓ ٌلأدخ جٌغشذ١س جٌّإعغس ػٓ ضّحِح ِخطٍف جٌشؼش ٘زج . 

 Literature is an interaction between a reader and a book 

 ٚجٌىطحخ جٌمحسب ذ١ٓ ضفحػً ٘ٛ جلادخ . 

 Oral poetry is a communal performance.  

 أدجة ٘ٛ جٌشفٟٙ جٌشؼش communal 

 Literature is entertainment and pleasure  

 ٚجٌّطؼس جٌطشف١ٗ ٘ٛ جلأدخ. 

 Oral poetry teaches science, medicine, war and peace and 

social values 

 جؾطّحػ١ٗ ٚل١ُ ٚجٌغلاَ جٌكشخ,  جٌطد,  جٌؼٍُ ٠ؼٍُ جٌٍفظٟ جٌشؼش 

 The writer or artist of literature is a gifted individual  

 ِٛ٘ٛخ شخض ٘ٛ ٌلأدخ جٌفٕحْ جٚ خحجٌىط . 

 The poet in an oral society is a leader, an educator, a warrior, 

a priest 

 د٠ٓ سؾً ٚ ِٚكحسخ ِٚؼٍُ لحتذ جٌشفٟٙ جٌّؿطّغ فٟ جٌشؼش . 

 These distinctions are important to understand why Plato saw 

the poet as a big danger to his society. 

 ِٖؿطّؼٗ ػٍٝ ؾغ١ُ وخطش ٌٍشؼش جفلاؽْٛ سؤ٠س عرد ٌفُٙ ِّٙٗ جٌفشٚلحش ٘ز . 
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Poetry Cripples the Mind - انعقم!!!((  يشم))  انشعر  . 

 Plato accuses the poetic experience of his time of conditioning the 

citizens to imitate and repeat, uncritically, the values of a tradition 

without grasping it. 

 ٌْٛم١ُؾشغ  ذذْٚ ٚضىشجس ٌطم١ٍذ جٌّٛجؽ١ٕٓ ذط١ٙثس ٚلطٗ فٟ جٌشؼش٠س جٌطؿشذس ٠طُٙ جفلاؽ 

 . جعط١ؼحذٙح جٚ جدسجوٙح ذذْٚ ٚضمح١ٌذ

 The citizens, Plato says, are trained to imitate passively the already 

poor imitations provided by the discourse of poetry. 

 جٌّمذَ جٌؼؼ١ف ٍطم١ٍذٌ عٍرٟ ذشىً ضم١ٍذ ػٍٝ ضذس٠رُٙ ٠طُ جٌّٛجؽ١ٕٓ جْ جفلاؽْٛ ٠مٛي ِٓ 

 . جٌشؼشٞ جٌخطحخ لرً

 The poet is only good at song-making. His knowledge of the things 

he sings about like courage, honour, war, peace, government, 

education, etc., is superficial. He only knows enough about them to 

make his song. 

  جٌشؿحػس ِػً ذٙح ٠طغٕٝ جٌطٟ جلاش١حة ػٓ ِؼشفطٗ . جلاغحٟٔ طٕغ فمؾ جٌشحػش٠ؿ١ذ  ,

ِح  ػُٕٙ ٠ؼٍُ ٘ٛ.  عطك١ٗ ِؼشفٗ ٟ٘ جٌخ..  جٌطؼ١ٍُ,  جٌكىُ,  جٌغلاَ,  جٌكشخ,  جٌششف

  . جغ١ٕٗ ٌظٕغ فمؾ ٠ىفٟ

 The poet produces only a poor copy of the things he sings about, 

and those who listen to him and believe him acquire a poor 

education.   

 ج١ٌٗ ٠ظغْٛ جٌز٠ٓ ٚجٌٚثه,  ذٙح ٠طغٕٝ جٌطٟ جلاش١حة ػٓ ػؼ١فس ٔغخٗ فمؾ ٠ٕطؽ جٌشحػش 

 .  ػؼ١ف ضؼ١ٍُ ػٍٝ ٠كظٍْٛ ٠ٚظذلٛٔٗ

 Poetry excites the senses and neutralizes the brain and the thinking 

faculties. It produces docile and passive imitators.  

