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PREFACE

The name of Daniel Heinsius, the author of De

Tragoediae Constitutione, is well known to students of

the history of English literary criticism. Generally,

however, it is by name and reputation only that Heinsius

is known, for the De Tragoediae Constitutione, first pub

lished at Leyden in 1611, has never been translated from

the Latin into English and has had no publication since

1643; it is available only in the rare book rooms of a

few libraries. It would appear that a work which is con

sidered to be a workmanlike exposition of neo-classic

ideals is deserving of study both upon historical and

absolute grounds.

Daniel Heinsius was born at Ghent in 1580. The

affairs of his father took the family to England and

finally to Holland where they took residence at the

Hague. Daniel was given a solid classical education at

the Hague and at the University of Leyden where he was a

student for a time of Joseph Scaliger. At the age of

twenty Daniel was made a lecturer on the Latin and Greek

authors at the University of Leyden and the authorities

of that University later appointed him Professor of

Politics and History. In later life Heinaius was in

volved occasionally and for short periods of time in

ii
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politics, but in the main he devoted himself during his

whole life to his work at the University of Leyden chiefly

in poetry, literary criticiam, and literary scholarship.

He died in 1655. His chief works were commentaries on

Si1ius Italicusj on the New Testamentj on editions of

Horace, Seneca's tragedies, Hesiod, and other classical

writersj some translations from the Greekj a considerable

body of Latin poemsj a Latin tragedy, Herodes Infanticidaj

an edition of Aristotle's Poetics with a commentaryj and

the De Tragoediae Constitutione. 1 Daniel Heinsius must be

distinguished from his son Nicholas Heinsius (1620-1681),

also a famous scholar who published critical editions of

the Roman poets.

The ~ Tragoediae Constitutione has been described

as lithe 5uccintest and best argued statement of the neo

and to a great extent pseudo-Aristotelian view of drama. 11 2

To a certain extent the work might be described as a

paraphrase of those portions of Aristotle's Poetics which

deal specifically with the dramaj but the work i s more than

a mere paraphrase for Heinsius makes interpretations,

amplifies, illustrates from the Greek and Roman drama to

the point that the work can be properly considered as

, 1. John Aikin, General Biography, or Lives Critical
and Historical of the most eminent persons of all times,
~. (London, 1799-1815), V, 99-100. See also Encyclo
pedia Britannica, (14th edition), XI, 390.

2. George saintsbury, History of Criticism,
(London, 1928}, II, 356. --
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Heinsius' own original composition. There is no doubt

that Heinsius has steeped himsel£ in his subject, has

equipped himsel£ for the task, and can speak with well-
,

founded authority. The work can fairly be taken to

represent the best traditions of continental thought on

Aristotle's Poetics of Heinsius' age.

Shortly after its publication, the De Tragoediae

Constitutione became known in England. 3 Ben Jonson

approved of it, and it is through him that Heinsius

enters into the stream of English literary criticism.

Jonson's Discoveries contains large borrowings from the

~ Tragoediae Constitutione. 4 Later in the century,

Dryden indicates his knowledge and approval o£ Heinsius. 5

The in£luence of Heinsius on the French neo-classic

critics was great and so it may be concluded that, both

directly and indirectly, the Heinsius influence on

English neo-classic literary theory and literary criti-

ciam was considerable.

For the purpose of this translation the Elzevir

edition of 1643 was used because this edition is the one

most easily available. For purposes o£ convenient re£er-

ence to the Elzevir edition, the pagination of .t hi s

3. George Saintsbury, Ope cit., II, 356.
4. J. E. Spingarn, editor, Critical Essays o£ the

Seventeenth Century, (OX£ord, 1908), I, 226-230. ----
5. John Dryden, Essays o£~ Dryden, edited by

w. P. Ker, (Ox£ord, 1926), I, 143, 235; 11,44.
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Elzevir edition is indicated in the ~ollowing translation

by Arabic numerals on the right margin. The pagination

o~ the Index o~ Chapter (pp. 5-7) accords wi th t ha t o~

the Elzevir edition. Also ~or the convenience o~ the

reader, translations o~ the passages ~rom Greek and Latin

authors have been ta~en, wherever ~easible, ~rom editions

in the Loeb Classical Library; where these were not

readily available, the translator has ventured hi s own

renderings. For uni~ormity's sake, all re~erences to the

Aristotelian corpus or translations ~rom it were taken

~rom the eleven volume Ox~ord Translation o~ Aristotle,

edited by J. A. Smith and W. D. Ross. Notes have been

placed in back o~ the text.
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DEDICATION

Daniel Heinsius sends greetings
to the noble and illustrious
Rochus Honerdius, .worthy member
of Holland's highest legislative
body.

It seems opportune, most noble sir, to present to

you my work on the structure of Tragedy which, either

by your order or earnest entreaty, I mentioned in my

recent letter to you on another topic.

my comments be cast in epistolary form.

You asked that

As you see, I
•

have done so without adornment and, although I go beyond

the limits of a letter, I keep to its simple style.

Furthermore" at the very beginning of my introductionl

I confess to this starkness of statement. Because the

nobility of your name would brook no refusal, I undertook

this task and, I assure you, it stays within its promised

scope. I have, it is true, separated my subject into

chapters, and this for the sake of order. For in a

treatise, this is of primary importance.

My hope is that I have not been overly solicitous

in striving for order nor car~less in observing its

injunctions. The two pit-falls I would avoid are, first,

any striving for praise as a preceptor, and secondly,

an eloquent but confused presentation of my matter. I

have, therefore, eschewed any excessive ornament of

language, although I am ready to resume such a style

on the exigencies of occasion.
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But my present subject would scarcely warrant

artificiality. If I had been disposed to pursue the

question at length and to weigh down each point with *3

examples and citations (the. ambition of our con-

temporary phllologistsJ), my task would have failed

before it was begun. For I must suit your convenience

and, as a rule, you dabble in literature only at your

leisure. I must be especially careful to be brief

since I know how busy you are and because I ought not,

in an unimportant matter, ascribe to you the leisure

that is mine.

One thought makes me reluctant to send t his work

to you. I am afraid that, forgetting your high

position, you may interpret my action as gratitude

rather than compliance with duty. If I, who am obliged

to show obedience, be merely grateful, my obligation

will not be settled.

Another factor is the weighty burden you have

recently placed on my shoulders. ' Other outstanding

persons and men of rank, to whom I was obligated, at

least left me the opportunity to make public acknow

ledgment of how deeply I was in their debt by the sort

of amall gift they could expect of me. But you have

all but deprived me of the opportunity t o do so

ina~ch as, not long ago, you were kind enough to

dedicate to me a drama from your skillful pen. Whereas

my work shows no promise of undying fame, yours has



already attained it. The methods of the ungrateful I

have never learned. Yet you do not allow to my thank

ful heart even the opportunity for ingratitude, a vice

which, as you know, is most grievous and burdensome to

an educated gentleman.

Nature has endowed me with reasonably adequate

mental powers. This mind is, as a rule, neither

burdensome nor distressing to any man. It neither

disturbs the rest of kings or potentates nor forces

its words in an offensive manner on the unwilling. Since

it seeks nothing of any man save friendship, I count it

a disaster if I cannot guard this friendship. Yours,

Honerdius, I have always valued highly and counted my

admission to it as no ordinary blessing, although I

sought in it no further boon than that of being your

friend.

Your countless kindnesses to me I count as so many

shackles and fetters. I can scarcely expect to loose

myself fram these bonds by any means, much less by this

work I have written, to which one might properly

attribute the centurions' phrase: "Your orders, my

general, have been carried out. II But I was especially

delighted and it seemed in keeping with the other

manifestations of your charming character that, after

fulfilling the rules for Tragedy, you should command me

to write about its structure. Farewell, most noble sir,

and continue to hold me in the high regard you do.

4
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Daniel Heinsius

ON THE STRUOTURE OF · TRAGEDY

OHAPTER I

Introduction: Discussion of the
usefulness of this subject.

Noble sir, you ask that I present to you in brief

brochure my observations on the structure of Tragedy

as Aristotle conceived it. It gives me pleasure to

8

1

follow your suggestion, not however, as your instruc

tor in new fields, but as one ready to reaffirm, either

by personal judgment or on Aristotle's authority, many

principles which, I daresay, you have yourself evolved. 2

The present treatise, whatever its worth, will be

entirely devoted to an exposition of these principles.

That the poet's freedom must be confined to the

narrow limits imposed by grammarians or philosophers

is an opinion to which I do not subscribe--especially

since the greatest writers of Tragedy lived prior to

the formulation of these norms. After they had been

formulated, no tragedian, at least in my opinion,

paralleled the greatness of Sophocles, whose death,

on sufficiently reliable evidence, antedates that of

Aristotle, prince of philosophers, by several years. l

Practice preceded principle in other fields of

skill as well. Did any Greek teacher of oratory ever



match Demosthenes in the forcefulness of that divinely

inspired eloquence which was his destiny? Yet Dem

osthenes2 lived and died long before the rank and file

of the rhetoricians. Before Demosthenes' day, Pericles,

whom people called "the Olympian" because he seemed

to thunder and lightning as he spoke,3 and Alcibiades4

and the others, who in the Athenian Republic of an

earlier day won fame for their eloquence, followed

nature as their guide in preference to any teacher.

But whatever it is (the Latins, with sufficient

accuracy, perhaps, have called it an acquired perfec

tion)5 that nature bestows on the fortunate, or un

flagging practice grants to the energetic, the wise

and learned man converts to an art. Consequently he

has an understanding of the causes of things, and,

what other men do as a result of practice or habit,

he does in accordance with reason. Not only does he

not stray far from his path but he has even a short

cut for his journey.

Aristophanes6 has held up much of Euripides'

work to ridicule, not so much on artistic grounds as

on the basis of truth. Often enough Euripides treats

inaccurately in one place what he has given full and

accurate treatment in another, and the reason for such

discrepancy lies in the tact that even the best judg

ment is incomplete unless a theoretical knowledge has

been annexed to it.

9

:3
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Aristotle was the first to point out faults, which

is the duty of a careful critic, and, in the role of a

true philosopher, evolved from the good qualities of

many writers the rules for a single art. At the same

time he made both faults and rules subj~cts of his

lectures, pointing out what standards must be estab

lished for criticizing others' work and what norms we

must follow in our own writings.

Yet a writer's efforts are foredoomed if he lacks

natural ability, and that, primarily, of a poetical bent.

Mere knowledge of principles will not write a Tragedy, 4

but theoretical knowledge built on natural talent will

produce a perfect play.7

Bear in mind, too, that many other elements are

involved. The writer needs eloquence in its fullest

scope and no rule established by the Rhetoricians fails

of application in Tragedy. What art demands more

statesmanship? The tragedian needs it not only for

his maxims and epigrams but, as you have shown us mo r e

than once that we recall, when his subject involves

civil deliberation. For you did not approach the

tragic treatment of civil topics after a life spent in

obscurity, but after you had engaged in public life,

which is the school of great men. Not only were you

competent therein, but even oonsidered the state too

narrow a field for your rich talents, which preferred



l earned leisure to listless inactivity.

This bent of yours is far different from t he

inclination of those who ostentatiously pr ide t hem

selves on their lack of lea~ng. Unless they win

universal belief in their own l i t e r ary i gnor ance,

they all but consider their pos i t ion i n jeopardy.

Their fear is that they do not appea r boorish enough

or that they would accomplish l es s by devoting them

selves to literature than by spending their time at

the gaming board, or over their cup s , or in some other

way. 8

The man who comes t o t he defense of letters is

duty bound to hold such sluggards in oontempt . All

admit that you have done so in a manner befitting a

gentleman; your obligations to lea~g you have

disoharged as becomes a scholar.

What you wish of me I shall f ulf i l l since I have

all my material at hand. Granting this slight request

to you, in the hope of whose favor I may expect to

accomplish something is, perhaps, mo re for my own sake

than yours.

11

5
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CHAPTER II

All poetry is imitation. For
Plato Tragedy is particularly
so. His opinion on this
imitation. Tragedy is distinct
from other poetic types. The
means, subjects, and manner in
which Tragedy is imitation. The
tragic Catharsis and its purpose.
What this Catharsis is. The
conflicting opinions of Plato
and Aristotle on the emotions.
Does Tragedy cleanse them or
increase them? Again the con
flicting opinions of these two
philosophers. The definition
of Tragedy which is the subject
of this entire chapter.

Both Aristotle and Plato maintained that all poetry

was some kind of. imitation. In the second book of the 6

Republicl, Plato, in a specific manner, asserts that

imitation is a species of poetry rather than the universal

genus,--if indeed Socrates2 had in mind not poetry as a

Whole, but as a form of utterance which is distinct

from its matter.

According to Socrates all . poetic narrative is

achieved by simple narration, by imitation alone, or by

a combination of the two. We have a Greek example of

simple narration in Aratus' Phaenomena, and Lucretius'

~ Rerum Natura provides an example of the same thing in

Latin. Narrative is imitative when intermediate passages

are omitted and only the actors are left to carry on the
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dialogue. This is necessarily ·the case both in Comedy

and Tragedy and hence Plato calls them imitative in the

proper sense of the word. 3 Epic poetry, such as Homer's

or Vergil's, is a combination of the two, for along with

the dialogue, we have the poet's own intermediate

passages.

Plato (and not in one isolated passage)4 has called 7

all poetry in general an imitation. For example in the

Timaeus5, Socrates, with his usual down-to-earth charm,

oalls poets a tribe of imitators. And, again, in the

second book of the Republic6, he says that the poets are

concerned only with imitation and not with the truth.

He establishes two agents in an action, God and the

artificer. The poet is one who imitates an object as a

painter does. Thus, if we follow Plato, when a carpen-

ter makes a table, he receives the idea of the table

from God, Who is the Prime Artificer. The man who makes

the table, according to this line of reasoning, is

second. The one who imitates the table (and the poet is

such), is thrice removed from the Prime Artificer. So

it is that Plato said that Homer was thrice removed from

truth. 7

But Aristotle, who tried in many places8 and

especially in the first book of the Ethics9 to disprove

the whole theory of ideas as empty fancy, failed of his

purpose. He did not, as was usual with him, refute Plato,

but reduced poetry to an art. He did not support the
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cause of poets in opposition to his teacherl O, but was 8

careful to set in order a skill that had hitherto been

a hodge-podge. l l Thus he showed that poetry, like all

other sciences, stood in need of his extraordinary

talent.

And since all poetry is imitation, it necessarily

follows that each type of poetry is imitative. The

various types differ inasmuch as they imitate different

actions by different media or in a different manner. 12

The different media by which Tragedy imitates are, for

example, language, rhythm, and harmony; the ac tions are,

for instance, weighty and serious; the difference of

manner we see in the unending line of characters who are

introduced on the stage. These characters Tragedy

imitates by means of action rather than narrative.

These three accurately define the differences in

Tragic imitation and serve to separate Tragedy from the

rest ,of poetry. A correct name for the first would be

the adornment; for the second, the material; and for t he

last, the method.

First, the adornment. Whereas some types of poetry,

to be sure, use only one or two of the aforementioned

means, and others use all (I mean language, rhythm, and 9

harmony) while still others use all, but not at the same

time or spot, Tragedy imitates by all these means,

althOUgh not at the same time and in the same manner-,

Since its essence is discourse, Tragedy uses language.
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It also makes use o£ harmony and rhythm, inasmuch as

certain parts, especially the choral passages, were

sung and, on Plato's testimony,13 the harmony and

rhythm depend upon the type of song. Some there are

who attribute the dialogue to the actors, rhythm to the

dancers, and harmony to the singers. It is quite sure

that all these elements were £ormerly common in Tragedy,

but Aristotle makes no mention o£ it. By these means,

therefore, Tragedy imitates but not by all at the same

time, or in the same spot. By these means, dialogue

is built up and rendered appealing without monotony,

inasmuch as it is partly recitative and partly sung.

These, there£ore, are the adornments.

Action provides the material. This action, unlike

Comedy, must be serious; nor may it be short and abrupt 10

as was the case in the early days o£ Tragedy, but must

be complete in itsel£.

Lastly, the method is such as excludes a narrative

account o£ what takes place, in the style of the Epic

poet, but portrays the entire story by action. This is

the duty o£ a dramatic poet and by this one means can he

defend his right to the name.

Next, a word on the benefit and purpose of Tragedy.14

Since the tragic Muse is especially busy about stirring

up the emotions, Aristotle thinks that the purpose of

Tragedy is to regulate and again to tranquillize these

emotions. The passions proper to Tragedy are pity and
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tear. l 5 They are first aroused in the heart; as they

gradually emerge, they are repressed and are brought

into their proper sphere. l 6

Accordingly, Aristotle called this process a

purification, or if one prefer, a purging of the emotions

or passions. l 7 The term comes from Pythagoras and the

Italian school and was later appropriated, along with

many other things, by the Platonists.

The term calls for some discussion. In order that

he might bring into being that life which most closely

approximates divine immortality, and which has its

essence in the mental activity of contemplation,

Pythagoras,l8 as doctors do, usually set down, by way of

preliminary condition, a sort of purgation. By t his

process of cleansing, the emotions, being passions and

disturbances of the soul, would gradually be removed,

and the sensations, which wage war with the intellect,

could be either separated from mental operations, or

regulated and tranquillized. His contention was t hat if

a man were deprived of sense life and intellect, he would

be only a plant; if he lacked intellect only, he would be

a beast; but if he were free from emotions and passions,

those arch-opponents of the mind, he was like to God.

For Aristotle, the emotions were neither virtues

nor vices. 19 In his opinion, the wise man had the power

to acquire a kind of intellectual habit, directing, on

reason's mandate, the time and extent within which joy,

11
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sorrow, pity and the rest of the emotions were

per.missible. This habit acquired under emotional

stimulus, he maintained, was a virtue and, therefore,

the emotions should feel reason's restraining hand in

order that they might bearoa resemblance to the virtue

they produce.

The representation of Tragedy produces this kind of 12

habit. Just as any skill reaches a suitable point of

perfection in the hands of one who has acquired a habit

in its sphere by constantly exercising that skill, so,

too, Aristotle maintains, habit produces a moderate

response to those objects which generally stir the soul

to emotion. He who sees a man wounded in battle shrinks

back in fear, feels pity for the victim, loses his self

control. The doctor comes up and, in the line of duty,

tends the wounded man. But he feels no extraordinary

upset because of his long association with pain .and

disease.