 ٚعٍٟٙ عٍر١١ٓ جضرحع ٠ٕطؽ جٔٗ.  ٚجٌطفى١ش جٌؼمً لذسجش ٠ٚك١ذ,  جلاقغحط ٠ػ١ش جٌشؼش 

 . جلأم١حد
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 The first two Books of the Republic describe an unhealthy Greek 

society where "all men believe in their hearts that injustice is far 

more profitable than justice" (Republic, 360).  

 ؾ١ّغ وحْ ق١عأخلال١ح   فحعذجٌ ج١ٌٛٔحٟٔ جٌّؿطّغ ٠ششقحْ((  جٌؿّٙٛس٠س))  ِٓ وطحذ١ٓ أٚي 

 . جٌؼذجٌس ِٓ سذكح ذىػ١ش جوػش جٌظٍُ ذحْ جػّحلُٙ ِٓ ٠ؼطمذْٚ جٌشؾحي

 Virtue and justice are considered painful and unrewarding. Vice and 

injustice, however, are not only easy and practical but also 

rewarding.  

 ٚػٍّٟ عًٙ فمؾ ١ٌظ رٌه سغُ جٌظٍُ. ِف١ذجْ ٚغ١ش ِإٌّحْ ٠ؼطرشجْ ٚجٌؼذجٌس جٌفؼ١ٍس 

 . ج٠ؼح ِؿضٞ ٌىٕٗ

 Plato blames the traditional education given to the youth. It does not 

meet the standards of justice and virtue.  

 ٍَٛٚجٌفؼ١ٍس جٌؼذجٌس ذّؼح١٠ش ٠فٟ لا فأٗ -ٌٍشرحخ جٌّؼطٝ  جٌطم١ٍذٞ جٌطؼ١ٍُ أفلاؽْٛ ٠. 

 Then he blames the parents and teachers as accomplices. If parents 

and tutors tell their children to be just, it is "for the sake of character 

and reputation, in the hope of obtaining for him who is reputed just 

some of those offices, marriages and the like" (Republic, 363).  

 َغُ. ٚجٌفؼ١ٍس جٌؼذجٌس ِرحدب ٠ٛجفك لا جٔٗ.  ٌٍشرحخ ٠مذَ جٌزٞ جٌطم١ٍذٞ جٌطؼ١ٍُ جفلاؽْٛ لا 

 ٠ىٛٔٛج جْ جؽفحٌُٙ ٚجٌّؼ١ٍّٓ جلاذحة جخرش جرج.  جٌخطأ ٙزجذ وششوحة ٚجٌّؼ١ٍّٓ جلاذحة لاَ

 جشطٙش ٚلذ ٘ٛ ٠كظً جْ جًِ ػٍٝ,  ٚعّؼطُٙ شخظ١حضُٙ ٌّظٍكس ٚرٌه)  ػحد١ٌٓ

 .)) رٌه ِح شحذٗ جٚ جٌض٠ؿحش جٚ جٌّٕحطد)) ضٍه ِٓ ذؼغ ػٍٝ ذحٌؼذجٌس

 People are encouraged to 'seem' just rather than 'be' just. And the 

authorities to whom people appeal for these views are, of course, 

the poets. Homer, Masaeus and Orpheus are all cited for illustration. 

 ٠ٕحدْٚ جٌز٠ٓ جٌٕحط جٌٚثهِغثٌْٛٛ  ٚ. ' ٠ىْٛ' أْ ِٓ ذذلا   فمؾ' ٠رذٚ' ئٌٝ ِذػْٛٚ جٌٕحط 

 جٌشؼشجة ُ٘ ذحٌطرغ جلافىحس ذٙزٖ

 See Republic (363 a-d; 364c-365a; 365e-366b). 
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 It would be fine, he says, if people just laughed at these tales and 

stories, but the problem is that they take them seriously as a source 

of education and law.  

 ٌىٓ,  ٚجٌكىح٠حش جٌمظض ضٍه ػٍٝ ػكىٛج فمؾ جٌٕحط جْ ٌٛ جٌؿ١ذ ِٓ ع١ىْٛ جٔٗ ٠مٛي 

 . ٚجٌمحْٔٛ ٌٍطؼٍُ وّظذس جٌؿذ ِكًّ ػٍٝ ٠أخزٚٔٙح جُٔٙ جٌّشىٍس

 How are people‟s minds going to be affected, he asks, by the poetic 

discourse to which they are exposed night and day, in private and in 

public, in weddings and funerals, in war and in peace?  

 ١ٌلا ٌٙح ٠طؼشػْٛ جٌطٟ جٌشؼش٠س جٌخطحذحش ضٍه ِٓ جٌٕحط ػمٛي عططأغش و١ف,  ٠ٚغأي 

 ؟ ٚجٌغلاَ جٌكشخ فٟ,  ٚجلاضشجـ جلافشجـ فٟ ٚجٌؼٍٓ جٌغش فٟ,  ٚٔٙحسج

 What is the impact especially on those who are young, “quick-

witted, and, like bees on the wing, light on every flower?”  

 ٛ٘ ٠ط١ش جٌزٞ جٌٕكً ِٚػً,  جٌرذ١ٙ٠س عش٠ؼٛ جٌشرحخ ػٍٝ خظٛطح جٌّشدٚد جٚ جٌطأغ١ش ِح 

 ؟ ص٘شٖ وً ػٍٝ

 How are they going to deal with this dubious educational material 

poured into their minds? They are “prone to draw conclusions," he 

says (Republic, 365).  

 فٟجٌطٟ ضغىد  ف١ٙح جٌّشىٛن ٌٍطشذ١س جٌّٛجد ٘زٖ ِغ ٌٍطؼحًِ رج٘رْٛ ُ٘ فو٠:١مٛي  وّح 

 " جٌٕطحتؽ لاعطخلاص ػشػٗ" ػمٌُٛٙ؟ أٔٙح

 

The Colors of Poetry: Rhythm, Harmony and Measures 

انمعايير, انتىاغم,  انقافية:  انشعر انىان    

 Plato analyses two aspects of poetry to prove his point: style and content.  

 ًٍٚجٌّكطٜٛ جلاعٍٛخ:  ٔظشٖ ٚؾٙس ١ٌػرص جٌشؼش ِٓ ؾحٔرحْ جفلاؽْٛ ق . 

 Style: Plato observes that the charm of poetry and its power reside in its 

rhythm, harmony, and measures.  

 ِٚؼح١٠شٖ ٚضٕحغّٗ,  لحف١طٗ فٟ ضظٙش ٚلٛضٗ جٌشؼش عكش جْ جفلاؽْٛ ٠لاقع: جلأعٍٛخ  . 
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 These are what he calls the „colours‟ of poetry. Without them, he says, 

poetry loses most of its charm and appeal.  

 ٖٚؾحرذ١طٗ عكشٖ ِؼظُ جٌشؼش ٠فمذ ٠مٛي وّح ذذٚٔٙح.  جٌشؼش أٌٛجْ ٠غ١ّٙح ِح وحْ ٘ز  . 

 The poet, he says, is merely good at the aesthetic adjustment of his verses 

and rhythms and is actually ignorant about the content of his songs or tales. 

 جٚ جغ١ٕطٗ ِكطٜٛ ٠ٚطؿحً٘ ٚج٠محػٗ ٕظٗذ جٌؿّح١ٌس جٌٍّغحش فٟ فكغد ؾ١ذ جٌشحػش ٠مٛي وّح 

 .قىح٠طٗ

  He is a good craftsman in terms of spinning the appropriate rhythms and 

melodies to achieve the desired effect on the listener, but as far as the 

actual matters he sings about, like war or peace or justice or good or evil, 

he knows no more about them than his ignorant audience.  