When a doctor approaches his first patient, he i s

deeply moved--until habit restrains emotion, and feelings

make way for skill. The raw recruit shrinks back in

terror from the foe; when he has been seasoned, he fights

back with courage and a will. So it is that the man

who often comes face to face with misery, feels pity in

proper proportion; he who often sees fearful sights at

length feels less fear of them, and his reaction is

quite proper.
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By this same norm we must measure the dramas

portrayed on the stage, which is, so to speak, the ' 1 3

school of our emotions. Since these emotions are not

only useful in life but even indispensable, it is

fitting that they be stirred up and satisfied in the

theatre.

There are many examples which show that the

emotions can be reduced to a habit such as has been

described. Plutarch's story of Aeschylus at the

Isthmiam games is well known. 20 When the poet saw a

boxer stand mute under a heavy blow while the crowd

groaned, he said, "What a remarkable influence practice

and habit have! The spectators shout, whereas the one

who is struck remains silent~1I Now Aristotle, in the

eighth book of his Politics2l oontends that, of sensible

objects, only the visible and audible represent character.

Objects of touch and taste do not have this power.

Thus if any person is pleased with seeing a statue

of anyone on no other account but its beauty, it fol lows

that the sight of the original from whence it was taken

would also be pleasing. So, too, the man who looks with

pleasure on the imitative representation of the best

character, actions, and emotions must also find delight 14

in them and act in a manner befitting them. Hence it is

that attention must be given to this imitative repre

sentation, and this for the sake of the character

portrayed by the dramatic poet.
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Such was Aristotle's opinion and up to the present

it has been explained in every possible manner.

Aristotle himself had more to say on this purgative

process; a few remarks in the Politics22 and more in

parts of the Poetics which have not come down to us,

wherein, if I am correct, he treated the melody proper

to drama. This melody he established as a part of

Tragedy, albeit not an essential part. And he certainly

attributed a· purgative function to music, especially

the music then employed in the theatres. 23

Yet, as Proclus24 has said, to cleanse the emotions

is to bring them to a higher point of perfection. When

these emotions have approached the point where they

respond in moderation and remain within fitting bounds,

they are a great factor not only in comprehending virtue,

but also in coming to a knowledge 01' the sciences.

But Plato conceived Tragedy in a different light.

His praise of poets was such as excluded them from his

Ideal State; least of all was he for admitting that sort 15

of poetry which is mimetic, namely, drama.

His first argument25 for this position is that he

considered all imitative representation to contain an

element of variety and diversity, whereas virtue, like

truth itself, is an indivisible unity. He is right in

this because Tragedy does imitate all types of character-

Atreus or Thyestes no less than Tiresias or Ajax26_-and

we derive equal pleasure from all alike.
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What we see, just as in a pioture, is a likeness

and in this respect, ii' Thersites27 be a likeness, he

ai'i'ords no less pleasure to the speotator than does

Nireus28• But the spectator, by this very pleasure,

is withdrawn i'rom his duty, and the immature must

especially be on their guard. For, while it is beauty

that ini'luences us most in a character, artistically

portrayed vices give the pleasure proper to virtues.

In ,the second place, since passions are emotions,

the' greatest i'actors in stimulating these emotions

must, above all things, be shunned. The tears stirred

by Tragedy and the laughter oi' Comedy are examples.

Whereas these dramatic i'orms 'stir up similar emotions

in all spectators, their ei'i'ect is greater on persons

sui'i'ering an ill like the one portrayed on the stage,

just as the partially blind are more deeply moved by the

portrayal oi' weak eyes than those whose sight is sound.

To be sure, when the man who naturally inolines to tears

or laughter is driven along the path oi' his inolination,

he begins to lose his seli'-control.

So, when Epicurus denominated poetry the strong

hold oi' the emotions and called poets their trainers,

he ohose his words well. To read Alcaeus29 or Anacreon30

makes the drunkard more prone to his weakness, and

Hipponax3l has the same ei'i'ect on the hot-headed. But

Plato demonstrated that nothing was more inconsistent

than that a good man be at the beck oi' his emotions;

16
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at a later date the Stoics declared that this was true

of all mankind. Plato came to this same be1ief~

inasmuch as~ in the Repub1ic,32 he proclaimed Homer

guilty of profanation because he portrayed gods who

wept and laughed. The scatter-brained laugh and the

mentally depressed shed tears, but the wise man, acting

on reason~ must ever maintain the same mental state.

Still, he goes on to say, laughter is even less 17

aamissib1e inasmuch as it is a sign and proof of a mind

which possesses more humanity and acts by the mandates

of the senses rather ,t han reason. In the same vein the

Church Fathers notice that Our Savior never 1aughed~

but that He wept and shunned particularly any unseemly

excess of pleasure and joy. And so they left Comedy

for the common people in the same fashion that Plato

classed laughter among those emotions which preclude

moderation.

The opinions of Plato and Aristotle vary on Tragedy

just as their theories on emotion were different. Plato

considered Tragedy a fan for the emotions; Aristotle

thought it was a measure by which the emotions could be

brought within their proper sphere. This, he said~ was

the function and benefit of , Tragedy and included it in

his definition. The exact sense in which Aristotle called

Tragedy a cleansing or a purging has occasioned difficulty

for many learned minds up to the present day. Since this 18

is so, let me formulate the definition now, with your
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permission. Unless I am mistaken, the various terms

o£ the de£inition have been given the care£Ul considera

tion they deserve.

Aristotle's de£inition is as £ollows: "Tragedy is

the ~tation o£ an action that is weighty and complete

and o£ just magnitude, embellished with language,

harmony, and ryhthm in such a manner that the several

kinds are £ound in the separate parts o£ a play; the

action produces, not by narrative but through pity and

tear, a cleansing o£ these a£oresaid emotions. 1133

That is, Tragedy is ~ imitation, as all poetry is.

Its subject is action; not joyous and pleasant as in

Comedy, but serious and weighty; not abrupt or

truncated, ·bu t complete.

To render it more appealing, this action is

equipped wi th language, harmony, and rhytlnn, and the

imitation is produced by these three embellishments.

Yet they are not all employed in the same place, but

each in its own place, inasmuch as some parts are

recitative, while others (the choral passages, £or

example,) are composed £or the singing voice. Such was

the practice in ancient times, but the usage does not 19

prevail today.

But events are not, as is o£ten the epic style,

presented by bare recital; Tragedy is achieved by a

oontinuous imitative representation o£ characters in

action. Their aotions stir up £ear no less than pity
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and the corresponding emotions in the human soul are

soothed or quelled. If the Tragic passions are put to

proper use, any lack or excess of these emotions in the

individual is cleansed and purified without (and this is

of prime importance) destroying proper proportions. Such

is Aristotle's view of the matter.

In this definition, the generic quality common to

all poetry is imitation. The medium is language, harmony,

and rhythm. The object is an action that is weighty and

complete, that is, comprised of a beginning, middle, and

end. The manner is imitation of events not by exposition

or narration, but through the agency of the actors to

whom the dialogue is assigned. Its purpose is that it

adjusts fear and pity 1n the soul and teaches these two 20

emotions a fitting subservience to reason. There shall

be a fuller consideration of these elements in the course

of our examination into Tragedy's essential parts.
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CHAPTER III

The essential parts or Tragedy.
Its rirst and principal part,
which embraces tragic skill
almost in its entirety. The
various manners in which
Aristotle employs the tragic
plot. Why this is the prin
cipal part and, so to speak,
the soul or Tragedy.

Thus rar the derinition has been considered.

Since a derinition gives the essence or a thing which

is a whole (and not in part), and since a whole is

composed or parts, a discussion or the individual parts

is necessary ror an understanding or the derinition.

Since parts are or two kinds, rormal and material,

Aristotle is justiried in treating the rormal rirst,

since they have a bearing on the essence. He then con-

siders the material parts. Inasmuch as Aristotle's

plan dirrers in no wise from the plan or this work, we

shall, in passing, elucidate his doctrine when the

obscurity or a passage makes this neoessary.

Since arrangement is the fitting and uninterrupted 21

ordering of separables, no one arranges a whole without

parts, nor does he arrange things that are not divided.

The formal or essential parts, moreover, are of two

kinds--first, parts essential or themselves; and seoond,

parts which become essential by reason or dependence on

parts that are essential of themselves. The first, or
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internally essential , are plot , character, thought , and

dictionj the second, or externally essential are spec

tacular equipment and song. These will be discussed in

order, beginning wi th t he fi r st, or plot .

The very te rm employed by Aristotle in discussing

this topic meant for Homer , oldest of writers , unadorned

speech or language. l Ot her authors construed it as such

fictitious narratives which maint a i ned an appearance of

truth as one finds in the storie s told by the poets .

Inasmuch as these stories, dur i ng Aristotle's day , as

for many years before, were t he subject matter of t he

tragic poets whose entire conc er n and diligence had to

do with t he adaptation of these tales, it seem s tha t

Aristotle understood plot in a two-fold sense: accord

ing to the ma t ter of Tragedy, which is an act ion u sually

probable but in f ew cases true ; then, according to the 22

arrangements of this act i on , which he called the struc-

ture of the incidents. 2 In this way both Seneca and

Euripides treat the same matter in their Hi ppolytus,

but their structure of incidents is different , yet both

matter and structur e ar e cor r ect l y termed pl ot .

Because plo t presents an a ction , Aristotle called it

the imitation "of an actionj 3 by i t s plo t-arrangement, i t

imitates an action t hat is true to lif e , al t hough not

actually true. Ther efore , he points out that the po e t

has a more weighty function than the historian who

portrays actual events, whereas t he poet presents things
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as theyare. 4

Not only does he portray individual characters as

otten as he presents them with suitable character and

feelings, but he does so (and this is ~ propos) by the

credible structure and skill of the whole action por

trayed in the drama. The Philoctetes of Aeschylus,

Sophocles and EUripides differed a good deal on the

same subject; so, too, the Medea of Euripides, Ovid and

Seneca showed the same action cast in different plot

structures.

Aristotle affords many proofs that plot is by far - 23

the principal part of Tragedy. First,5 Tragedy, unlike

a painting, is not an imitation of men, but of actions

and human lives. This imitation, to be sure, concerI'l:s

not men as men, but as individuals who act, and by their

actions they are said to be happy or the reverse. To

imitate this happy or unhappy state is Tragedy's end,

which, as in everything, is of prime importance. It is

for this end that everything is done and to it everything,

as a rule, is referred. Hence, the plot is the principal

part and, so to speak, the soul of the whole drama. By

means of plot the actions are a source of happiness or

unhappiness, which is the end of Tragedy and, as in

everything, of prime importance inasmuch as the end

provides us our first motive for action. Therefore plot

is first in order of parts.

But that part which is essential to the employment
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of the remaining parts is more necessary than they. SUch

a part is action, since it is by means of action, and not

without it, that one imitates human character and feelings.

Therefore imitation of character properly depends on

action, not action on character. Proper character comes

with the action.

Furthermore,6 without character there can be action;

but without action there can be no character. Hence a

Tragedy without character imitation is possible, and

Aristotle notices that some writers did this before the

art was fully evolved. But nobody ever wrote an action

less Tragedy.

From this it follows that Tragedy is the imitation

of an action, not of a quality,7 inasmuch as character

is deter.mined by the qualities of an action. But if the

imitation of qualities were the highest end of the tragic

poet, the ability to imitate men inasmuch as they are

good or bad, just or unjust, would be his purpose; but

that is neither proper to Tragedy, nor its purpose. To

be sure, the proper completion of tragic action is

achieved by happiness or unhappiness, but Tragedy differs

from the other literary types in this very kind of action.

From this action arise the passions and emotions which,

as I shall presently prove, must be derived from the very

imitation of the action.

Hence the purpose of the tragic poet is not 25

character imitation, but the actions on which character
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depends. To imitate charact er i s no t the t ragic poet 's

primary business but stands in se cond place, next to the

first, and, although it i s intimately connected with the

first, it is, nevertheless, not h is primary purpose .

The proof of this i s self-evi dent. If a tragic

author should, in his play, employ l anguage properly

expressive of character and provided with the best words

and phrases (which are also pa r ts of a Tragedy), care

fully arranged according t o the rules of art, he would,

in doing this, by no means have attained the particular

skill of the tragic poet. On the other hand, if he pays

no great attention to charact e r , diction, or phrases ,

but if he carefully and artisti ca l l y arranges t he nec

essary action, builds up t he i nci den t s , fashions his

plot with fitting complication s and solution, he has

already completed the task of a tragic poet . Wr i t e r s

of Epic and Tragedy both portray character, both often

show the same care in choioe of word and phrase , but they

differ greatly in the manner, magnitude and arrangement 26

of the action.

It is sufficiently obvious , now, that the reversal

of the situation (such is t he name given to a sudden

change of good or b ad fortune to the opposite) and the

recognition are the mos t powerful - -almost all-powerful-

elements in Tragedy. That t hey ar e parts of the plot i s

beyond all doubt, and hence the poet should see to it

that his plot possess t hese bef or e all else . But the
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truth is that men, despite long and care£ul practice,

attain that element last which is £irst in merit and

excellence.

That the structure o£ Tragedy accords with this

axiom is clear £rom the £act that, while the early

writers gave a neat and skillful portrayal of character

and were at no loss for word or phrase, still they were

not yet able to £it incidents together, nor to build up
. . .
their subject nor to fashion a £itting plot.

Plot, therefore, is indisputably the first pr i nci pl e

and particularly proper task of Tragedy, and, as Aristotle

liked to ~all it, the soul of Tragedy.8 Just as the soul

is the body's form, so plot too, the fitting structure of 27

the actions, is the form of Tragedy. And just as the

body, although it possess an external £orm, needs the

soul for li£e, so there can be no true Tragedy without

its form, plot, even if the play possesses Character,

diction and phrases.

Furthermore, if the structure in a Tragedy is, as it

should be, complete and of the sort proper to Tragedy

alone, and not the kind round in an Epic or other poem,

this structure would be its principal di££erentiating mark,

just as the possession of reason is the form of man and

serves to differentiate him £rom brutes. 1£ taken together

with poetry, its genus, plot-structure alone will almost

fulfill the de£inition. Hence the other parts are sub

servient to plot and, as was stated elsewhere, can easily
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be reduced to it. It is therefore, not only first, but,

after the whole, next in importance.



31

CHAPTER IV

The scope and extent of Tragedy.
Action inasmuch as it is whole
and complete. The various ways
in which it is said to be one.
How Tragedy demands one action.

Aristotle has done in the matter of tragic structure,

which we are now considering, just what a builder does

who is planning a building. The usual procedure is to

choose a site for the building and then to mark it off

within a fixed area and circumference.

Tragedy has to do with action. Just as the site is

adapted to the building, so the action is fitted to the

Tragedy in extent, scope, and proportion, and just as a

palace or castle calls for an area different from a pri

vate dwelling, so Tragedy demands an action different

from the Epic. Although both literary forms require

action, just as both types of building require sites,

there is a vast difference in both cases; action in the

one, and site in the other.

From the definition we have learned that Tragedy is

an imitation of an action that is both complete and a

whole, just as the building requires a site that is com

plete and a whole. The complete or perfect is that which

lacks nothing. As regards the building, in site, that

which is built is perfect; in Tragedy, as regards the

action, that which is fashioned is perfect. Just as the

28

29
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site £or a building is per£ect, not in proportion to a

palace or castle, which demand a more extensive site,

but in proportion to the building itsel£, so we do not

demand a vast action of Epic proportions but one that is

perfect as measured by the drama itself.

A whole is that which has a beginning, middle, and

end. 1 Thus the site of a building is a whole, although

less extensive than a castle's, just as the action of a

Tragedy must be a whole, although it be less extensive

than Epic action. A lion is a per£ect animal even if

smaller than an elephant. A lion's head is a whol e ,

although smaller 't han the head of an ox or a bull.

They differ in species and each is complete in its own;

each has its own parts and is, therefore, a whole.

Therefore,2 just as in every body there must be a 30

£ixed extent, neither too large nor too small, there

must be a £ixed extent in any action which is subject

matter for a true poem. On contemplating an action, the

same thing comes to the memory as meets the eye when we

view a body. While delaying on the several parts of a

huge body, the eye cannot encompass in its view the whole

body which is built up of these very parts. No one em-

braces with comprehensive knowledge the whole action of a

play if it be too extensive.

On the other hand the sight of too small an object

produces no pleasure, since the person viewing it (as one

who looks upon an ant) has no opportunity to linger on
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parts are microscopic, the whole is practically nothing.

The same applies to action for, just as body is the

object of the eyes in the example just cited, here, the

object of the memory is action. Furthermore, oversized

objects exceed our faculty of remembering just as they

exceed our sight. Objects that are too minute scarcely

permit the operation of these faculties.

In every body which is beautiful two elements are 31

found: magnitude and ordering of part to part. This is

true of the human bod~ too. Therefore, Aristotle maintains

that small men, because they lack magnitude, may be comely

but not beautiful, even if their parts possess suitable

order and proportion. The same applies to action. Unless

the whole is suitably large, it is not enough for a

Tragedy to possess all the parts in suitable arrangement.

Excessive magnitude must also be avoided. Just as a

beautiful body should have size that the eye can easily

encompass, the memory should be able to gr a sp the tragi c

action without trouble or difficulty.3

Suitable limits for this magnitude is a question that

demands some discussion. Magnitude, furthermore, is always

the relation of one object to another or to itself. This

latter relationship is found in the nature of the object

and requires art, whereas the former has its limit outside 32

itself, independent of any skill. For example, among the

ancient Greeks the orators of a bygone day composed and
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delivered their speeches with one eye on the water

CloCkj4 the Romans, according to the terms o£ the Pom

peian law, allowed the prosecutor two hours, while the

counsel for de£ense was permitted three. The purpose was

that the length of the speeches would not exceed the

judge's range o£ attention, and that the speakers would

have a limit £ixed by an external norm rather than one

proper to their art.

This appears to have been customary in ancient

Tragedy, but Aristotle gave no thought to this magnitude

although, when discussing episodes,5 he alludes to it.

These episodes are not of the essence of drama, and hence,

can have their limit independent o£ the dramatic art.

But the magnitude proper to and f'ound in the nature

of Tragedy he leaves, within fixed bounds, to the authors'

judgment. First, he thought, this magnitude could grow

and increase within due proportions until, in accordance

with the sequence of events, a change is required by the

laws o£ necessity or probability.6 This is the ultimate 33

limit, namely, when there is a change from good fortune

to bad or £rom bad £ortune to good.

Hence, as is the case with bodies, the action o£

Tragedy cannot be beautiful i£ it is devoid of magnitude.

Just as that natural limit which has grown to its maximum

proportions is always considered superior to all, so tragic

action should grow to that point where it must necessarily

stop. In this matter the poet is to observe two cautions:



35

first, the action must be completed within the span of

one day, and secondly, it must allow opportunity for

artistic digression. Digressions and episodes are to a

Tragedy what furniture and the other decorations are to a

home.