 ٛ٘ٚ ٟجٌّغطّغ ػٍٝ ضإغش جٌطٟ جٌشغرس ١ٌكمك ٚجلاٌكحْ جٌمٛجفٟ جٔغد ٔظُ قحٌس فٟ ؾ١ذ قشف  .

 ػٕٙح لا ٠ؼشف جٌشش جٚ جٌخ١ش جٚ جٌؼذجٌس جٚ ٚجٌغلاَ جٌكشخ ِػً جؾٍٙح ِٓ ٠غٕٟ جٌطٟ جٌفؼ١ٍس جلاِٛس

 . ج٠ؼح ذٙح جٌؿحً٘ ؾّٙٛسٖ ِٓ جوػش

 The poet‟s craft, Plato says, demands only a superficial knowledge of 

things; just enough to be able to give an imitation of them: 

 ٌطّػ١ٍٙح فمؾ وحف١ٗ ضىْٛ جلاش١حة ػٓ عطك١ٗ ِؼشفٗ فمؾ ضططٍد,جفلاؽْٛ ٠مٛي وّح,  جٌشحػش ِٕٙس . 

 “The poet with his words and phrases may be said to lay on the 

coolers of the several arts, himself understanding their nature only 

enough to imitate them; and other people, who are as ignorant as he 

is, and judge only from his words, imagine that if he speaks of 

cobbling, or of military tactics, or of anything else, in meter and 

harmony and rhythm, he speaks very well - such is the sweet 

influence which melody and rhythm by nature have.  

 لحدسج ٠ىْٛ حٌطر١ؼطٙ ذفّٙٗ,  ِطٕٛػٗ فْٕٛ جٌٛجْ ٠ؼغ جْ ِّىٓ ٚػرحسجضٗ ذىٍّحضٗ جٌشحػش 

 ٠طخ١ً,  وٍّحضٗ خلاي ِٓ فمؾ ٠ٚكىّْٛ  ِػٍٗ ضّحِح جٌؿح١ٍ٘ٓ جلاخش٠ٓ جِح,  ضؿغ١ذ٘ح ػٍٝ

 ٚٚصْ ذمحف١ٗ آخش شٟة أٞ ػٓ جٚ جٌؼغىش٠س جٌطىط١ىحش جٚ جلاطلاـ ػٓ ضكذظ جٔٗ ٌٛ

 .  ٚجلا٠محع جٌٍكٓ ٠كذغٗ جٌزٞ جٌؿ١ًّ جٌطأغ١ش ِػً ِّطحص ذشىً ٠طكذظ عٛف ٚضٕحغُ
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 And I think that you might have observed again and again what a 

poor appearance the tales of poets make when stripped of the 

colours which music puts upon them, and recited in simple prose.” 

 قىح٠حش ذٗ ضظٙش جٌزٞ جٌؼؼ١ف جٌظٙٛس ٚضىشجسج ِشجسج لاقظص ضىْٛ سذّح جٔه جظٓ جٔح 

 . ذغ١ؾ ٔغك فٟ ٚضخشؼ ف١ٙح جٌّٛع١مٝ ضكذغٙح جٌطٟ جلاٌٛجْ ِٓ ضطؿشد ػٕذِح جٌشؼشجة

 Republic, (601a); See also Gorgias, (502). 
 Form in oral poetry is not only verbal it is also physical.  

 ًقغٟ ج٠ؼح ذً ٌفظٟ فمؾ ١ٌظ ٌٍشؼش جٌشفٟٙ جٌشى  . 

 The oral poet relies equally on gestures, movements and mimicry.  

 ٚجٌّكحوحز جٌكشوحش,  جلا٠ّحةجش ػٍٝ ِطغحٚٞ ذشىً ٠ؼطّذ جٌٍفظٟ جٌشحػش  . 

 These, too, can have a powerful impact on an audience.  

 ٟ٘ٚ جٌّغطّغ ػٍٝ لٛٞ ضأغ١ش ٌٙح ٠ىْٛ جْ ِّىٓ ج٠ؼح  . 

 Like the poet‟s words, they divert attention from what is actually being said and only 

aim to impress the spectator by the skills of the delivery: 

 ًِٙحسجش ؽش٠ك ػٓ جٌّغطّغ ػٍٝ جٌطأغ١ش جٌٝ فمؾ ٚضٙذف فؼلا ٠محي ػّح جلأطرحٖ ضكٛي جٔٙح,  جٌشحػش وٍّحش ِػ 

 جٌّؼٕٝ ضٛط١ً

 “[A]nd he will be ready to imitate anything, not as a joke, but in right good earnest, 

and before a large company.  

  ًؾّحػس ع١ىْٛ ػٍٝ جعطؼذجد ٌطم١ٍذ أٞ شٟة, ١ٌٚظ ػٍٝ عر١ً جٌّضجـ, ٌٚىٓ ذشىً ؾذٞ ؾ١ذز جٌكك, ٚلر

 . ور١شز

 As I was just now saying, he will attempt to represent the roll of thunder, the noise of 

wind and hail, or the creaking of wheels, and pulleys, and the various sounds of the 

flutes; pipes, trumpets, and all sorts of instruments: he will bark like a dog, bleat like 

a sheep, or crow like a cock; his entire art will consist in imitation of voice and 

gesture, and there will be very little narration.” 

 طش٠ش جٌؼؿلاش,  أٚ ٚجٌرشد, جٌش٠حـ ِٓ جٌؼٛػحة ٚضّػً جٌشػذ, ٌفس فٟ ع١كحٚي أٔٗ فمؾ, ج٢ْ ألٛي وٕص وّح

 ِػً ٠ٕرف عٛف أٔٗ: جٌظىٛن أٔٛجع ٚؾ١ّغ ٚجلأذٛجق, لأٔحذ١دٌ جٌّضج١ِش؛ ِٓ ِخطٍفس ٚأطٛجش ٚجٌرىشجش,

 عٜٛ ٕ٘حن ٠ٚىْٛ ٌٚفطٗ, جٌظٛضٟ جٌطم١ٍذ فٟ وٍٗ فٓ ٌٗ ع١ىْٛ جٌذ٠ه؛ ِػً جٌظ١حـ أٚ جلأغٕحَ, ِػً غغحة ىٍد,جٌ

 . "جٌغشد ِٓ ؾذج   جٌم١ًٍ

 Republic, (397a). Subsequent references will be given in the text. 

 ,جٌؿّٙٛس٠س (093a .)ٌٝٛجٌٕض فٟ جٌلاقمس جلإشحسجش ٚع١ 
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 Exposing the youth to poetry from childhood to adult age, Plato 

says, is simply indoctrination and propaganda.  

 ذّػحذس ع١ىْٛ, جٌششذ عٓ جٌٝ ؽفٌٛطُٙ ِٓ جٌشؼش جٌٝ جٌشرحخ ضؼش٠غ جفلاؽْٛ ٠مٛي وّح 

 .  ضٍم١ٓ

 The youth will be educated to rely on emotions rather than reason.  

 ٍُجٌؼمً ِٓ ذذلا جٌؼٛجؽف ػٍٝ ٠ؼطّذٚج جْ ػٍٝ جٌشرحخ ع١طؼ . 

 Poetry cripples the mind. It weakens the critical faculty and breeds 

conformity.  

 جٌٕمذ٠س جٌمذسجش ٠ؼؼف جٔٗ.  جٌؼمً ٠شً جٌشؼش . 

 “Did you never observe," he asks, "how imitation, beginning in 

early youth and continuing far into life, at length grows into habits 

and becomes a second nature, affecting body, voice and mind?” 