Thus far we have considered the extent of the tragic

plot and action. Their unity must also be discussed. A

thing is termed a unity in only two ways. Either, at the

outset, it is unique, apart, and uncompounded, or, sub-

sequent to a coalition of its many elements, a compound 34

becomes a unity.

No man of learning would maintain that plot should be

an uncompounded unity. In fact, as has been pointed out,

tragic action demands two elements: the proper magnitude,

and a right proportion of part to part. Neither of these

elements would be possible if the action wer e a unity not

compounded of parts tending to the same end and arranged

with a fitting and proper proportion of part to part.

Many writers, both ancient and contemporary have been de

ceived on this point. Not a few ancient authors thought

unity meant the action of one man such as Hercules,

Theseus, Achilles, Ulysses, and others. 7 But this is

false and absurd, since one and the same person can per

form many actions which cannot be knitted together with

probability nor referred to the same end.

Not only the outstanding tragic poets but also the

epic poets, Homer and Virgil alike, were aware of this. 35
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Although the subject matter of an epic .is far more vast

and extensive than that of a Tragedy, Virgil left much of

Aeneas' tale untold. He omits his birth, education, his

combat with Achilles, and his rescue by Venus, and, as

everyone knows, treats in his twelve books this one point,

namely, how Aeneas came to Italy. The remaining details

such as the journey,8 the sack of Troy,9 and others are

set forth not as the subject matter of the poem but as

' epi sode s connected with the subject matter. Homer, too,

makes omissions in Ulysses' story and weaves into his plot

only those details which aim at and look to t he same end. 10

On the other hand, Aristotle finds fault with those

poets whose foolishness led one to include every action of

Theseus in his Theseid, and another, every toil of Heracles

in his Herecleid. l l This is the only intelligible ex

planation of Juvenal's mention of Codrus, whom he calls

hoarse from reading aloud (with the greatest trouble for

himself and his hearers) his endless poem wherein Theseus'

every action is recounted. 12 Many of these actions wer e 36

necessarily unconnected and, hence, the subject matter of

the poem was concerned not with one action or plot~ but

with the actions of one man.

Just as a house is a unity although it consists of

many parts, so the tragic action, which has many parts,

is, nevertheless, one. For many parts to become a ~ty

it is of primary importance that the parts be such as fit

and can be properly joined one to the other. This is also
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true in the case of action, and i n t he same manner . All

sorts of unconnected action s do n ot produce a unified

action, since unity comes only f rom those actions which

cling together in such a way t hat, i f one is granted,

another follows either nece s s a r ily or according to the

laws of probability.

This is obvious i n any well-constructed Tragedy, as

for example, Sophocles' Ajax. Ajax is deprived of

Achilles' weapons and is dishonor ed. Unable to endure

indignity, he becomes a raving maniac. As is natural

for one in his state, he act s without reason or reflec- 37

tion, and finally, in his madness, slays the cattle,

mistaking them for Ulysses. Returning to himself, and

t he sickening realization of his disgrace, he takes his

own life and is denied bur i al. These actions--not the

various exploits of Ajax dur ing his lifetime--fit and

stay together. Still not anyone of them, of itself,

would suffice, but all, woven together, make the one

action of which they are parts .

It was also stated that the action must be whole and

complete. But just as a whole consists of parts and with

out parts there can be no whole, so a complete or perfect

whole· needs true part s. A part is a true part if, on its

removal, either the whol e is moved, or it is no longer a

whole. A part whos e ab sence or presence leaves the whole

completely unaffected, cannot be c alled a part in the

proper sense of the term. Epi sode s , which .wi l l be treated
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later, and wholly unconnected aotions of the same man are

such non-essential parts." For example, the single combat

of Ajax and Hector, which Homerl 3 treats at length, has 38

nothing to do with Sophocles' Ajax.
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CHAPTER V

The kind of plot and subject
matter a Tr agedy should have .
Tragic and historical imi ta
tion are di s t i nc t . The tra
gedian's office is more phil
osophic and difficult. Can
the tragic poet de al with a
true as well as a probable
subject?

Having dealt, in t he preceeding chapter , with the

proper scope of plot or t ragic a c t i on, now le t us con

sider the plot itself. This discussion will cover the

usual subject of t ragic imi tation and the manner in

which Tragedy imitates it . All poetry is imitative but

of poetry, espec i a l l y the dramatic, of dr ama t i c , espec-

ially Tragedy, and of Tragedy, especially the plot is

mimetic.

Arguing from t he di stinction between imitation and

the subject imitated, many have considered that there

was a distinction between poetry and the truth, ju s t a s

there is a distinction be tween an image of Hector and

Hector himself. But i f a person will duly analyze the 39

imitative office of the poet , he will easily perceive

the vast gulf separ a ting poet from historian .

It is foolish to base t he distinction be tween them

on metre alone s ince t he poe t i s s tyled such not by reason
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of me t r e bu t on t he basis of imitati n . If the e n t ire

Gr eek h i s to r ies of He r o do t u s a nd Thucydi de s , or Livy '

ork in Lati n a re re it ten i n v er s e , they i l l s t i l l

b e histories . l any refuse to admi t t h t Lucan 's Phar

salia i s p o e t ry , not only bec au s e he cho s e hi s sUbj ec t 

ma t ter from the f iel d of f act , but also bec aus e he fa il

ed to i mita t e i n the t r u e po e t i c s tyle . 2

It i s i mitati on and not me t r e whi ch di stingui sh es

the differen t cla s s e s of p o e t s , s i nc e t he i b i c v rse

do s n ot make Trage dy , n or h ex ame ter a n E i e , but imita

ti n and t h e different u r ose wi t h wh i ch it i s a rran

Th ere is noth i ng to stop on e from r i t in t h e edea3 in

heroic e t r e , or the Ili ad in i amb ic verse , but thi s 4

c h a ng e will no t mak e the Tr agedy an E. i c no r t h e ~r " c a

Tragedy .

Nev er t h e l e s s it is clear that mor e t h an a sligh t

d i s t i nc t ion s eparates t h e p o e t a nd his t o r ian . It is a ] 0

cl ear t hat t he di s tincti on i s one of ki n d and n t de ee ,

for t h e histori a n p or t r ay s a c t ual ha .e n i n s , h ile the

oet ai n t s t he sor t of events t h a t of ten do ha e n . 4

Th is l atter task , a s ri stotl e c o r r ec t l y m in t ains , is

mo r e d i ff i cult a nd wor t hy of t h e rhi lo s o her , a nd he did

no t hesit t e t o r u t t h e offi c e of a tra i c oe t on

e r lane t h n the h istori a n ' s , b e cau se t h e Toe t ex r e s s e B

t h e univer s a l, h e eas history dea l s ore "i t h t h e a r 

ticul r . 5
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The r oe t generally l ook s f or t h e manne r in whi ch a

certain t y pe of per son wi ll on oc ca s i on ac t or speak ac 

cording to t h e l aw of p r oba bi l i t y or nec essity , while t he

hi s t or i a.n mer el y sh ows wh a t someb ody did or what hapr ened

to some individua.l. Soph ocole s ' ,or t r ay al of Aj ax , f or

example, di f f ers fr om Thucydides ' por t rayal of Pericl es

or Alcibi a des, becau s e the poe t does n et por t ray Ajax '

a c t ual wor d s and de eds , but wh a t such a cha r a c t er woul d 41

say ar do a c cor d i ng t o the laws of pr obabi l i ty or nec es

s i t y .

Aj ax wa s both a hero and a madman . Therefor e the

po e t mu s t have knowledge of madmen , and thi s is p r i mar i l y

a t ask for t h e phi losopher . He mus t a l so k now t h e k i nd s

of madness a nd t he charac t er of indivi du al madmen a s we l l

a s the character of a grea t - souled hero such as the Ajax

por t r aye d by the po e t s . The madnes s , a s Ar is t o t l e e1 8 e ~

wh ere a ssur e s u s , of gre~ t and l ofty soul s like Al cma eon

and Aj ax is not the madnes s of t h e COIJ1J110n peojL e ,

The thre e po e t s Aeschylus , Euripide s , a nd Soph ocles

. in t hei r Philo cte t EUJ each portrayed the c r af t y and sa ga 

cioUS Ulys se s as h e co nc ~ ived h im . To do so, each had to

knoVl t he na tur e of sagaci ty and tha t is t h e t a sy either

of t he philosopher al one or of the sagacious . The s i t ua

tion a nd r ea s on itse l f demand tha t the poe t - -esrec i a l l y

the t r a gic poe t - - be such . To portray 8 wi s e i ndi vi dua l ,

he must have k nowledge of all wi s e men ; to paint a vi r-
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t uou s man , h e must cl earl y un de stcnd t h e na t ur e and

pro~erties of ch ar ac t er i s t i c v irtu .

The his tori an has no co nc ern ith th~, unle s he 2

i mitate Xenophon who Lr 'ta t e d the j -oe t s , nd , in h i s Cyro -

a edia , crea t ed an ex voto po t enta. t e . ' a t is t e j-oe t t s

office . Bu t wh en Her odo tus describes Xerxe s , h en Sal 

lu s t descr ibes Catili ne , .and wh en T citu s rortrays Tiber i 

us , t h ey do not se t f or th ick edne s s of whi ch , i n ge neral ,

t h ere ar e ma ny kinds , but they se t f or t h vi th cr 11 t r-uth the

wor d s and deed s of their subjec ts a s t hey hav e e rd them,

not exc l u di ng their virtue s , i f such ex i s t .

From such sourc es r i sto tl e ga thers t e genus of 'i c 

edne s s , and therefore , c ome s to a sto wi t h singular s . Bu t

the offi ce of t he trag ic poet surra s se l:' the h 'stcri an 's in

nob i li ty just cS much a s genus ; nd sr ecie s surr s indivi 

duals , i na smuch a s t heir i nf i ni t e numb~r rul e s out the o ssi 

b i l ity of any sure knowl e dge of singulars . F r this r e 'son,

Plat o u sed to mai n t in that t h e philosorher mUf t sto h en

h e a r ived a t t he singul ar s because , being ~~ thou t nu ber ,

t h ey c ou l d not come ithin the score of knowl edge .

But Ar i s t ot l e mo r e than once t e l l s us th t be cau e

t h e anci en t phi l osoph er s sa. t h a t the singul c:.rs ere i nfini te

and sub ject to a c on s t a nt pr oqess of destruc tion and becom

i n , a nd bec au~e they c on si der ed t h 5 t exa c t nr l~dg c n

c erned its elf only and a l 'ay s wi t h indes truc tible uncha nf i n

thi ngs , t h ey t ur ne d f r om a c on s i derati on of singul r 's t o a



43

study of univer sals . Therefore , Ari s to tle says , t h e h i 

1 0so h er cerne s t o know man in gen er a l , not some one indivi 

dual of a grou , s uch a s Alcibi ades or Socra. t e s ; h e doe s

not k now dogs , bu t dog , not horses , bu t hor se- - tha t is , he

co me s to k now the s ecie s of man , dog , a nd h orse .

The same i s true of the :poe t ; when he has a generi c

knowledge of man , then h e f a sh ions hi s acticn a c cord ing t o

a set of c i rc UI!l s t anc e s. For exam:rle , he f a shi on s ne t t h e

a c t ua l Aj ax , for no on e knows wha t he a c t ually wa s , bu t

Aj ax t he madman and magnanimous hero ; Oedirus, he dep i c t s

not in terms of tru t h but in t erms of pr obab i l i t y - - a t ask

t h e p oe t ell understands .

Aristot l e was pa r t i cul a.r l y anxiou s to make t h i s

truth ev i d'errt by drawing a n ar gument from a.nc ien t Cornedy , 6

for h er e the poe t fir st c onstr uc t ed t h e en tire a.c ti on on

t h e lines not of t ruth , but of 8 . j u st probabili ty , and

then a;ve t o his a c t or s f icti t i ou s names cha.r acteri s t ic 44

of the action he h ad c r ea t ed.

Thi s i s no t qui t e the ca se wi th the tr-gi c 0 e t , be 

cause he h as r eceived t he a c ti on from t h e a nci e nt r oe ts .

Ith ough he of t en makes change s i n t h e a c t ion , f or t he

most pa r t h e ke e E t he t r a diti ona l names of t h e ch c: r ac t e r s .

I t does happen now a nd t hen t ha t s ome or a ll of the char

acters' names a.r e fictiti ou s .

This g ive s rise to a f amou s c ontrover sy whi ch we c a n

not i gnor e. Is the tragic po et obli ged to dea l wi t h f actua l
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subject- mat ter, or is it o ssibl e for h i to do s o , in

D S uch ~s t he i i t ati on of r oetry is ch i ev e d by ean s

of a l o t whi ch i s itself no t t r u e , bu t onl y r b a le ,

both in i t s elf and a s r e g r ds t h e roe t whose "mi t a t i on

deals wi bh even t s h i ch ayharr en , raterth~n · " t h

a c t ual occur rence s .

Some , f or exam le , h ave t.aken t h e i r subj ec t - ma t ter

from Ho ly Sc r i p ture , a n d ther e i s ore t h n one r ea s on

by t h i s C8n be done . F i r s t , a l though th e poe t deri ves

his s ub jec t -m a t t e r from h istory , i t i s f rom h " o~n re

source s , generall y , tha t h e c on t r i b u t e s h is a rra ngement

of p l o t . Altho ugh , s e c ondly , his a c t o r are histo r ' c a l , 45

he a s s i gn s them t h e i r ch ara c t .er- s f or t he mos t par t , F i 

nal l y , wh e n h i stor y h~ s sup .l ied s ome o f t h e a c tor s , e

oft e n adds o thers , s uch as t he ur se , t h e " e s ~ eng e , t h e

Old Ma n , a nd oth er s of t h is sort .

Fur th e rmo r e , i n the f i r s t b ook o f h 's Rh e t ri c ,?

Ari stotle says ( al t h ou gh in a s l i ghtl y different c o nr:ec

tion) that i t b e l o ngs t o t h e s ame f a cul t y t o see the t r u e

and the probable , just a s it i s t h e s ame f acul ty wh i ch

treats of r r ob a b i l i t y a nd t r uth . Sinc e r ob a b i li t y is re

qu i r d in a c t ion , a nd s i nce t h e f ou n d ' t i on of t h i s p robabi li

ty is true r a the r t han f alse , it f olI o s t h a.t a t u e a c ti nn

is j u st a s a dmi s si b l e, especi rlly s inc e t rue a c t on c n a l 

so be p r obable . Th 's i s a l aye t he c a s e exce. t e tru e
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occurrences ar e miraculous , wonderful , or are , in one way

or a.nother , beyond natur e' s ordinary Towers of operatio n .

A ell- known exampl e fr om Sacred Sc r ip t ureS wi ll

bring this home t o you . It is no l e s s pr obable t ha.n true

that Amnon loved his sister and , because of hi s love , vi o

lated her whom he l ov ed, and tha.t she bore t h e l os of her

v irgini ty wi t h t he gree.test gr i ef , F.v en if t h i E wer e not

true it WOUl d , becau s e i t i s pr ob ab l e , s eem to be true .

Hence Ari stotle is ri ght i n al lowing sUbj ect-matter de 

rived from fac t .

4 6
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s oug t only in and fr om t h e p l,o t i t se If. To r ov e t h i s

let us discu s s first, t.he t wo tyj e s of p l o t 'lh er e on the

ras s i on s or en oti on s are c o n t a i n e d ; then l et ' s c o ~si der

t h e emotions themsel ve s .

Pl o t , t erefore , whi ch i s t h e a c cur te i mi t&tion of

a true or pr obable a c t ion , is t wofold , f or the 58 e r erson

that the r. c t i cn s may be t ermed t wofold . For one is s t mp Le ,

t h e other is i nvo lve d . A plct \n jch p r ogres se s and a r r i v e s

.t a c o nc l si a n wi th no cl e ~r rever sal or r ecogn Otion i s

cell ed s 1 p le . l

\fe f i nd an ex a r e of 'th i s tyr e o f j. Lo t in Soph oc Le s '

4 8

~, in Sen e c a 's Ter c ul es Fu r en s and i n c ou n t l e s s ot e r

drama s . I n t e s e no t h i ng h a j -j en s t h f t I e no t ex yected .

j ax , c ourag eou s nd to e r r oud to e t ~ s e f e e s . f s ed ,

i n l ed ' at e y bec 0 s ~ r avi ng man ' a.c . 1.. en .e r e t ur F to

h Os is disf race a.nd die s

suici de . I er-cu L e s a c t s on a lmo t the Co ,8 nner , ut

he 8ur v i v e s . Te i t h e r shows a ny t h i ng ne 0 r emer ab.e On

hi s c a rac t e r, i na smu ch Co 2 n e i ther sh ows t.hat s dden or

unex ected ch a ng e f ro bDd t o r oe d fo r tune wh i ch i s t otl e

c a Is t e r ever s 1. 2 Both fir s t go msd , t h en 01 e c o , ,0 ° ts

su 0 cide an d the 0 t her t hreate n s to do s o, a s i t h e c e s e

in the gene 8 . ity of r -Lo t s , Po s s e s s i nr l t t Le <'1 r t 'st ' c

yo 1 , they e r e e e c i a.U.y t r u e t o life ; t _e~r pr1t "' 8 8

r-a i s e bec ause t . ey re le s s ef fec t i ve i n mr v ' g a nd stir-

r ing the emoU on s ,
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The anci ent poe t s f ou n d some t h i ng to flavor t h e 4 9

simple p l o t . Compl ex r I o t s p r ov i d e d suffi ci ent sub

ject-matter on their own a t.re ng th , but , t h e armp 'l e, be-

ing r ather weak , c a l l ed for greater a pplication and a 

bility a n d n e eded t h e a~lifi cation wh i ch b e i ng neither

essential n o r irrel evant to the a c t i on , Aris t o t l e n eat -

ly termed Epi s o d e . 3

Later, 4 in the cour s e of our d i scussion of qu a l i 

tative p a r t s , we sh all s ee tha t Aristotle a:rparen t l y em

ploys this term i n t wo senses : first , mean i ng a fi xed

Tar t , and s e condly , indicating a ny ki nd of amp l i f i ca. t i on ,

a l t hough a c t i on generally g r ows and i s am:rl i f ied in a

fixed spo t , a n d , no doubt , Ari s t o t l e h ad t h j s in mi n d .