 ؽٛجي ٠ٚغطّش جٌشرحخ ذذج٠س فٟ ٠رذأ جٌطم١ٍذ جْ و١ف جذذج لاقظص ً٘))  جفلاؽْٛ ٠مٛي 

 ؟ ٚجٌظٛش ٚجٌؼمً جٌؿغُ ػٍٝ ضإغش غح١ٔٗ ؽر١ؼس ٠ظرف قطٝ ػحدٖ ٠ىْٛ ق١ع, جٌك١حز

 The mixture of rhymes, rhythms and colorful images can have a 

strong and powerful impact on the listener, because rhythm and 

harmony," he says, "find their way into the inward places of the 

soul, on which they mightily fasten (Republic, 401).  

 جٌّغطّغ ػٍٝ لٛٞ ضأغ١ش ٌٗ ٠ىْٛ جْ ِّىٓ جٌٍّٛٔس ٚجٌظٛس ٚجلا٠محع جٌمحف١س ِٓ جٌّض٠ؽ  ,

 . جٌّغٍمس جٌشٚـ دٚجخً جٌٝ ؽش٠مٙح ضؿذ ٚجٌطٕحغُ جلا٠محع لاْ

 Excitement of physical pleasures and internal passions, according to Plato, 

produce a neutralisation of the faculty of sense and judgement.  

 جٌكظ ٌمذسجش ضك١١ذج ضٕطؽ جفلاؽْٛ ٌىلاَ ٚفمح,  جٌذجخ١ٍس ٚجٌؼٛجؽف جٌؿغذ٠س جٌّطغ ِٓ جلأغحسز 

 . ٚجٌكىُ

 Plato‟s merit is that he distanced himself enough from these experiences to 

understand that the passivity effect produced was calculated.  

  ِكغٛذح وحْ جٔطؽ جٌزٞ جٌغٍرٟ جٌطأغ١ش جْ ١ٌفُٙ جٌطؿحسخ طٍهٌ وحفٟ ذشىً ذٕفغٗ جفلاؽ١ِْٛض . 

 



ANASF 
 

  Page 
17 

 
  

 The passivity of the spectator/listener is a desired effect produced by a 

calculation of the components of the poetic medium.  

 جٌشؼشٞ جٌٛعؾ ِىٛٔحش جقطغحخ ِٓ ٔحضؿس ِشؾٛز ٔط١ؿس ٘ٛ جٌّغطّؼ١ٓ جٚ جٌّطٍم١ٓ عٍر١س . 

 To be sure it is not only the naïve or the ignorant that succumb to the power 

of poetry.  

 جٌشؼش ٌمٛز ٠خؼغ جٌزٞ ٘ٛ جٌؿحً٘ جٚ جٌغحرؼ فمؾ ١ٌظ جٔٗ جلأو١ذ  . 

 The strength of this tradition and its strong grip on minds is emphasised by 

Plato when he says “the best of us” are vulnerable to a good passage of 

Homer or the tragedians: 

 (  ف١ٕح ِٓ أفؼً)  لحي ػٕذِح جفلاؽْٛ ػ١ٍٙح شذد جٌؼمٛي ػٍٝ جٌم٠ٛس ٚلرؼطٙح جٌطمح١ٌذ ضٍه لٛزٟ٘ 

 : tragediansأٚ  Homer ؾ١ذز ٌّشٚس ػشػٗ
 “Hear and judge: The best of us, as I conceive, when we listen to a passage of 

Homer, or one of the tragedians, in which he represents some pitiful hero who is 

drawling out his sorrows in a long oration, or weeping, and smiting his breast – the 

best of us, you know, delight in giving way to sympathy, and are in raptures at the 

excellence of the poet who stirs our feelings most. 

 Yes, of course I know” (Republic, 605). 