Bu t he d efines t h e Ep i s ode as wha t ev er t h e p oe t int r o 

duc e s fitt i ngly in to the sub jec t for t h e s a y e of t he sub

ject, bu t whi ch li e s outside the subjec t -ma ter i a l . Th e

p r olix descri p t ion of t h e u nderwor l d in t h e He r cul es

Fu r e n s , 5 a n d other such de scription s of fer example s . In

the Aj ax,6 the qu a r r e l of Teu c er wi t h Agamemnon and Me n e 

lauS a bou t burying the d e ad h e r o i s a n epi s ode wh i ch n ot

only fits t h e subject , a lthough out s i de t h e s ubj ect- ma 

teri al, but is i nserted by the a u t h o r for p u rposes of

ampl i f i ca t ion .

The simp le p lo t , which ne e ds some s uch fl avoring , 50

empl oys both ki nds of episode , wh i ch even incontemro r ary

drama h ave their v a l u e. In these epi s odes , t wo p o i n t s a r e
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r t h : l ' e t , th e i s dee ut e c n-

si te nt th it t e subj ec t - a t t r and 'i t t e sel e

i n a r ob bl e or nec essary eequenc e ; ec ondLy , ••'1" ' s t tl e""

ca l le " i so di c " t 08 e l o t s ' ic f" i nt 's c n i t ene

darns t h a t c t h oed and bad roets ~re ' r ne t eo r e

ue ri ee e s . Unskille feet s c o i t thi f·u t thrru h

nrrance j good pte dc so t o stre t e . u t te st e i t he ':' n

'ndeffor t to l l e se t e s e c t ~ to s o in tri n t eq lin

oth J r-a s e and length t Le r i v .. 1 o ts 'i th -:1 1 t re

ened t be vy in . n t e c u s t oms r v trc: g i c c or- e t i t i ( t e

uay - en c e , the roets often emp Loy e d r i ao de e t a t . er e ~ t .-

r unsu 't~ble or even f , r f cte ed .

d 0 c err l ex rlrt y r c eee~8 t i t s end c -

CO anied breve sal , r ec ngni ti en , 0 bot ef e ,

t e C Or' 1 e j Lo t . c s t e two I £' s v, h ~. e . en t i r d , n ~ e r

rever ~ 1 c~d e c ogni t irn . Ar i s t o t le c[ Is t .e e e s ~ l e

Perir e t i &. For t e n s t

fr orr .ood t o bed f ortun e ere c"l l t l ' e n a e , L d

c on' ee t ur e t t Ti c nde r d t is . er n i n in ind .he n

\ r o e still it i s c Lear' t a t , n r rgedy ,

[ 11 ne xrec ted chan e , it er fro e r e d fa t ne t o f d or

fro b ~ d tr £ r d , vere c[l led re rscl~•

. i . t ot l e , - ost r e l ' ble t n i c:: ' i t r ~ a

c[ ll C an .~e:" ected o i t e e y t h : S "'~ e tc r ;
, .e ,~c.

t ''' e Ft f re" cl: e s , d fi r: s i t IC (,..., " c " t . c' + ev

er i e c- f . r ci der- t s r t c n of' -et ',n eer s ,..c t( i t

0 ~ o f i t e . e fi nd 0 r 1en i d ex ~ e jr. ... c"
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Se n eca , wh o has t ake n t 1e whoL e s cen e bo d i ly fr olll So oc l es '

. l s.y . .he n t h e o ld Cori n t hi ans h ad r ocla i med h im i l g , 52

nd , f or ths t r e a son , t hough h e wa s br i ng i n g g ood t idings ,

b r ought a bou t t e c ontr a r y effec t . F or , li ttle by lj t t l e ,

Oedipus r eali z e s t at he h a d a d his o t i e r to wife . ' i s

i s a n obv i ou s eXC1m l e of a ch a ng e or rev ersal s uch a s we

a.v e d i s cu s s ed .

r i E' t otl e b r ings f r ward a li e examl1e f r Qm the

L:~,rnc eu s ( t h i s wa s the nam e of t h e Tr a g edy) .ll \Ih en Dan a u s

was g o i ng a lcng wi t h Lync eu s , rerning to s lc h im , a nd whe n

everyb ody 'IN S c onv .inced t h j s wou Ld hs j J en , j ~ s t the or o s i t e

oc cur r ed, f or Lynceus w<.'s savs d , end Danau s ra s l ai n . This

is c L earLv a c h ang e whi ch v e ers a r ound to. the O I' I) O S ~ t e o I n

t he Oe d i I 'u s t h e ch a n g e is from h I '] i n e ss to g r i e f ; i n the

Lync eu s , t ie c h a nge i s ··;·wof o l d : Lynceus ' [ r i ef i s cha.ng e d
. .

t o j oy , , i L e Danau s ' haj-j Lne s s is Un AY ec tedl r: c h a ng ed to

gr ief .

T e r u r ,ose of t h i s r ev er s a l is t hat e i the r frie n d s h i

or ani mosi t y b e j r-odu c ed by the r e c ogn i t i on , s i n ce the s e

erne ti ons j-r odu c e h a j iness a n d gr i e f , Some ti nes it haj perr s 53

t h a t t h e r ever s 1 a nd r e cogn i tion coi n ci d e , end ' r i s t o t l e

j u dg e s t he p L o t -h e r e t hi s occurs t he mo s t perfec t of a l 1. 1 2

e h Eve t hi s c o i n ci d e no e of r -ev e r sa.I and e c ogn i t i n i n t he

Oedirus of Sop ocl e s a n d Se n eca . T e r ever-ea.l c ome s wnen

Oedi :u s s udde n l y a n d un ex p ectedly b e co ncs wr e t c he d ; w en he

~ ealizes J'o c a a t i s h is mr f e r , we h ave t h e r e cog n 'tion .
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An o t her xar r Le of r rac t i c ' 1 c o i nc i denc e of r ever sal and

r ec ogn jti on i s fo und i n t h e I r~i geni a i n Taur ' s .

T e story of J o s eph1 3 c ombi ne s t he two s o r e rfec t ly

thot i t s urr' sses 0"' 11 t h e p l ay s o f t e t rage d i a n s , for

t h e emoti ons it sti rs a r e wond e r f u __ly owerfu l. "" o se h ' s

b r e thr e n s t rt h ome 'i t h t heir gr in . A s earch f or J ose h ' s

c up, abou t w i oh t h ey kn o n o t r f ng , i s me d.e on the c ond iti o n

t h a t h e i n ho s e pos session i t j s : 'ou n d wi l l b e c ome Jo s e .h ' s

sh~.ve . It is f oun d a t l a st i n t h e sack o f t he younges t ,

Be n jamin , wh o c l on e (s i nc e Jo seph 's l o s s ) is t h e br e ath of

li f e f or h i s f a t her , J a cob . Th ' s be ing t 1e c s e ' s broth 

e r s a c e om a ny him ba ck into s l av e y vn er e t ey suddenly and

un ex y ec t edl - f i nd t h e gre te~ t j oy --a ~evers c l i n t h e true st
~ 4

sense of th c word . Th e ot e r F rt s s i I f u l f i t ted to

t h ' s a s c au s e End ef f e c t , They r e 1 i z e Jo sey i s t 11ei r

b r o Ver -nd t e rei n l i e s t he r e co g niti on .

eve rsal wi t h ou t rec ognitic n ' s y ossible , bu t re co g n i 

ti on wi t h o t r ever s 1 i s n o t . I n the s t.or y of J ose 1, t e

r e c c gn i t ion stirs my p i t y s o d e ep Ly t .ha t I hav e of ten ept

at it de s r j te rr~ s elf . Yne p lot i s n rt sir l e , bu t p er fe ct

l y c omFl ex si nc e in it r ever s a l .nd r c c ogn j ti on Co i l ci d e ;

it wo i Ld b e i y o a e i ble t o f i n d any c c ti on mr re su i ted to

Tr a g e dy .

I t i s of y r j mary i ,~ o rt-nce t o nc t i ce t , t in t h ' s

stcry , 8 S i n t.h e Taur ' c I .ige nl .?: , t e c h a ng e t end s f on

s a dne s s t o j oy . I n orner 's Ody f" s ey "e f' Lnd [no t h er ex -
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am 1e of eve r s ' l nd r e e o n ' t i on eo i nei di n . Pen 1

i s un P. Y ~ nd mour n he hu~b'nd, but . e s e n t 1y , 3 S R n ~n

sh e reco gni es h m, she en joys a o:t unex eeted .. ~ -

p i ne s s •

I n s uch c a s e s of c o i n c i d e nc e it i s i mrort2 t t n te

tha t not a ny s or t o f rev e rs<l c a n coincide wi t h 8 ny cO t

of ec og ni t i on . A joyful r ecogn 'ti on must n t be uni ted 55

to a s a d r ev er sal no r a j oy f ul r e v er ca l to a s d rec o n i 

tion- -un1es s it hapre n to d i ffe r en t c h a r acter s . In t he

s tory of Jo seph , f or exampl e , the recogniti on .ev e s to -

ward joy r nd hence i t d ema nds a j oyfu l reversa l . In b oth

So ph ocl e s ' a nd Sene c a 's Oedi pus , rever s 1 a nd rec ogn i t i on

t end to sadn es s . Th i s pr inciple a l s o fi nd s a r r l i c t i ~n

i n Eu r i i des ' I ph i g e n i a, 'here b e th ch a a c te r s , Ir Ee n ' a

and Ore s t e s , a t t a i n ha r i n e s s b oth by t e evers~l a nd t e

rec og n ' t ion .

Such is not t he c a se ' ~en di f f e re n t c r rac ter ~ a r e

i nvolv ed , as , f or ex amrle , i n Homer ' s Ody s sey . Th e e b oth

penel ope a nd tho" c wh o s t and on U1yfses ' s ide derive joy

no les s from the r ev e r . , 1 th n f r om the r e co gn i ti o ; b o t h

the s e e l eme nt s bring gr ief to t he s u i t or s . Their f or t u ne

i s u nex pecte dly c h nged fo r t h e wor~ e a nd , in re cogn izing

U1ysse " , ea ch s u i tor recognizes woe for ' ms e l f . Th e sarr.e

i s tru e in Sorhoc l e s ' Electr whe e the g e a te s t joy 1 

10 s on t e u tua l r e c ogn i t ion of Ore stes nd E l e c t r But

oth er c a r a c t e r s a re affe c ted' d i f fe en t ly .



ihi ch o f th t 0 ,

"e shall 6 _e resentl

t y es of r e c o ni t ion .

ci m l e or double , i . r e f e r Ie

·0 it mai n to d i C U ?S t
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CHAPT3R VI I

The k ind s of r ec og n i t i on. Th e se
r op e r t o Trfge d a n d t l ose t~f t

a r e n ot . T e s i mI l e an d double
r e c ogn iti on . T e fiv~ m n ners
6 f e c ogni t ion . T le ri nc ira l
on e , emrlo- eO. by So h oc le p , Sene -

. c a , a nd 'u r i r i d e s .

Th e fo ll oii ng t e rchi n g on t h e five ki n ds of r e co g-

ni t iol Ar i s t o t l e , in h i s u sua l ma nn e r of re searc , g r t h -

ered mos t c a.r efu l l y f r om a s tudy of many '"ri t e l' s . I t

fin d s s ome a . ~l i c ati l- n t od ay , j u st a.s . t d i d i n a nc i ent

time s . In hi s day , t h e r lays of ma.ny but ors ze r e s t i l l

ex tan t , t he l o s s of ,~i ch g i v es us j u s t C8u s e f or g r ief .

, or k i g fr o the se , r istotle se t s for th ~ c e r t a.i n fi x ed

nor m. I n t h e c o r s e of h i s d i s cus s ion , l s 1 e ll a.s e s -

t a b li shi n g a c r i t i c a l b as i s f or i n d i v ' du a l . la -s , he shows

h ow s ome a u t ho r s fol l owed this rule .

Bu t t h ere i s a r ever sal p rorer to Tr & e d a n d on e

t h t i s n e t . Sinc e reversa l a n d r e c ogn j t i cD n c OLbj - 5 7

na tion wi l l a r ou s e t he e mo t i c ns , 2 tho s e wh i c h s tir ThS-

si on s o ther t .han p i t y a n d fear c a nnot be I ,rop er t o Tra g -

e dy , as , fo r ex amp l e , Jh en s ome on e r e c ogni z e s a n i n a n i ma.t e

objec t 3 such as a c i t y, a \ a l l , or a p lac e . Su ch a r ec og -

n i tion ef f ec t s no ( t r a g i c ) ch a ng e a l though in P l autu s '

Come di e s the h o l e cri si s of a ~ lay a r ises fr om a rec og -

ni ti on a chieve d by r at tl e s , b oxe s , ar r ines . Ano ther ex -
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amp l e i s found whe n we r e c ogn ize t hat s ome one , c a s u a l l y

a nd wi t h ou t ~ff ec t i ng t h e play , h' s or h =s n ot done some

thi ng . 4

Such r ec ogn iti on s, however , d o n ot as a rule st~r

up pi ty a nd f e a r i n Tragedi es , wh er ea s Tr agedy g en e r a l l y

i mi t at e s t h e k ind of a c ti on s wh i ch wi l l. Hen c e t h o s e

r ecogn i ti ons h ave no p l a ce i n Trage dy s i nc e ne i t h er h a p -

ine s s n or unhe.pp Lne s s f o l l ow from t hem. As we s aid , t he

rever s ~ l mus t r r odu c e e i ther hap r ines s or its 0 po s i t e .

Le t us now c on s i d e r t h e k ind p r op e r t o Tra gedy . I t

is sure t h a.t a ny recogniti on is so c al l e d o n t h e b a.si s of

a r elation shi p, as t h a t whi ch i s c ur r entl y c a l l e d t h e "1'e1 a - 1

t ive r ec ogni t ion " i n t he s c h oo l s . He who recogni zes mus t 58

recogni ze some on e a n d t.h at per son must be r e cognized , j u s t

a s the l over mu s t love s ome one , who , ,i n t u r n , mus t be loved .

Accord i n g t o this r e l ati on shi p the recognition i s ei 

t her si ng le or double . The single i s t h e r e c og n i t i on by

one p e r s o n of a no ther , and takes p l a c e wh en t h e on e knows

wh i l e t he o tller do e s n ot . For example , in Sopho c les ' E l e c 

tra , t he heroi n e, who b efor e t h i s h a d n o t k n ovrn t h at Or e s t e s

wa s h er brother , r e c ogni zes h im. Or e ste s , wh o h ad been a 

war e of the re l atio nship f ai l s to r e c ognize El e c t r a . Agai n ,

in Home r 's Ody s s ey, t h e Nu r s e rec ogn izes Uly s s e s who , a l 

though h e k n ew her i n f orme r da y s , f a iled to recogn ize her

a t t hat time . In t h e story of Joseph , t oo , is brothers

recogni ze Jo s eph; he k new t ha.t t hey were h i s b r o t h e r s .
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Th ese a r e t h e k inds of s imple recogni t ion .

The doub l e r e c ogni ti on come s vh en neithe r p e r s on

.kn ows t h e oth er, and , 8 S a r ule , gi ves ri s e to a. strong e r

emoti onal respon s e . Eu r i i d e s ' I ph j g en i a i n Taur is 5 affo rds

a n exampl e : I ph i g en i a, W 0 mu s t present ly r u t 0 "e stes t o

t h e sword , d oe s no t k n ow he is h er bro ther , nor do es he now
5 9

sh e is h is sister . First Ore s tes r e c ogn i z e s his s i s t er

from a l e tte r she wou ld h av e i m d e l i ver , then she r e c o g -

n i ze s h im when h e de s cribe s a g a r me n t she hed \"lov e n . Th e ' r

r e c ogn i t i on of e a ch other i s c e r t a i n l y of thi s double ki nd .

Th e fol lowing kind s a r e a l s o c ~ll ed s :recie s of rec og-

ni t ion s by : r i s t o t l e (i f t h e rassage be not c orr urt) bu t

s e em t o be mer e ly mod e s wh i ch ch a n g e e.s the ev ents ou t of

wh och the r ec ogn j t i o n a r i s e s ch a nge . istotl e add e d t hem

t o r lease t ho se critic s h o wi shed either to b es tow on

!,o s ter i ty t h e d evic e s of t he tra gic poe t s or t o comp 8.re t he

a u tho r s one ith t he o ther .

Th e f irst manner or mod e i s on e wh ' ch t 1e olde st

wr i t ers emp l oy e d t o c l ea r up uncerta inty by a t t r i bu t ing t o

c erta i n ch a r-ac t e r s certa i n f i x e d ma r-k s wher eby oth ers migh t

recogn jze t hem. Th en a r e c ognition might e a sily a r i s e from

t h e s e s i gns . rae m~ rk s a r e of t 0 k inds : those wi th h i c h

we a r e b orn or t h o s e a c quir ed a f t e r b i r t h . For example ,

a.Lt h o ugh t he Thebans we r e s , r un g f r om t h e Spar tans of a n 60

ear l ier day , the anc i en ts b e l i eved t h a t t h ey a d s dd enl y

emerg ed, Ls n c es a.nd a.LL , out of t h e ear t fro t e te eth
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of t h e dra gon s lain by Cadmu s . Th es e Th ebans wer e s ai d

to have c a r r i e d on their bodie s t he mar o f t he l a n ce with

wh i ch t h ey we r e b orn . So t o o , unless I am mi s t ake n , in a

work en ti tIed d e fera numini s vindicta , Plu tar ch , a, c a r e

ful wri ter , menti ons t h 8 t a l a.nc e wa .s f ou n d on t h e body of

a certa i n man 'h o s e true and a n c i e n t Th eban or i g in a s i n

d oubt . Ca,r cinus , t oo , a n a.ncient Tr a gic oet , in h i s

Thy este s build s a r ecogn it i on fr om a mar o f t hi s so r t . 6

Ot h er mar s a r e n o t c ongenital but a re a c qu i r e d a f t e r

bir th by some mischa nce or o t h er . The se I i ewi se ar e of

t wo k inds : ei t h er on · t he body or out side of i t . An ex

am .le o f a n a c qu i r ed a r on t h e b ody i s t h e s c a.r of Ulys

s e s by wh i ch t he Nu r s e recognizes h im i n t h e Ody s s ey . In

plaut us the s c ar of Amph i t ryo r e s ulti n g fr om a wound i n 

f l i c t e d by P'te r-e La s i s a n o the r examr Le , a l t h ou gh no recog 

n i t i on a r ise s from i t i n t h e p lay . Plau t us ' n ecklac es ,

r i n g s, r a.ttl es , ~ ami ng- bo ard s , a n d l ittle boxes from wh j ch 61

t h e plays g e t t eir n ame s a re examrle s of extra - c or pora.l

signs .

I f we ut our trust i n r is to t l e , i t make s e g ood d ea.l

of di f ference h ow t h e po e t emp loys t hese ma.ry s , for , he

say s , t h i s u se of si gn s h ad much to do 'i t h dramat i c a r t i s 

try . 7 The reco gni ti on wh i ch mr-v e s t h e emo t. Io n s a n d ~' ro 

duce s a s u dden cha n g e is f ar su eri or to t h e s imrl e . Homer ,

t o be sure , u s ed o ne and t h e s a me ma y i n t wo ways . F i r s t ,

while the Nurs e , Eu r y c l e a., e t her m'stress ' c omma n d i s wa sh -
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f roID t h e s c r , a nd r e~t reverF ~ l 'r" ~ e s f r crr t . r ec ~ -

n " ti o n . Se c ond l , · 0 e r emj Lo j s the s c a .r i n a n o t er C'

. en U'Ly r a e s is r e c o n ' ed b aeu s n d teo t r s to

horn he sho 's i t ~ s .. inn " ng t heir el i ef . Thi s

second r ec og n ",ti 011 i s nei t h e r r "t i s ti c n or do e s i t . r c c c e

~ r eve s a l .

e s e cond mode of rcc ogniti n de . e n ds O ' s 'i1J . 8

It d iff r s fr om t h e fir pt 0de ju pt d ' pc ~ se n c riU C

as , i n t e f i r s t , t h e r e t d o s n t seerc r I t t h e mr

bu t c r r ctl y u ses or · e. r i n . fro us e

r of t hemselvQs r r t of t~e su ' ec t . I n t h e s e con d TIed e

t e l' e t c eates

""'u r i p i d e s d oes t e let t e r v' i ch eV (; ~ -1 ~rhi g en ' a ' s i -

d enti ty to Ore s t e s ,' 0 ~ t e gar le n t " ie r-e by s e r e cogn : e s

i m, 0 e r oe t ' ''' j u dgmen t i s on t r i a l w en e uses such

sign s s inc e e o Le wi l l no t ~ t u p wi t eve r y t ri n nor

ex c use i t as they wou d sorneth i ng t h c t vr s un avc i d s .b Le ,

A t hi r d mod e is ecogn iti on t hr ou gh me cr y ,] l { e n

a rer son ' s c o n sci ou s ne s s i s VI Irerie d :' t h e s i g t f

.s ome t h :i n g . For e x p Le Earner ' s Demodo c u s i n the r ~ l a c e

o f Al c i nous s ines of t h e s c k of Tr o d ny exr 10its o f

Ulys s e s ( v: 0 the b r d d i d n et n e w) i n t e ae r o ' 6 own

rresenc e . 1 2 · i s so ng recalls to l y s se 11 t a t ? d t~ e n

r l a c e , Et i rs u d e e e io t i on e in h 's he - t an d b ; s t ea 6

e i s r e co gni z e d . gai n , i n t . e f " e t b o n c t e e nei d ,
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Aeneas s e e s i n Di d o ' s palac e 1 3 pai n t ings of Tro j a n ex 

p l o i ts , h · s own among them. A rev e rsal ar i ses f r om th is

recognit i on, f or he b e g i ns t o hope for a c ha.nge in hi s

ill f' c.r t.un e e . 14

A fourth mode , whi ch vre» of rathe r fr e quent oc currenc e

i n a nc i e n t d r ama, i s r e c ogn iti on t h r ough reasoni n g . This 6 3

a r ises from some ma r k or f rom a lik en e ss in ch a r a cte r ,

a ppearance , stature or di s o si t ion . F or ex amr Le , E l ec t r a ,

in Aeschylu s ' Oh o e j -hor o e , 1 5 derives a .r-oo f from a l oc k o f

hair: ' On e li k e me i s here; there is no one l i . -;.> me bu t

oreste s; he , ther e f ore , mu s t b e here . ' And h e } reason -

i ng te s t rue . \v en ::1 e c t r a h ad c orne t o the t .om 0 f

Age emnon to of fe r libati o n s t o her d er -rt ed f a.th er 's

s p iri t , she f ou nd t h e l o c k a n d r e c o gn i z e d it a s Ores t e ~ l .

F r om t h i s sign a.rose a r oof a.nd fr om the r r oof , r ec og -

niti on .

The fi f th i s r e c og n i t i on thr o gh f al l a ci ou s re s on -

ing , whi ch fi n d s n o a p plicati on- - b u t the ssage i n which

Aristo t le tre a t s of i t is obvi ol sly c or r u . t and , u p to

t h e . r e s e n t , n o c omme n t a t or h as lu t it t o suff i c ien t

i nvesti g a.tion .

T e six th mod e of disc overy is , on Aristotle 's t e sti -

ma ny , the b e st of all. This arise s n ot f rom ma rk s or si g ns

s ough t fr om a n ex t erna l source , but little by li ttl e fro m

t h e s i t u a ti on and subj ec t itse l f . Bop h oc Le s in t h e Oe di T,US
d

Tyrannu s h a s g i v e n us a srl endid exam le of t h i s t yp e and

Sene c a f o l lows h im i n i t .
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CHAPTER VIII

Suffe r i ng , t h e third par t of a
complex p l o t . Th : s must be de
r ived fr om the a c t i on or the
p I t, not su pl i e d by the a c t or s .
An example of thi s k ind of l ot .
Some times monst r o s i t i e s t ake t he
p la.c e of suffering s . SUf f e r i ng s
are natural , mons t r o s i t ies a r e
not. The p l easu r e sough t in Trag
edy , i t s ki nd and source . I mitation
i s p l easant , a l so sad .

It is qu ite cle a r both f r om i t s t wo e ssential par t s

a nd fr om other roofs -that t h e c om l ex , a.s op~o sed to t he

simpl e, is by f ar the better k ind of p lot . Ey t he t ·o

e ssen ti al par ts I me a n those we h a v e b een discussing ,

namely rec ogniti on a n d what Aristotl e h as c ~lled the re-

ver sal or p e r ipe ty . Hen c e it i s natural that our di sc u s -

sio n of t he compiex Plot shoul d .be more ext en s i ve and our 66

investi gati on of i t s c o n s t i t u e n t par t s more c areful t h a n

our t r eatment of the s im Ie p l o t .

It h a s a lready been s tate d that p lo t p or t ray s or

imita.tes men not inasmuch a s t hey a r e men , but ina smu ch

a s they a r e a g ents i n an a c t i on . This i s true b ecau s e

h a p i nes s or it s opposite n ece s sarily a r ise f r om me n ' s

lives a nd acti ons . I f every plot sh ou ld i mitate men ' s

lives a nd actions, it f oll ows that the more p e r f e c t p l o t

( wh jch links recogniti on with rev ersal ) should do so i n a

higher degree .
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The p r i mary purpose of a p l o t is to arouse thee

moti on s and pa.rti cul arly , as we h ave sai d , the t wo emo

tions of pity a nd f ear . This purpos e m s t b e a ch i ev e d

by the very structure of the events a nd a c t i on s a nd inde 

p en d en t of external a i d or skillful a c t ing . Henc e Ar i s 

totle enunti ate s su ffering a s the third par t of a. corn l ex

p l o t .

The rea.so n for t h i s a s s e r t i on is not tha.t t he sim I e

p l o t is entirely devo id of suff ering or emo t i on , or that

a ny plo t should or does a r ou se pj ty or fear (the spe c i f i c

emotio ns of Tra g e dy) wi t h ou t some r e a.s onabl e b a s i s fou nd

in the di alo gue or t h e outcome of ev en ts , bu t b e cause 67

t hese emo t i on s nec e s s ari l y emer g e , wi t h o u t ext e r nal a i d ,

from t h e t wo par ts of a c omp l ex p l o t h ich we h a v e men 

tio ne d . It is a ch a r ac t e r i s t i c of the c omplex p lo t to

i mita.te the ki nd of a.c t ions Wh i ch , by" t h eir ou t c o e, stir

up p i t y a nd fear.

Emo t i on s wh i ch a r i s e f r om t he plo t itself a r e p refe ra

ble t o tho se from a.n external sourc e , jus t . as re c ogn i t ion

growi ng out of the sequence of event s i s sup erior to a n

unconnected discovery . Aristo tle g i ve s u s a f urther paral 

lel in his Rh e t o r i c wh e n he s e t s a rgwnen ts intrinsic to t he

art of rhetor ic above the extrinsic .t y p e . l .Just a s unskilled

orators , fi n d i ng no h e lp in t heir c r t , gene ral ly h a d recour s e

t o laws , Wi t n esse s , wr i t t en c on t r a c t s and so on , s o , too , un

skil led .o e t s , i gn or a n t of t h eir own a r t , made a r actice of
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trying t o stir u y p i ty and fe a r wi t h t h e a id of s ' l l ful

a c ti ng ,

:":u.r i r-i de s , in i s tophanes ' c omedy, 2 ,.,,:1 tti Ly Lay s

t h i s c h a r g e to Ae s chyl us ( i n whose day n e ither the rever - 6 8

sal nor artisti c r e c ogn i t i on we r e p r ac ti ced ) . The c r ' t -

ics , t oe , n o t e that Aeschylus sti rred u . the ss i on s a nd

emoti o n s t hro ugh t h e skil l of h is a c tors r a t her than by

a ny a r t i s t i c devi ce . This i s t h e c a s e whe n the a c t or s

To r tray for t h e s p e c tat or s s cene s c alcu l a t e d t o s t i r p i t y

and f e ar , such a s mur d ers , wou nd i ngs , t or t u r e s a nd o ther

event s of t h i s s or t , wh i ch are ex tri n si c to tr , gi c sYi ll .

e h ave a n o ther i nsta nc e wh en t he po e t s e ek s from s ,e c -

t acu l Hr e qu i pme n t an effec t wh ' ch s hou ld h ave emerg e d

f rom t h e s tru.cture of t h e a c t i on a n d ev ents . The Gr e eys

c a l l such s ceni c repr esentation s " s p ec t a.c l e s " , and un -

sk i l l e d p oets , i g n or a n t of t h e pr inc iples of p lo t -struc 

tur e , employ e d them b eyond a l l l i mi t s a.n d b ounds . 3

It wa s wi t h thi s in vi ew t h at a Gr e ek c r i t ic wr o t e

a s f oll ows abou t Aeschylus :

Therefore Ar i s t ophan e s makes f un
of his bomb2 stic ch a r a c t e r s . In
the Ni obe of Aesc hyl u s t h e hero
i ne ( wh o giv e s t he p l ay i t s name )
s i ts sp e e chl e s s before her ch il 
dren 's tomb , wi t h v e i l e d hea d for
t h r e e day s . In t he Re d emp t i on of
He c t o r ( t h a t was t h e name of t he
p l ay ) , Achi l les s it s wi th vei l ed
head i n IjJ, e mann er , say i n g no th
ing but a f ew words i n an s er t o
Her me s .

69
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Later t h e s ame c r i t i c go e s on t o s ay:

And so h e (Ae schylu s use d
s . e c t.ac L e s :; nd plo t s of t h i s
sort more to r T odu c e ama z.eme n t
a t t h e mar v e l lc u s t h a n sk i l l 
f u l decepti on .

o the r r o e t e l a c ki ng i n sk i l l habi tually po rtrayed

on the s t a g e a c t i on s wh i c h sh ou l d h av e b een r e c oun ted

in veil ed narra tive , and event s t h at wer e mi rac ulous and

b eyond a l l bel i ef . For ex amp l e , t h ey woul d show HiI<poly-

tus b eing torn t o p i ece s , edea slayi ng her ch i l dr e n ,

Thyes te s dev our ing h is , the me tamor phosis of Prognis i n -

to a b i r d a nd Ca dmus in t o a sna ke . Th e i r reason fo r so

do ing vr s e.r t.L y b ec a use t h ey d i d no t u nderstand tragi c

str uc t u r e a n d pa r t l y b e c a u se t h ey misconceived ~le e -

mo t i on s pr oper to Tragedy arid t h e p leas ure t o be deri ved 70

from t h em. Th e s e we shall d.i s cuss in t h ei r p r oper Lac e ,

There i s no doubt t h a t t h e c ri t ic (who ever h e wa s ) ,

who r a s s e d t h e above- quote d j udgment on Aeschylu s , h ad

in mind Gor gi as , who mainta i ned t h a t Tr agedy ~s some sort

o f fraud a n d t h at no one h a d t h e r i ght t o be de ce i ved or

t o dece i ve by it . Th i s u ndoubte dly h a s bea r i ng on t h e

qu e s t i on o f s tructure .

Bu t Ar i s t o t le 's advi c e i s exc ellent· hen he demand s

t h a t t h e P l ot b e c on s t r u c t e d in such a way t h at , wi thout

a ny a rt i fi c e or h elp fro I t h e a c tor , on e wh c me r e l y h e a r s

o r reads t h e play b e de eply moved by r i ty a nd f ear . He

goe s on t o oi r. t ou t t h a t t hi s i s t rue in t he Oedir'us and
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there c n be no doubt that h e h as reference t o So ho cl e s '

Oedi ruSTyrannus .4 0 wou ld n ot b e moved b r ri t ' a n d

fe tr hen edipus , by a single s t r oY- e , is da s h ed fro . his

h apJ'Y s t ate to a reali zati on t a t he h as slain hj s f a ther ,

m8.r r i e d hi s mo t her and bego tten c h i l d r en of her . And t h ' s ?l

s 1 tu~tion grows out of t he arrangement of the subj ec t-m~ 

terial , wh e ther it be rea d a t home or s e en on t e stage .

Bu t auth or s who s t i r only an a udi en c e in the t hea t r e a re

der ·endent r ather on t h e ctor t h a n t h ems e l v e s arid rely

mo r e on s .ecta cul a.r e quipment than on t h eir ski l l a s tr ge 

di ans .

Furthermore , whi le s triving to s ti r u r r i ty a n d fear ,

t hese wri ters ( a s v: s t h e c a s e wi th Aesc hy l us a n d t he

others e me n t i on e d b efore ) a rouse o nl y a f e eling of

ama z eme n t a t t heir marvels a n d mo n s t r o s i t ie s . Ari stotle

h olds t h at t hj s i s n ot t h e J'urpos e of Tr a g ed -,5 e sr e ci ~l

l y since t r a g i c sufferi ng s sh o u l d ar ise naturally , n e re -

s mar v e l s a nd mons tro s i t ies a r e unnatural .

Another p o int ri stotl e makes i . t.h at n o t e v e r y -i n d

of p l e a sure sh ou l d b e requi r ed of a Tra.ge dy , bu t only it s

ovm ' pro .e r lea sure . This t r o , i c . l e a s u r e i s t h at of p i ty

or f e a r o r both , and t h e j ce t mus t T'roduce it by a just a rid

p r obable i mitati on of a c t i on s . 6 Just a s t h e s e emotions in

a c t ual li fe 1 r oduc e e s r e c i f i c or C'V' , s o t heir imi tation

r r odu c e s a s e c i f i c p leasure .

He n ce it i s t h a t in t h e Rh e t or i c , ? r t s t.o t.Le jud iciou s-



1 l d c t r.. t t e s e su e n r "ef 'nd "C- o . "'2

F eX<l! • 1 .en .e a r n f or ne .
..C' 8 d,

gr ief t h is 10 ss , le n

< nd , ~ er e , s in h " e u s i n de
,

t de ii n s . r d A "- r TO , t oo , e nc-----
i n ed J'o n And r; che , "Ie i n f C'r r nd ,

say th t t t: e t rst le Bur e Fd b en f r e

becau s e he did not h e r h i 1 s t nr ds ~ nd c r nd s , If

sh e h d , ~he c oul d ch eri sh t e i n memor y n j h t nd day .

Lucan' s i fe Pal l a c ontinua l l y cur n d er tu s br nd , but

ever Ld l is face befor e h er ey es . 8

The ea aon is t h t ev ery i mi t ti on i s a Sal r ce of

r le au e- - ev en I mi t atio n s of t h i n s

f or ex~ .m l e , t he s i gh t of The rsi te s 0

t herefor e , tra ic Jl ea sur e is of a

fr om trc i c i mitation ' nd since t le

e shun nd c t e , s ,

c l art a ed . C'".) nc e ,

r c i f'c _ i nd ell d c i se s

l ot Lrni ta te s it a ove

11 el '=>e , th i s leasu e iu s t be c ntained in t h e r c t .

I en c e t e Buff eri n s u et be a i 1 l f u r • n te v ven . t t . 3

plot nd a r r n ement of t e c t io n s , end ~ t n t c sou t

f r so me a t er sou r ce . They a e n r px c u d , a ever ,

f am Ie t aug t -ele en t or eXJr eesi r , b t le s e dr no t

er t ain to h's rart of ur di sc u s i n . .e lec..v t

s nd ex re s s i on to the r i te s on Rl··..et Lc ,
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CH PTJ . I;

By whom, - o ng w 0 , nd 0

t h e ras s i n s or emoti o n s a r e
a r ou s e d . ', 11 ti s mea n t by a
f aul t c ommi t t e d t h r ough lan t
of k nowl edge (wh i ch i s t he
s o -r c e of p i t y ) or by er 
s o Ih o does n t ~e l i z e his
cri e . Th e pri nc i a l mode of
a r ou s ing emc t ion . A l ic t i n
of this doc t r i ne .

ow l et u s co n s i d e r t h e pas s ions themselv s , namely ,

f ea r a nd i t y , a n d h o i t h ev a e a roused . ." 1j i nvo v s

t h e c o nsi der ati on of t hr e e oints : t e e s o ns by om,

t he rersoDs among wh om, a n d t h e a n n er in wh: c h t es e

a s si ons are s t irr e d .

~~ery ch a ng e so ught by t h e emotio n s t e r minates in

un r r i ne s a f te r h ;riness , or in har_ iness 2f t e un-

ha r ine s s . Al l men a r e g oo d , bad , or i n be t \een . ence

t he o s si b l e p r o t a g o nis t s will be e i ther good men whoRe 74

hapJi n e s s i s ch a n ed t o adversity , or b ad men hose

mi s er y . a sse s to ha i n e e s or , r erhap s , t e extr emel y

w' c ed whofe h ppi ness i s t r ne d t o dis ster , o r f i nally

t h e i nterme d i ate ind of rerson , a man ne i t h er pre eminent y

,i cYe d nor 0 - t s t a nd i ng for vir t ue .

Th e fir st s i tua t io n , ' -here t h e e t deri cts good

a n s si ng fr om i n e s s t o mi s er , i s ne t f ea - i n s r -

i n or r i teous , b t s i l y od ' ou s . i s to tl e g ':'ves a n

c count of such a situ' ti 0n i n h i s 1hetor i c . l ,nen s o e -



68

t hi ng h a s ap e n e d to ano t h e r wh ' ch a man f e a rs may a -

en t o h ims e lf , i t p r oduces p i ty and fear in th~t man 's

h e rt . Bu t n o one r embl e s a t t h e di saster of a virtu

o u s man s i nc e no one t h i nk s t hat such di s~ ster vi I I over 

take h i ms e l f bec aus e he i s go d and har iness is the re

war d of v i.rtue .