  ((ذطلا ف١ٙح ٠مذَ جٌطٟ جٌطشجؾ١ذ٠ح وطحخ جقذ جٚ,  ٌِٙٛش ٔض جٌٝ ٔغطّغ ػٕذِح جضظٛس وّح جفؼٍٕح,  ٚجقىُ جعّغ 

 لإػطحة ٠رطٙؽ ضؼٍّْٛ وّح ف١ٕح ٚجقذ جفؼً ٠ٕطكد جٚ جٌط٠ٍٛس خطرس فٟ ذأقضجٔٗ ٠طشذق جٌزٞ ٌٍشفمس ِػ١شج

  جٌؼحؽفس

Seeming Vs. Being- انىاقع في به انكىن مقابم معيه بمظهر انظهىر   

 Poetry creates a culture of superficiality. People want only to “seem” just rather than 

“be” just.  

  ٠ىٛٔٛج جْ ِٓ ذذلا ٠رذٚ جْ جٌٕحط فمؾ ٠ش٠ذْٚ.  جٌغطك١س ِٓ غمحفٗ جٌشؼش٠خٍك .  

 This culture of appearances can be most devastating in politics and law, for it is there 

that material rewards and economic exploitation are great.  

 ٚجلالطظحد٠س جٌّحد٠س جٌؼٛجتذ جْ ذغرد,  ٚجٌمحْٔٛ حٌغ١حعسذ ؾذج ِذِشٖ ضىْٛ جْ جٌّّىٓ ِٓ ٘زٖ جٌظٙٛس غمحفس 

 . ور١شٖ

 Fake appearances can be of great use to politicians.  

 ور١ش ذشىً جٌغ١حع١١ٓ ٠غطغٍٗ جْ ِّىٓ جٌضجتف جٌظٙٛس . 
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 They could develop, on its basis, superficial ideologies with the sole aim of control 

and profit.  

 ٓٚجٌشذف جٌغ١طشز  ٚ٘ٛ ٚق١ذ ٌٙذف عطك١ٗ ج٠ذ٠ٌٛٛؾ١حش جعحط ػٍٝ ذٕحة ٠طٛسٚج جْ ِّى . 

 The poets and the rhetoricians are recognized as spin doctors who would ensure that 

people consent to being deceived or exploited.  

 ٠ؼشفْٛ ٚجٌرٍغحة جٌشؼشجة spin ٌ٠غطغٍٛج جٚ ٠خذػٛج جْ ػٍٝ ٠ٛجفمْٛ جٌٕحط جْ ٠ؼّْٕٛ عٛف جٌز٠ٓ  ذوحضشزج . 

 If that is not enough then there is always the option of force and coercion: 

 ٚجلإوشجٖ ٍمٛزٌ خ١حس دجتّح   ٕ٘حن غُ ٠ىفٟ لا ٘زج وحْ ئرج . 

 “Nevertheless, the argument indicates this, if we would be happy, to 

be the path along which we should proceed.  

 ٍٝ٠ىْٛ أْ عشٚسٔح, دٚجػٟ ِٓ ع١ىْٛ ئرج - ٌٙزجرش٘حْ جٌ ش١ش٠ رٌه, ِٓ جٌشغُ ػ 

 .ّٔؼٟ أْ ٌٕح ٠ٕرغٟ جٌزٞ ؽٛي ػٍٝ جٌّغحس

 With a view to concealment we will establish secret brotherhoods 

and political clubs. 

 جٌغ١حع١س ٚجٌٕٛجدٞ جٌؿّؼ١حش عش٠س عٕٕشة خفحةجلإ ذغ١س. 

  And there are professors of rhetoric who teach the art of persuading 

courts and assemblies; and so, partly by persuasion and partly by 

force, I shall make unlawful gains and not be punished.” (Republic, 

365) 

 ذحلإلٕحع, ؾضت١ح ٚرٌه, ٚجٌؿّؼ١حش؛ جٌّكحوُ ئلٕحع فٓ ٠ؼٍّْٛ جٌز٠ٓ جٌرلاغس أعحضزز ٕٚ٘حن 

 ". ٠ؼحلد ٚلا جٌّششٚػس, غ١ش جٌّىحعد ِٓ ٠طخز جٌمٛز, ؽش٠ك ػٓ ٚؾضت١ح  

 The superficial culture that poetry produces is not, therefore, 

equally harmful to everybody. There are those who suffer it and 

there are those who use and benefit from it.  