Nor i s it ri gh t f o r a ny po et t o bri ng the wi cked

from mi s e r y to h a p piness . Su ch a si t uat i on i s a s untr ag

ic as c an be s ince tragi c di s ~ ster i s d enied to t h o se

wh ose downfa ll s t i r s n o p i t y . But a s coundrel 's ruin n e v - 75

e r s t i rs o ur p i ty and , h en c e , his di s a.ster is un t ragi c .

Mu ch les s does it mak e u s a fraid.

Th e situati on wh e r e in a n extremely bad man f al ls f rom

h a ppi.ne ss i nto mi s ery i s also inartistic , since no one fe els

ity fo r a n evil chara c t e r . He i s c on s i d e r e d to hav e gotten

h i s j u s t deser t s . Ko r d es his downfall arou se fe a.r , be 

c au s e n o on e t h i nks t h a t a l ike disaster wi ll bef al l h im

self . Ev er y b ody , to b e sur e , ho lds h is own prob i ty in the

hi gh e st regard , a nd t h ere is n o d oubt thft.t the maj or i t y of

manki nd i s mor e or l e ss g ood .

Bu t it is t he unha p py man wh o d id n ot dese rve h is

mi s e r y t h a t a rouses o ur p i ty and s omeone like our s e lve s

. who moves u s to f e a r . For example , the c r i mi nal r ightly

f e ars wh e n h e sees a c r i mi n a l _unished , a.nd the ungodly ,

hen h e s ee s anoth er of h i s kind r ay t he p ena l t y . There

f or e, s i nc e a g oo d man _a.s s i n g fr om h .... iness t o misery ,



or b' d man f r
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m5sery to 11;- . j Ln e s s , or t e u nhs. jj Ln e s

of a n ex t r e me l y 'ba d rran c a n n o t sti r e i t.her ::- i t - o r f e e r

i n uman e a r t s , t . e e r-e m i ns t 1e j n - b t.we e n ma n \ '10m ',li e

mus t n o r:l c o n s i d er , 76

ris to t le i n t h e t ,j:::-d bo }r of h 's L ora l i a 2 2 S de-

fi n ed t e ind of p e r s on th~t l i e s mj d\ay b e t e en gor d o

n d a d . Al t cugh he s i n s i n a dv e r t e n tly, t hj s i n t e r me di -

a.t e rerso n I o e s n o t d e se r ve t h e name of a. g oo d man , b e -

c a u s e he h as ov e r s t.e pj.ed t re b ounds of du t y , l or do es he

d e serve to be c al l ed b ~d si nce , t o borr ow t el nguRge ('f

t e Cl ( C s , he s i nned wit.h ou t suffi cient refle c t ion .

F r om thi s i t i s c l e a r h ow s~le ndid ~ri s to tle 's te~ch-

ing i s , f r t.he j oe t , i n t.he c ornp e t s t r u c t u r e r f Ci. La r,
1 ~ s te~' e end ~ n vi e sa l "" g i s 1 , t or i n 1 r c c 1 0 na -

ti r r a.L g ov e r nr ::e n t . o t neces s c r ily tr F; t r·f j un ' s r e n t

or . ' r d on ~ n b e t
f

d r-a w c d i s t i n c t i o n be t we en c r i e s \ 'i11 -

i nc1y r e rp e t r t ed a n d these t~ ~ t a r e n ot . De _ iber& t i on

or lac~ of i t , t o e s u r e , c on stitute s a c a n on , s o t o sre ~ ,

c; .n d n r m f e r h uman c t i on s . Some ac t i ons '\ e j u d g e d ese ,v i n g

of f r ' i se , s ome of ~~rdon ; r t. e rs are b l - ~ewor t y and s nuld

b e uni s e d .

' e j r-a.i e e g o c d a c t ion s wh en t ey '- re lr e e nd , to use

a 0 u Ls.r t ern v o Lu n t ar-y , .:e c o n d e n cu d T in i sh bad r c t ' s

Ci en t: ey 8 e f r e e and olun t a ry . I f Le c-d 6 c t wa s i n v ol - 7 7

un t e.ry VI e do n ot f i n d i t b lamewo r t h v
r ~ nd i an i n o lunta r y

er or \ . s c o i tte d t r ough - an t e f n o '\l e d g \ e j dee i t,
d e s e rv ng o f p i t y .
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There i s a dis t incti o n bet e en a f a u l t c o itted

t h ro ugh van t of no ledg e and [. erson c i tin a c r e

h ile he i s i gn or a n t . I f r e r s on cts n° e h e s i g -

nor a nt , h e obv iou sly does nrt no h t e ou t t do ,

a s f or exa l e , if h e i s drunk nd overp o e r ed by ine ,

nd co its a cri me while hOs reason i s S" nk in s l b er

a nd , 60 to 6 eak , te p orar i ly dead .

He sins through ~an t of n l ed g e wh o , i le n ow-

Lng wh t i s ri gh t , g oe s ahe a d a n d c ommi ts the a c t . F or

exam l e , Oe d i pu s kne i t h a t t o s l ay one 's f ather ~s t he

wor t of cr i me s and y e t , p o or an , through zarr t of n ow'l «

edge , he ent head a nd slew Lai u s . Thi s a r ou s e s ur "ty .

The fir st ch r acteri s t i c 3 of the tra g ' c h ero ' s t hat

h e b e neitherreemi n e nt l y go od nor r r e e i n e n tly a d .

oedi us , as ~e n ow, Wa S suc . Hi s v i r t u s d v i c e s we e

n t s o ou t strndi ng as t o r oduc e e n u n d e sir bl e e t iona ?

e f f ec t on t h e a u di e nc e . Sec ondly , hi s un a ! y c o nd i t i n

mus t no t b e f 11 h im s

bef 1 s Oedi u s b e c use ,

r e s u l t of si nfu n e s . Di ses t r

s e said , hi s sin wa s c o ° t t e d

t h r ou gh l a c o f f or e s i ght nd wa t of kn owledge a nd , so t o

s 'l"'e a ' , by a s j-cc i e s of mi s t a e . Fi na l ly , t h e t ragi c era

shoul d h ave b een , b e f o e hi s f a J,. l , in a. To s i t i on of h i es t

h onor , in order t h a t hi ~ ' s a s t er ( c i s rendEr&~ greater

by i s f orffie r greatne s s ) may i nc r ea s e bo th fea r nd i t y to 

ge the r .

The 0 t ex act t r a g ic a cti on a r ses fr o the c i rc um-



s r nc Ft enu '= Et d , c ~ , t ~ ti Jcc'ec' ... c

cti o~s mus t t . e r " ce " one ene i e s , :riends , or re -

so ns \ r c: e ne t t fe r f r i e nd e n r erier-u e s ,

ut i f n ene y , f or exa •. e , l c ~ ' or t r ee t e ns

.1 f ce , i s a c t ' en i l l not a r ouse au it· , x c t in- 7

s uc C's t e deed eves s en r ec- t 'C: t ' e "n

t . e victi o s s e s s hum n n ture i n c r: n . 'I'1e ~e n

.e f eel n c i ty is e c use vio lence " nd 1'1 e c t i ~ f. ne r -

a l l y gi v e ise to " d ee . f eelili. o f hc t red . 1 c e 81

men Ere or r- n wi t h t l' e desi re fer r eveng e , t he' r e s d i L r

exc u se in " neth e r C~ t t e s ee t t.e selves au d do .

li'u t e rmcr e , i nz!"muc c s \ e h" e an inn, te y e rn n

t o h rr t a ' f O E- 6 , th e "udience i f' fe r f ro :i t. "i ne: t ':e

v ' c t i . bec s e 'th e y c ons ' der and j ude e cti n cFt

jU t . . f'2 n , men 'l ':- t e t h e c u es hich [,"'n e r c 1. :r b ng

into' c ' n

ex ' st et

c t red a n em , ~ t:" ,

c t

t e ef f r is t e ':'rc. te fr-

,I. t l- 1-' t e 82i en e -, c
" ~ ~ 6e- 't i



:r "e d . e t "nf! . e s e cr ' ne s , t ;erefore , j by l e vt e

l as t th "ne: we f e el when such sins g ive ise t o ''' a t e ' a n d

ha t e g i v e s r i s e to m "r d er o r so~e o t he r h einous a c t .

F i na l l y , ~ inc everyb o dy , nows th t li f e is , s weet

but that venc c c; n c e is s veeter , rneri l o ry w.i f unjI tyi ng

eye s o n a sigh t v ~ c the" f e e l would be io s t bratify 

i ng to t~em i f a r r l i c v b l e to th eir 0 n l i v e s . No si tu

a t i e n is mo re rr s ed to ::i ty . Fo e r ' s Li n e s a re we l l -

no wn wh er e in he Se;YS t h a t anger is sweeter t o men t an

.on ey , 5 and t.h e sa ing t.ha t "v e n g e a nc e is s we e t er thc.n

Li f e i ts e l f ,,6 i s a no ther e xa _e j,n ro:i n t ,

'i' e S8J'l1 e is true i f roi afor t.une a.r :ise s b e t we e n t o s e

c

w a f e e l n e i t ::;r ha tred nOT Love f or .: c . 0 t her .

d e e d s , done wi thout feeling , s t i r n remn U on , as for ex 

arnp Le , "f aorne r ne sh c u Ld I-ill a Fa n v om he h as n e ve r

see n 'be f'o r e o r w] t h who m : e c. s nr th . ne: j n c ommo n , =~x

c a r t t h e t t~e dee d affec ts us ~s u man b e~ n£s , it st~rs

no tr a g i c emo t i cn 5n t e e cu.l ,

T e r e is only one cl ~ ·s eft , nam~ly , w e n t ,P Ee

mi s f o r tune s ;: ,..:ise e t we e n frien ds or t.h c se bc u nd by

b la rd . ~ , h ve examj Le s wn e n mu r-d e -r r s ome s uch cri me

c r t h r e p.,t :: t o c r i rri t it a r-i se between b r o t ers , . e t 'e e n r

s en r nd f a t er , etween Mrt~eT a nd son , or be t we e n so n

a n d In t .er . If fr i en d suffers at the hand (f fr iend , our

ity is s t ir-r e d , bu t if such cr i me s arIse amc nr- r e I t I ve s ,

t ey f j I I u s w ' t h : r i gh t , a s wh en Ore stes slays e ly t em-



nd Al eI:' eo n r C' -

'nd t~ C (e ~ C'

1 e . nc re I s t eo er rt ' r ns n C , t r. ,., - t '

ed b e r s on , 0 e s t ' s , c t t h c e d c f r t.h , r C"
c .. • • o d

f u l ~ s t e d eed t . t t he e C' ti e rie dive . "e r'i n

i t s be . _ .

or t h f IT

T Y. to L s c u e s t e nne r e n d me n s C l t p se

ern ti on s r r e sti rred . Th 's C 115 fC'r no ('rd "n

of .d z t a ti on for it 's ic v dL ,i t in t e ee t 's C' ~ p r t

~ ~ter t e f e c t s of ~ tr~ diti on 1 p t e e ('fte . d r s c ~nge

t n er i n : c t ey oc cur . F r ex- r 1e , t e t cd "-

ti - 1 s t C' r r i s t c t ed c , t e t i

ch' l d en . Bu t h o 5 e d e s so ID6 es '

r t r r , s18 :'::; h

rr Q rf difference

and t e _ oe t s vcr~ r t.hc tc le for emc t i 1.'f" 1 e f> e c t. e

ol d s t v j t er s s id t he t re de a l ° c1-:i. d e cd b E-en s ~ : n 2

by t 1e Cc r in t i ns and so e t r gedi~n s reco~n t t~~ t 0 e ' r

o t er s en t t em i: I n Eu i r i des , t e rr t c , , 't f 11

-n o 1 d e nd c sent , sla s the • Serec~ ; rd t~e ot' e r

tr ~ edi n s f a l ~ ter d~y f oll r w Eur i r idee ' vpr i r n .

_ e rr~ d e s i n h i e t le tragi c emc t i cn s a re st "rred

, e e- f 11 0\'s : e er e "t e r c c i s c c ri~e r e -

fr vi n s fro d nc so ; i f e doe c o j tit , ie d e so

e j t . r n 'Ii in 1 r u nkn o "i ng l ; " +'1 ... 'n n[" i t nr t , e

c o ' t s c r e i n s lch ~ t &t r e -ec ogn 'z s h "s

d e ed : t e r ef c f t e r its c o i i on . c or its

, c e : f o r exs , _l e , Or s t e s sL r v s : c mr t r- e r , F'n c w-
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i ngly: a s Me d e a slay i ng h e r chi l d~ en. Un.n wing l y , bu t

in s uch a way t h rt h e reco gni zes h j s de ed &f t e r its com

mi ssion : a s Oedipu s kills his f ath er a n d ma r ri e s hi s

mo t er e

Some t i me s t h e c r i me a nd it s r e cogniti on occur in

t h e same l ay , a s in t h a t of Astydama s , t h e a nc i en t 'I'r e.ge 

di an, 9 lcmaeon both slays h is mother a n d l ate r reco gni z es

hi s de e d . Teleg onu s, in t~e same man ner , r e c ogn "zes t h at . 8 3

he h a s k i lled h is f ath er. l O. At oth er time s , a s in the p l -..y

of So ph ocle s men t i on e d above , e i ther t h e orime or t he r ec og 

nition occurs . La i us" mur der a nd Oe di pus ' r ec ogni t ion of

t h e cri e, t h e beginni n g of h " marr i a g e to .Tocas t a a rid h i s

real i za t i on t r t she i s h i s mo t e r d o n et h a.. -en i n t h e

S f' e p l ay , be cau s e t h e i nte rven i n g s r an of t i me wa s g r e a t e r

t h eUl t h at r e r mi ssi b l e i n a s i ng le drama .

The l ast possibility i s t h at a man rea lize t . , n &t u r e

of the deed but in such a way t h a t he ch a ng e is mind be 

for e h e c o rlts it or repent s . Thu s Hae~on , in So hocles '

An t igone , pu r sues h i s f ather v~ th dra~ s wor d but do es

· n o t h i ng . l l Th is l a st situatio n i s also the wors t be c au se

s uch a c h a r ac t er i s no t iti a b l e bu t o d iou s . 1 2

The next i n mer i t i s the s ituati on wh e r e t h e de e d i s

c t u ~ p e r re t ra t e d i n one way or a no t h er . Th:is , y r e as on

o f t e deed its elf , h e sr i ti a b l e u a.L:' t i es , for man i t i es

man as man . Ar i.s t o t le c all s t hi s t e l a. of h uma n nr t u re

a n d it comes qu i te cl o s e t o t r u e p i t y . A b etter s itu t i on
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t h an t h l t , ho wever , i s f or t h e d eed to b e done i n i g 

noranc e, and t e rel ~tio nshi I d i s covg r e d ' f ter w&rds ,

s i nce there i s noth i ng odi ou s in i t an d t he d 'sc overy

vi I I serve t o a s t ou nd u s . Th e bes t s i t.u a t.Lo n of a l l i s 84

where a p er s on on the v er y r o int of c ommi t t i ng a c r i me

rec ogn i z e s a fr iend b e for e h armi ng h im , j u s t c.s I h igen i a

amo ng the Taur i an s r ec ogn i z e s her brothe r wh e n she W&s on

t e oint of s lay i ng h i m.

Since there re r es t ri c tion s o n t h e Tc o e t ' s c h o i ce

of ch a r c t e r s a nd sin c e he rna n o t a l t e r h is subjec t 

mo t t e r o t i l l , Ar is to t l e i s c o r r ec t i n n ot ing t F t t he

a n c i ent trag edi a n s r estricted t he s e l ves t o a. small num

ber of f amil i e s wh e n d ea.li ng wi th sub j e c t fr om r a s t

his t or y . l 3 F r om t h ese fami l i e s they WOUld , ~i th n o dif

f ' cul ty , bui l d a c omp l ex r Io t arid woul d judic iously and

c arefu l l y exe r ci s e t h . t a r t is t i c skill whi ch ] ra c ti c e

a.nd ex erc i se g radu a l ly brought to rerf e c ti on . The~ f ound

the i r bes t ma te r i a l in t h e f a mi l y s a g s of Al cma eon ,

o edi pus , Ore s tes , Me l ea g e r , Thyest e s , Tel e r u s or a ny

other s wh o ere i nv olve d as e i t h er s uf fe rers 0r a.gen t s i n

t he k ind of h orri ble deed whi c h a mai t s of t h e mos t c orrec t

tra gic treat men t .

F r om t h i s i t i s c l e a r h ow c a r e f u l a n a cc oun t mus t e

t.aken of t h e subject- ma.tter a nd t h t the e ntire ques t i on 8 5

is one of judgment a nd c h o ic e , e s e c ' a l ly i f t he toric qe
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cho s en f rom· a c tual lif e o r Sa c r e d Scri r ture . Ex t e n s i v e

r l t e r a t ir n of Sc r i p t u r a l stori e s i s a mat ter of consc "e nce ,

bu t greater fr e edon i s a l lowed i n the f a i l y s agas . ence ,

it is to t h e s e 1 tter t h a t t h e ma j r ity of my r emar-k s a p-

li es .



CHAP TER

The ch a ng e of a c t ion . Ca n i t
be t wof old , a nd if s o , i n the
same Tra g e dy? Is the s ingl e
or d oub l e c h arig e TJr ef e r a bl e ?
Is t h e a c t ion wh ' ch t e r minate s
in dj saster a f t e r r ar r ine s s
bette r tha n i t s o r~ o s i te?

Ie h ave d i s cussed a t lengt L t h e e r s on s by wh om,

arid among whom, a rid the man ne r i n wh i c h r i t y a n d f e a r

a re s ti rre d . Thr e e po i n t s mu s t n ow b e c o n s i d e r e d c on -

c ern i ng t h e chang e f rom whi ch t he s e circums t a nc e s a r i s e

a.nd on wh i ch r ac t ic a l l y t he en t i re a c t i on d e _en d s . Th e

f irst ques t io n i s \ h e t h e r t h e ch a ng e i s s i n g l e o r double ,

and we h ave disc ussed t h at a l r eady while t rea t i ng of t he r

t or ics . The second questi on is : if t h e c h a n ge i s d oub e ,

c a n i t be so i n t h e s ame play? F i nal l y : i s t h e c h ang e

from mise ry t o hap iness r r e f e r a b l e t o t l e c h ange f r om

h a p i ness to mi s e ry?

Tha. t a doubl e ch ang e do e s exi st i s c l ear from the

p la.y s of t he ancien t tra gedi ans . Eu r-I p i de e ' wor-k e s tabl i -

8 6

. shes the p o s s i b i li ty o f a h a p TY endi ng , a l t h ou gh , s Ar i s -

totl e men t ions , l a l mo s t a l l hi s play s termine.t e i n tragi c

circumsta nc es . Wha.t, endi ng i s mor e j oyful t h a n in Al ce s t is ,

wh e n t he on c e dead wife i s restored to h e r husban d ? The

s ame i s t rue of t h e Tauri c I ph i g en i a when bro t h er and sis t e r

recognize each o ther a n d b oth e s c a e . Th e r e j s n o need t o
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me n t i on f ur ther examr les .

Th e pORsibiljty of c t r a gi c endin hr s nev e r b e en

cal l e d into que s t i on and a lmo s t a l l ch a n i e s a r ~o t yed

i th a n eye to roduc i ng a n e ndi ng of t h ' s t YTe . ' s e

s aid be fo re , it i s qu j t e su r e tha t a t rag ' c c h n e i s a

r i c h s our c e of emo t i on . It i. a l so sure t i t b o t h t~-r es

of ch a ng e c a n ex i s t i n t h e same la ~ r as , f cr in s t a nc e ,

when t h e i l l - f ortu n e of t e g ood s ch a ng e d t o h a Ti n e s s

a nd the ev i l ra ~ s fr om h ppi ne s s t o iee ry .

The r e ar e many ex amp Le s of thi s . I n t h e El e c t r of

So .h oc l e s , t h e mise ry -of Or e s tes and El e c t r a i s c h ne e d

to j o r whi le t h e h a p i ne s s of Clytemne stra and Aegy~ thu s

i s t urn ed t o dis ster . Suc h , t oo , i s t h e c a s e i n t h e 8 7

Choeph oroe of Aeschylu s and Ari s to tle c or r e ctl y n o t e s 2

a par a l l e l i n .ome r ' s Ody s~. Ulyss e s und ergoes a c h n~ e

di f f e r en t fr om t h a t o f t .e sui t o r s ; he r a RS e S f r or» m' eer y

to j oy , a nd t h e i r h a - i n e s s ter i na t e s in r in .

Th ':' s -double c h a n g e me e t s ith h i gh e r TO .u l c r a r rov r l ,

bu t Ar j s to t l e a nd t h e st dent f i n d it le s s tra g jc t h n a

s i g l e c a n ge . Th e or d j na r y s p ecta t 0r d oes n e t lo oy f or

t h e p i t y nd f ea r wh i ch emerg e from a s i ng l e ch a ng e . '..h e n

h e sees t h e goo d p r o s e r after t hey e r c unha y , nd t e

h ar i e s s of t h e evil t urne d t o mi s e r y , h e d e r j v e s t h e

gre t e s t l e a sur e fr o s uch chan~ e w ~ ch i s r so r t f

just ve g ea n ce s e n t by hea v e n . u t t h e s : c c t 8 t o r vn o i e

a l s o ~ s t u d ent r eal i z e s t ; t such leasu e be l ngs t o
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Comedy rathe r t han to Tra g edy . He u nd e r s t a n ds t h a t s uch

a change ne ce ssari l y i nvolve s t h e des t r u c t i on of that

h · h ' s o f ....rimary i m-n orta nce to a.n acti on or pl ct- -Iw J. C l .l:-' r '

mean a ny circ umstance t h a t roduc e s f e a r or s tirs our

p ity . Henc e i t i s t h a t the single ch a n g e is referable

to the double .

Th e f i n a l qu es t ion is wh e t h e r i n a lay i nvolving e. 88

s i ngl e ch a nge, the c h an g e from happinesG t o misery is s u 

per ior to one where misery termi nates in h a ppiness . The

a nswer i s c l e a r from preceeding a r gumen t s . Ev ery c omp l ex

p l o t i s superior to a . s im l e lot . Bu t a comp lex pl o t is

tha t whi ch j oi ns reco gni t ion a n d r ever sal . Rev ersa l , a s

was ~o i nt ed out a t l ength , i s a s u dden c h a ng e fr om one

s tate to i t s 0 o s ite . Bu t p i ty and f e a r s e r v e to set

off t he re c ogni t ion a nd rever sal t o a r t i c u la.r advan ta e .

But noth i ng i s c alcul a ted to c omb a t p i t y and f e a r rno e

t he.n hapr t ne s s , Hen c e there c a n b e no doubt whi ch of t h e

t wo k i nd s of ch a ng e i s the mor e tra gic .

Ari stotle p raises Euri ide s for t h i s very re Eson . 3

Al t ho ugh t he structu r e o f h is p l o t s often showe d f a u l t y

workman ship , he is outstandi ng for h '6 c are in o bserVi ng

t h i s ch a ng e wh i ch i s par t.t cu l a r-Ly spe c Lf'd c to Tra g e dy .

Hi s , l ay s u sua l l y involved a t.r-a g i c e nd i ng , a s was s a.id

b efo re , a l though t h i s do e s no t a.py.ear to be 1 t oge t h e r

tru e in the f ew p Lay s of his wh i c h a r-e s til l extant .
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CH' TER I

Co nc lus i on of the firs t and mo s t
i mp orta n t par t .·o rv t e l oe t
shoul d arr&ng e h i s a c t i on i n a c -

'c o r da n c e ,i t h the tea chi n g ex
p lained above . 'ifuen t h e roe t
s au d add ch a r ac t er s . V en h e
s puld a d d. the ep i sode . T.e
mean i ng of c omp .l Lc a td on a n d s o 
l u ti o n . Their a r t i s t i c u se .
Pl o t s c l a s sified a c c o r ding t o
c omp.L dc atic n a n d s o lu t i on . T e
t hr e e k inds of s i mp l e r l o t .

T u s f ar vve a v e considered t h e be s t and mo s t p e r -

f ee t k i n d of p l, t , Now we mus t ap eak of t e mann e r i n

wh i ch t e poe t sho I d i ee e hi s p lo t to ge t e r e Two "r o in t s

mus t b e ep t in view in t h e a r r a ngenen t of a ny t r r g i c r1r t :

t h e p lo t and t h e episode . If the trag i c j oe t fa i l s to d i s -

t i ngu 5 Gh ~ l ear ly bet~een t e se t wo , t h e r e s t of h '8 wa r is

i n v ai n .

l ot i s t l e una dorn e d i mi t at i o n of a n a c t i on . '~at-

ev e r t h e p oe t a.dd s over a nd above thi s a c t i on i s e isode .

As we mai n tai ned , t h e p br ts of a r lo t m .s t fit t oget 1e r

a r t i s t i c a l Ly , I n li k e maririe r , it i s o f p r ima ry Lmpo r t .an o a

not only t h at t h e e r iso d.e s fi t the r Io t , b u t a l s o t h at

t ey b e sui t a b ly a n d c' r t i s ti c a l l y i n t erwov en wi t h it .

rvc .

Be f ore h e does any t ing , t h e oe t who i s bent on co - 90

p o s i ng a wor th-\TIile r a g e dy wi l l a rrange and m&r out t e

b~ r e , s i pI e a c t i on h e i n t e nd s t o i mita t e - - it 0 t a do r n -
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me n t or episod e . I n t h i s f ashi on he <i l l bes t decide o n

t h e essen t i.a.l cu a l i t i e s . First , e a sk s hims elf wh e t h e r

h is l ot is simp l e or comp l ex ; t h en , i f it i s c o rlex ,

'h e t h e r it a l l ows o f re cogn i ti on o r r-eve r se.L a n d ( f o r th: s

i s I mp or t.a n t wha t k ind ; next , 'h e t h er i ty o r f ea r wi l l

ari se from t h e s i t ua t ion ; fi n a l l y in h a t mann er a n d by

wh a t me a n s t he c h a nge i f:' rend ered c on s i s t e n t wi th t he

antecedent a c t i on .

After h e h es dete r mi n e d t h i s , he wi ll g i v e t h ou gh t

to hi s c haracters , me n t c l l y a s s umi ng t h e ir d is .o s i t i ons

a nd f e eli ng s . If the 'po e t r r o c e e d s i n t h i s ma nne r , th e

s r ectators wi l l r e c og ni ze t h ems e lve s i n t h e p oe t ' s ch a r 

a c t e r s , w e t h e r t h ey b e luxury l ov e r s , l u stfu or l' t h 

f ul; o l d men , l a ds o r in t h eir p r ime ; women or s l a v es .

o r e wi 11 b e said on t hi s p o i n t l ater , vh en e d i s cus s

char cte r . Onc e t h e plot h as b e en p l a c e d t oge t h er i n th i s

f e' shi on , j t wi 11 b e t i me f or t h e ski l l f u l i n s e r t i on of t h e

epi so d e s to wh i ch we d evote d a c ur s ory trea t ment i n a n 91

earli er s e c t i on of th~s treati s e .

Let u s c o n s i d e r a. mode l . The p l o t of Se n e c a ' s Tro ade s

is a s follo ws: .a f t e r the s a ck of Troy , t h e Greeks c o n s ult

calchas as to h ow they c a n r e tur n h ome in s afe ty arid ho w

they c a n r e nder t h e g o ds f'avo r a b .L e t o 'th em on the eve of

their derar t u re ; Ca.L c has s ays th~ , t Polyx e na and s tyanax

must b e s lain , a nd t h ey a r e r u t to d e a th . Tha t is t e

b a.r e r l o t ; no t ? c omp l ex _ lo t , to be sur e , bi -t s i mr Je .
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Ev e ry t h i ng el s e is epi s od e . Th e episodes are t hen

sk i l l f u l l y a n d p roportionately inserte d , as , f or i n s t a nce ,

the di a l ogu e of Agamemnon a n d Pyrr hu s l whj ch g r ows out o f

the p lan t o s lay Po l yxena . Th e entire s cene where i n Uly s 

s e s s e eks a nd a t l a st f i nd s As t yanax i s a lso epi s odi c . 2

LiYe t h e p r ev i ou s ex amp l e , it grows from the subject-mat

t e r , t h a t is , t h e s e c o nd o f t h e t wo p lan s , which was c on

c ern e d wi th h url i ng As tyanax t o hi s de a t h . On e finds

episod e s i n Home r a nd Ve r gi l, t OQ, but ther e is this dif

f e r e nc e . TI1e Epi c a llows < more ex t en d e d a nd diffus e k~nd

of e i s ode , wher ea s i n" Tr agedy i t mu st be shor t a nd more

c onf i ned. 3

Af t e r t h e p l o t · h as been co n s t r ucte d in this ma n n e r , 9 2

t he p oe t will p e r c ei ve t h a t i t has t wo par t s . Th e one

c an be r i ghtl y term e d comp l i c a t i on a nd the o t her , solu ti on .

Com l icat i on embr ace s even ts both i ntrinsic n d extri ns i c

to t he p lo t , bu t t h e solu t ion t akes i n only circumsta n c e s

i n t r i n sic t o t h e l ot and a c t i cn ,

I c a l l t ho s e events Ln t.r-L n s i c wh :i ch h v e n o bea r ing

on t h e ep isode s and wh i ch re n ot i nc l uded to leng then

ou t or a do rn t h e -" l a.y , but wh j ch a r e of suc h a nature

t hat t h e a c t i on would n o t be a wh o le wi t hou t t h em. Th e

ex tri n s i c are t h e episode s , whi ch do n o t e n t e r i n to the

d~noume t . In f act , episo d es are ex c l u d e d fr om the ex

t ri n s ic events i n a c omp l ex p l o t when these ev ent s em

brace the r ever sal and r e co g n i tion ( wn i ch ma k e t h P- p lo t
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c om lex) rna i n a s i m l e lo t -' -en t h e c on t ain t h e change .

Sen eca 's u s of : e r s exa rl es of bn t
--~-

inds of ex -

t r i n s i c i nciden t s . Th e P r o logu e , he ei n e d i u ~ s ye

of t e l a gu e , 8 S n o b e ri ng cn t e r lr t b t ' s ex t r 'nR' c

to it . So , t oo , Oed i us ' d ialogu e i t h Creon and Tires i s

( ex c e t insof ar as i t treats o f L~ i u s ' l der ) ,5 t e r o - _3

l i x d e s c r i r t ion of the un derwor l d , 6 nd t he S ' ~on ing of

t h e sh a d e s ar e r u r e ly e p i s o di c .

T e di a l ogu e be t\e en Oe dius n d the o l d ma n , as e l l

c s p a r t of t h a t b e t we eri oed i j -u s and Phor -be.s , 1 a d li t tle

by l i t t l e to the ch a ng e 2nd h ave S 01"l e bear ine rn t e com-

li cati o n . In f act , t .e s oluti on begin s it t l e s e li ~es :

Yawn , ea.r t h l And do t h ou , ' i ng
of t e d~ r ,or l d , rul er of
s'ha d e s , t o L o we s t 1';: rta r u s hur l
t hi s unn t ur a l i n t 0r c a n[e ' t ' x t
b r ood and s tock . 7

·

T se li n e s c on t c i n o th C lc n£e ard r e cc gn i t ' cn . ne f ' n d s

i n t h em n oth i ng t h a t d o e s no t ri s e f r om t e Lc t ' on , n t in

irrel e va nt to t h e l o t , n o th ~ ng t &t c ou l d or s n ' ld e re -

Inev e d , n o t hing ext r i ns i c . J u s t as i n th s "'e eches of t h e

1 essen e r , Oe d i u s , a nd Joc s t a , a s i s qu i te obvious t o ~ny-

one , t h e r e i s no tra c e of t he e i s onic .

Bo th com lica ti on n d solution dem nd c v s ecif i c . nn e r

of art 'sti c treat e n t . Th e com l 'ca ti on fil s t not b e enti r e -

ly e iso d ' c , no r ay i t e r c e event s ent · e i r e le n t ,

nor . c . ~ ~ re r rol 'x 0 ~u~ erfluo 1 t o an ex t erne . .e 94

s o Lu t i 0n -c ude ~ t . e i s od'c , t e i r r e ev a n t , t . e r r o l i x
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nd t he s u.erf l u ous i n Eny m. n n e r or fr rm . Sec ondly , jf

t h e p l rt i s s im I e , t e ending mu s t be sk i l f u l; if it

' s com ,l ex , t e sol l.. tion must c ont~i n ;: re eogn i t inn end

a f ' t t i ng c a rige , rh i ch , in t urn s t r rore l y i nclud e

g r ounds for t h e emot i ons or pas s d c n s ar e c i f'd c tc TrE. e dy ,

Both comrlic a t i on ~nd s olut ' cn ere Ii b l e to i ncon e -

ten t a d l. i ng , ristotle a s o in t ed out t c t ira.n oe t s

c v e bui t up r- cl ev e r c omp Ld c a t i on only t o f ail i n t Le

soluti on ; o th ers wr o t e p I ay s W ich gave a clever ao Lu t i r n

to an i n ade qu a t e c ompl i c a t i on . 8

since these ·h. o , c om L'i c a t i c n a nd solu t icn , ::: r e so

i n~r ('l r t r n t , it i s 1'0 e r t o s ay t h e t C' T a g e dy j s tre s i .ie

or n et ~ e S~Me a s f no the r o n t .e ground s t h et its r ln t

h s t e s;" e or ne t t l: e s me c cmr-L 'i c a t i o n 2n d s o l u t ic n ,

r s.t l e I' t c, • Ln a smu c s t he s t.or 'y ari d subj e c t -onr tter a.r e

t e aar.e or dif:f erent . 9 Fo r ex amj-Le , Asc iy Lu r in h i s

C oe hCToe a nd So j ho c Le s i n h : s :FJl e c t r <. v e t r ee te d t h e

s~ Ie subjec t , b ut T l e t wo pl&y ~ r e d isti n c t bec use , in

e ch , t e c cmpl ic c.t i on nd soluti on a.re d Lf f' r r-e n t , :;c.c h

r Io t is c a n l ex n d i £lud e s & rec ogni t ion , a.l t ough

Ae sch y l u s Qi d not succeed a s ell a s Sorho c les i n t h is

r AS e c t , Bu t such f ' ne p o ints of s truc t u re 'were 1a r d l y

no ~n in e s c y lus ' da y .

Th e Hi l:; _ o l~u.:... of Eu r L j -Ld e s arid Seneca.' R p Le y of t e

sr r e name offe r another exam... Le , 1""al1Y o t h e r .a- .i.ays , a s

ell a s t ese , c ou l d b e CCnITored a nd con traste d , but s c h 95
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is not our r e ~ en t _u r po s e . We are ~~ing h a ste ina

matte r t h a t i s It og ether h as t y a n d sud d en . Bu t we mus t

no t e t h i s 'e l l : diff e r enc e of p l o t c a l l s f, r d i f f erenc e

i n complic t i on a nd so lu t ion ; t he diffe r en t k i nds of r lo t

are s i mple a nd compl ex; t h e s i 1p l e i s of t h r e e typ e s .

The f ir~ t type of s imple plot is t h e Traged r of suf 

feri ng , f i l l e d wi t h emoti o n a nd fee l ing , s ue as t he

Hur cul es Fure n s of Se n e ca , a n d Sorhoc l '"" !"; ' Aj ax . In the s e

p l ay s we fi nd r a g e an d rnadne ss wh i c 11. u Lt i m;-:, t e ly r:e s t r oy

the her o , The sec on d i s t h e Tr .g e d y 0 ;" c h ar- a c t.e .r i n wh i ch

e e i ther de s cribe or .mo l d far ourselves so e man , ex c e llen t

and go od , ~o is a model o f . ch aracter . If a poe t we r e to

desc r i b e in t ragi c s t y l e t he f i li a,l d ev o t i o n of Ae n eas du r 

i ng the s .c k of Troy , 1 0 we wou l d have a n exa rnj- e o f t h l S

t y p e of s impl e p lo t . Such a sub j e c t "lJ ou l d off er ~ r i ch

s our ce of n ob l e s e n t imen t s . The l a s t t y . e is t e s:r e c 

tac ular . Al t h ou gh , as !Vi t h t e Tr a g e dy o f c h ar- a c t.e r v i e

h av e no extant mo d e l of t h i s La s t , a. drama based on the

a dv entures of Aeneas or Ul ysse s i n t he underworldl l ." u l d

p r ov ide an examrle . 1 2
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CHAPTER XI I

/

De n ou eme n t by the De u s ex
Ma ch i n a . Two vITong uses-of
t h i s sta g e a r t i f i c e . Expla
naj.Lon of Ar i s totle ' s stat e 
men t in the lv:e t a pbysi c s o n
t h e De u s e x lia c h i na . Thre e
u s e s-or- thIs d ev i ce that a r e
a.l l owed . Ex t r a - d r ama t i c p or 
't i o n s of a. :r l ay . Exp l a na t ion
o f a pa s sa.ge i n Ari s to t l e tha.t
h as not b e e n understoo d u n t i l
the p r e s en t day . The so lu t i on
by t h e De u s ex Mac h i na i n the
Her c ules-Be taeus . Other ex 
a mpl e s .