 ٕ٘حن -ٌٍؿ١ّغ جٌّغحٚجز لذَ ػٍٝ جٌؼحسز ١ٌظ ٚذحٌطحٌٟ جٌشؼش, ٠ٕطؿٙح جٌطٟ جٌغطك١س جٌػمحفس 

 .حِٕٙ طفحد٠غٚ ٠غطخذِْٛ جٌز٠ٓ أٌٚثه ٕٚ٘حن رٌه, ِٓ ٠ؼحْٔٛ جٌز٠ٓ أٌٚثه

 

 



ANASF 
 

  Page 
19 

 
  

 The benefits are an incentive for many to devote themselves to the 

game of breeding and developing appearances and lies. Only a 

cover is needed: “a picture and shadow of virtue to be the vestibule 

and exterior of my house.” 

 ٕ٘حن -ٚجلأوحر٠د جٌّظح٘ش ٚضط٠ٛش ٙز٠دطجٌ ٌٍؼرس أٔفغُٙ طوش ِٓ ٌٍؼذ٠ذ قحفض ٌفٛجتذج 

 ِٓ جٌخحسؾٟ ؾضةٚ ٚجقس ٠ىْٛ أْ جٌفؼ١ٍس ِٓ ٚجٌظً جٌظٛسز ":فمؾ عطحس ئٌٝ قحؾس

 ". ذ١طٟ

Conclusion- خاتمةان   

 It seems obvious that, for Plato, it was a deplorable fact that such an 

experience, or communion, constituted the official form of cultural 

organization on which the destiny of a whole people for generations 

depended.  

 ٚضٕحٚي جٚ جٌطؿشذس ٘زٖ ِػً ضىْٛ جْ ِإعفس قم١مٗ وحٔص جٔٙح لأفلاؽْٛ ذحٌٕغرس جٌٛجػف ِٓ ٠رذ 

 .  وحٍِٗ جؾ١حي ِظ١ش ػ١ٍٙح ٠ؼطّذ جٌطٟ جٌػمحفس ٌّإعغس سعّٟ ٌّٕٛرؼ شىً

 It was obvious to him that the Greeks‟ reliance on such sensational 

emotionalism as a source of law, education and morality was a very 

unhealthy state of affairs, and a recipe for disaster.  

 ْجٌطؼ١ٍُ,  ٌٍمٛج١ٔٓ وّظذس جٌؼٛجؽف ٘زٖ ِػً ػٍٝ ٠ؼطّذْٚ ج١ٌٛٔحْ جْ ٌٗ ذحٌٕغرس جٌٛجػف ِٓ وح 

 . ٌىحسغٗ ٚٚطفٗ شثُٛٔٙ ٌطظش٠ف ؾ١ذٖ غ١ش قحٌٗ ٘زٖ ٚوحٔص ٚجلاخلاق

 Take a step away from it, he suggested to his people, and you will realize 

how poor and fake an experience it is.  

 ٚفم١شز ػؼ١فس جٌطؿشذس ضٍه جْ و١ف ضذسوْٛ ٚعٛف,  رٌه ػٓ ٠رطؼذٚج ذحْ شؼرٗ ػٍٝ جلطشجـ  . 

 You will realize, he says, that it is a blind imitation of modes and patterns 

of being with no recourse to even the most basic sense of evaluation and 

judgment. 

 ُجلأعحع١س جٌّشحػش جذغؾ جٌٝ قطٝ جٌٍؿٛة ذذْٚ ّٚٔحرؼ لأّٔحؽ جػّٝ ضم١ٍذ جٔٗ ضؼشفْٛ عٛف جٔط 

 . ٚجٌطم٠ُٛ ٌٍكىُ

 