I n t h e p receedi ng c h a rter we d iscu s sed , a.mong o t he r

t opic s , t h e que s t ion of com licati on a n d s o l tion . These

96

a re mu t u ..lly derend ent , an d the on e c an nei t h er b e d i s c us s -

e d n or un der s t o o d wi t h o u t t h e other . Ar is t o t l e s po e of

both i n Wi t t y s tyle , u si n g a s a n e x arcp Le t h o se wh o f'Lr e t

ti e a nd p r e sen tlv u nt i e a k n o t , I t of t e n b apj en s t h a t t h e y

c a n sc a rcely un t ie wh a.t t h ey h ave t i ed , or , overcome by the

d i f fi c u l t y of t he p r ob lem , t hey a re force d to g i ve up t h e

a t temp t a.L'to g e t h er , I n li k e ma nn e r , t h e p oe t o f t en weave s

a c omp l i c a t i o n h i ch is beyond a.l l s o l u t i on - - a t lea st a ny

p lausible one .

The wr i ters of Tr a g edy found a. s oluti on to t 1.i s p r ob -

lem wh j ch t ey c alled t he Deus ex luI ' c h i na , a nd wh i c h bec a me

qu i te c orrm on , Devo i d of s k i l l an d , 8 ,S a r-u l. e , c c n t .ra r-y t o 97

a r t , it i s t h e one escap e for a. po e t wh en he c a n n ot s cc ess-
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f u l l y unravel t h p e vent s e := s c o l i c t e d i t t fo"' e -

s i h t . l 'to c ' l led i t q i t e c 1 8c rly e r r £ i c t 's

1 s t r e cou s e , 1 s i nce n e t i n c l d e r:::"'- s s i e t Grd .

e nc e , ' en t E' 1'0 t s cv e wov en a n inext I c c l e r l o t ,

P1 E: t c ss ' S , t e cr i e t e l ' a i a c u L c 'P e nd and , f

nec es Fit , s e e fr God t h e s o l u t i o n t e~ - c u d n e t find

by t h e rseLve s , si nc e n . t h i n i s b e a nd God ' s 0 .e r o f

so l uti on .

Fr om t h i s it b ecome s c l ear t o h~ t u s e t he d e v ' ce

c ou l d be u t , 0.1 t h ou gh s c hol r e s e em t o eve ruf aunder s t o r d

i ts ar l i c a b i l i t y . Thi s a r t i f i ce' seumes t wo , on e

(If wh i ch emp l oy s go d , whil e t e o the dccs nr t . Tle ' r s t

gave rise to the p rov e r i a l ex rre s s i on II eus ex ' [ ch i n ' lI ;

i t o tl e s peaks of t h e s e c ond c s "b r i ngi n up t he e ng i n e ll
•
2

s to t e fir st , n oth i n g i s or e c o.n than t h e e -

p l O . e n t of d ' v i n e .g en t wi t h t h i F d ev i c e , Th e k n t i s

l oo sed by Juriter in Plau tus ' r h i t ryo , by A .ollo in

ri . i d e s ' Ore s t e s , by h n e r va i n h ' F I o n nd by Di a ne i n

t h e s a e p oe t ' s L i rro ly t~ . \ . en t h e a c t i en b e c a e 1, dly

t a ng l ed, a. d i v i n i ty unr e v e l l e d it- - t h e only r o ss i le c r e E

for a poorly c on s t r u c t e d r lo t . h :s p r oce dur e i s c en s u r e d

t i e a nd t i me gain by Luci e n and o t e r wr j t e r s w 0 e c 0

l a t o ' s wo r d s i n the Cra t y l u s 3
c -, 0 t br I n ing on t h e d ivi ni 

t y a nd h a v ing r e cou r se t o ai d fr o on h i gh .

- s t o the seco n d f' or rn , th : s star e a r t i f i c e • e. e t s a

r e E: dy eans of esc ' e e en wi t.ou t d i v ine inter e n t i n .

en ch a r a cter is i e s ce. a b l y cornered , he g l i d e s f f t c r e
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on t h e " e ng i n e ", a s wa s t h e c a s e ;i t h Me d e a in Eu r i T,ides '

p l ay . '."h e n J"' so n We S a bcu t to d e s t roy h e r , the " e ng i n e ll

Wo.s br ou ght on a nd she WE. s C Bo r i e d o f f , as i

f'o Ll, owi n Li ne s :

Cease t hy ·wor r y . If t h ou
18,S t a r eque st t o mak e of me ,
s r e aY t hy mind . Bu t n eve r
wil t thou l a y h ane s on me .
The Su n , si r e of y sire ,
h a s g i v e n me a c h a ri o t as a
defen s e age.i n s t my f oe s . 4

Seneca i mita t e s t h" s in h is li n es :

\ iha t means t h ;:' t s udden no i s e?
' Ti s a rm s t hey a r e mak i ng
re dy ; a n d t h e y s eek me f or my
s lay i ng . To t he l r f t y r o r f
of our p a l a ce /Vi 1 1 I mot n t ,
now t h e bl oo dy v.o r - a th been
b e gun . 5

BUt how could t hi s be done s a v e wi t h s ome dev i c e t .ha t ra s

b r ough t on t o t 1e sta g e?

99

T i s l e a d s to f am ou s passag e i n t e fi r st boo - of

Ari,stotl e ' s :Me tanhy s i c s 6 h ich des e r ve s a n i n c ' de n t, 1 ex-

p lanati on h e r e , bec aus e it t h r ows li ght on t e r ob l e rn

under d iscus s i on . He n c e we ar e n ot overre a chi n g the s c or e

of our tr e ~ti s e i f we me n t i on i t .

It is c ommon k n owledg e t h at n axa g oras a t t r ibuted t h e

order of t e univ e r s e to lli nd a n d t e r es t o f t h e T i l 0 80 -

ph e r s mocke d h im by c a .L l f ng him "th e ·:i n d " . Bu t An x ago r-a s '

ostulate i s c o r r e c t if one und e r s t a nd s by lI ' i n d" t h e Di v ine

Intelli g e nc e . Ari s totl e , " h o admi t ted n cth ing wi thol t a

r ational eXTl ana t i on f n d even i n v es t i g Et e d d i vi n e m tt er~
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i n t e l i gh t of natura.l rea son , a c c ording t o his c ommen t a 

tor Simp lic ius , d i f f ered f rom PI t o a nd t ie a n c i ent s on the

s ubj ect of Anaxa gor a s ' " -i n d " . Ar i s to t le ma i n ta i ned th~ t

.nc;xagor cs bro ugh t i n h ' s "Li nd" , . Li e n " e n g i n e " , and

esc ~Ted by it wh en oth e r e s c s j e wa s Lmpo s s i b Le ,

Th e rassage i s a s f ollows:

Bu t Ariaxag o <-: s u s e d h ' s l':i n d
as a t h e trico.l mac h i n e in
t re t ing of c r e a t i on . \, en
at a l o s s for t e r e ~ s c n why
c r eati on was n ec e s s a r y he
b rought on t he engi.n e , al 
thou gh i n a l l o ther t h i ng s
he brought for ward ~ny rea-
s on fQr t h eir ex i s t enc e r a th
e r t a n ~ ttribute t h e t o L i n d .

Ari s tot l e h ad i n v i ew t l e t h eatric Fl u pe of t h e d ev i ce a n d

by "br i ngi ng u t h e engine " h e mean s " t c e s c s-j-e and s li

off . " He doee:: n o t ean t h a t Anaxago r a s (&6 Ci ce r o and

10

p l a t o s a v
~ I a d recour se t o a g od wh o v E,.S i n t h e 8 c h 'ne

bu t t h t e a d h i. "l_i n d " Ln s t.e a d of a a.c j n e a nd s ed

it i n r l a c e of one s o t ha t , wi t h i ts h e Lj- , Po esc a',-e d j ust

[.. s J ~e dea d i d .

T e l ea r ne d c oi n er of proverbs f ai l ed t o se e t h i s .

T r se rh o rememb er ed Anax a go r a e only VIi t h wor d s o f s co r n

f a ' l e d too , - - as i f b e ing f i r s t t o compo s e s o many t h ou - 10 1

s nd .r-ov er-b e we r-e l e s s n otewor t hy t h a.n t e f a c t tha.t he

p a sse d ove r 2 f ew. If it we r e any conc ern of i n e, I

e cu Ld assemb le i n a f ew d ay s a. j u s t commen t ary v.hi c h wou d

eas i l y r r ov e ho\ t h at gr e a t ma n , a f t e r t he mr n n er of men ,

fi l e d i n many ~ay s . He often was i n c o - e c t in h 's in t e r -
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retLt i rns of rassag s fr om t e Gre ek a u thors , ~ nd often

he c La s s e d 8 S r roverbs s av i n s wh i ch ..-o a s e s e e d mer e ly a

proverbi a l a r ear a n c e . I c ou l d r ove t ~s if I d i d n et

c o n s 'der t h2 t Y ti e ~ o uld be mo r e r rofi tably sr e n t i n

admitting my own i g n ora nc e t h' n i n d i s r raging t h e i g -

nor ne e of ano the r - - e s . e c i a l ly w en hi s r or i s too c rea t

to b e d ' sparaged h eth er o ne con s ider h i s ext r eme toil ,

h i s laudabl e des ' r e t o wi n name fo r h imse l f in l i t e r a.tu r e ,

o r h i gr ea t e rudi t i on .

Bu t t o g et cae to the Deus ex 1: ch i na. \ \ e ther t h i s

a r t i f i c e employ s c) d i v i n e a g e n t o r n o t , e i t h e r u s e i s c on -

demned by rist ot l e . The p oe t CEn a vo ' d b ot t es e f aulty

u s es of the devi ce jus t a s h e c an v o i d t h e defe c t of com-

p li c p t ion \ TI i ch sh ows u r in t h e solu t i on . No o ne d oub t s

t r t t h e f i rs t use ( wh e r e a god unr 5vels t h e not ) i s TOn e .

s f ar as the s e c ond is c on c e r n ed , t h e s i tua t i o n cou_d v e 10 2

b e en dev e l o ed i n s u ch a w y t r t t h e d e v i c e wou d ha v e

e en un n ecessary e nd Hed ea ( t o c i t e a c one e t e i n sta nce )

c ould a v e g r-adu a j.Ly , i n o n e \Js y or a n o t h e r ex t r i c t e d he r -

s elf and esc a p e d . Th e en ti re p l ot of ...u r i r ides ' :r l c~ y c u d

h v e e a sily b e e n fr eed f r om i t s defe c t s .

Up t o n ow v. e h a v e discussed t e t.v 0 us e s o f t h e De u s

ex Uach i na wh i c h mus t b e av o i d e d , TOW l e t u s ex a mi n e t e

thr ee ways Ln whi ch it may be ro erl y employed .

h v e mi sunderstood n a ssage in Aris t otl e mo r e than t h

one r erei n h e se t s forth hi s t e a chi ng on thi s p o Ln t , "I



91

Th i s passage , a long "vi t h many oth er s , h a s b een s ub j e c t e d

to t e har s h e s t c r i t i c i sm, s t s nd i ng c s it doe s in t h e

ch a r t er on ch ;:r acte r s , wher e a s i t b e l ongs to t he ear l ier

ch aF t e r wh i ch tre a t s of c ompli c &ti on a n d s olu t i on . 8 The
I .

e l eme n t of ch a r ac t e r h ' s n o b earing on t h e denoue , ent--

t he Deus ~ "ach jna. h s ev en l e ss o n t h e c h r-a c t e r- ele -

men t e Th i s d ev i c e i s o c c a s doned by t h e c o p Ldc ti on bu t ,

a s wa s sta ted a bove , belong in the soluti on . Fur ther -

mo r e , b ~ th c omp l i c a t i on &n d s olut i on belo ng to t e fir st

c;,u a l i t a t i v e -~.r t of Tr ~ gedy , pl o t , w i l e ch er a c t e r c on -

s ti t u te s t h e s econd .

Af te r mak i ng it c l ea r t.hc.t th e s o l u t i on mu st a r i e e 103

fro t h e p l o t , t h a t is, t h e complicati on , and n ot fro

t h e Deus ~ f, a ch i n a , ri stotle r o 'nts to t hr ee leg 'timate

uses of th ' e d ev i c e . I t mUEt b e r e s erve d f or tters

external t o t h e dr ama , or fo r r s t ev ent s b ey ond h uman

n o'l e d e , or for ev en t s ye t t o c ome wh i ch mus t be r e 

por ted or f ore to l d . 9

Ho one h a s y e t cl early en ough comprehe nded whe t r :s-

t otl e mean t by ma t t ers externa l t o the drem nd we Sh 811

e ssay on ex ·lan a t i rn ' i t h ou t d eley . e c n t t 1at events

in t he c our s e of t h e p lay wh i ch b e long to t h e e i s o d e s ere

ex t ra-drama t i c . Th e e i sode a l -a y e l ' e s out s j de t 1e T:"h ' n

a c t» n as . s r ov e d e t s o e leng th i n t h e .r -ec e e d i ng c 8 _

t er , wer e VIe sho ve d t c t te e ' s o d e c ou l d be r em0ved \," ' t h -

out dis t urbing t h e a c t ' on Fl d t ; t ' t 1 d fo s rT oy e or pur -
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s s 0 a d or'nr e n t , Eu t t ee iso ' e ' e L r n e i n tr c

l ' c - t i o n , net i n t e so lut i cn . f , t e-efc e , '... ( :::-ns

t.h t t e eus e .c ~ 'ac i n ' : s t o e s e L-. z.a t t e s ex t e nc L

t ' h e - nd i f n e th i n i s e . t .e r na L t t . e d r s rna e; ' -

c e t e ' s o di c e v nt s , ' n d ' f e s e e ven t s h e l n£ to ','

c o L'i c r ti o n , L s t.o t.Le I S .e n i J g i t o eFt 1 0 - .n e ..JE'U S

ex J c c i n a n c t n t h e so u t i n , i t in t he comp.Ld c a t i n ,

:2ven th:i s use i s es t r i c ted by two e cc ep t i c n s to t i e ru e , 04

2 S" s 1 1 rre s en t l . p ove •

.e find a.n examr =e of t h e e x t re - d r "Y' ''' t i c use c f t s

devi c e in t he r ro logue , e r e i ts emr l '~ne n t ' F S quit e com-

en a n d held i n hi h ho n e r . o j h o c Le s h: s 1" n er cc s : ea i n

t i e _ r o Lo g ue of i s j ax . .Ju no s ::- e s :n t e E e r c ulqs F ure ns

( of Sene c a ) . Eu r ir ' d e s h e S : er- c ur sT e- , the I r o Lcg e of

t e I o n 6 2" d Ve nu s t.h a t f the Hi T " oly t us .

Eu -i (:e s \ '- 8 f nd of s e t t i n f r t r : s subjec t i n a

ol c ["ue . t 1 t de - 1 f: : t u t e e v cn t e i :1£ c mro '1 -

ed of r esen t nd f uture a ctions . et t e o v er t nc

a n~ f o et 11 the fu ture be loncs t o t e ? Od F - lone and , e n c e ,

i t i s - r o e r t 1a t a g od f orete ll - -fr m t h e ma c1 i n e - - orne

futur p ven t "n t1 e p L y . In t h e oen l:!E a~ , .Ja c e eta , 8 mo r-»

t e l , +' r e t.e L'ls t . . e f'u t u r e si nc e it . "S

~nd n 0 t extra -dr - t i c .

J a r t 0 f t e r 1 -
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t he s o l u t i on of Euripide s ' Hip .olytus , for examp e ,

Diana ex l ai ns wh t h s.d not b e en a n d c ou l d n ot ha v e be e n l C5

k no'ltvn- -name ly , that Venus h a d i mp , sed th j s p un i shmen t on

Hi p olytus . Bu t i t i s i n t h e com ljcati on of Sopho c le s '

Aj ax t h a t Mi n e r v a t ells Uly sse s 'h Ht A ' ax h ad do n e wh en

Ulyss es c ou l d not o therwi se L e .r n o f i t .

The t h i r d us e is f or events y e t to come c: nd aga in

t h e r e a r e i n s t anc e s o f its emp 'Loymen t in b o th so l uti on

a n d c omp l i c a t i on. In t h e solution of Eur ' r i d e s ' Ores tes ,

Arollo foretel l s w a t wi l l r re sen t ly come to T ?SS oDd

effe c ts a reconcili a.ti on b e t we en Ores te s an d l :en e laus

wh i ch g i ves ri se to t h e d en ouemen t . . e r c u y n t e s a ne

p oe t ' s Ion exr l a ins t h e r lo t i n t h e c , "r se of t e c om

pli cation .

I t I OU d s e em t h a.t Ar is t o t l e had the d en ouemen t in

mind wh en he t.r e r ted thi s d ev i.c e and h e al l owe d i ts oc -

c s i on a l u se i n th' p~ r t of t h e r a • iha t f o 1 0 YS

woul d be a reconstruc tion of h i s o j- Lnf on on t . e ma t t e r :

t he Deu s ex 1 a chi na mu s t &1 ay s b e 'sed i n t e c om. l i -

cat i on unl e ss t e s ituati on f orc e s th ~ o e t to em. loy i t

e l s ewhere and its use is unav o idabl e .

Someti mes ev e n t s i ll occur or h v e a c e lr red i ch

a r e beyo nd the rane e of huma n n o l e dge .

c anno t a v o i d t his , by all me n s l et i m u s e t h e Deu s ex-- -
Ma c h i n ' in t h e s oluti on . Ther e a.r e f e w sue c a s e s in

Eu r i p i d e s si nce mo s t of h i s si tuati ons , ere avoida b l e .
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Th e re a r e f ew a s t even t s beyon d ~ e BCO e of F un 's. no 1 -

e d go'; f utu r e even t s of t h i s sort a r e r a e l y 1e Ce !?S8ry ex- Ie

c e t in se t ti n g forth t.h e su b .t e c t .- . t t e r in t e rrolo gue .

Fu r t h ermor F. m ny un "nowable even ts need n e v e r be

k n ovin - - a s in the He r c u le s Oetaeus . I n t he Tr ::::: c ~i n i a e , the

i nsr i r e d SO .ho c l es d i d no t e v e n u s e the ch rac ter o f Alcmena ,

IV ile t h e a t h or of t h e Oetaeus wi s h e d her to , n ov' . e r c u l e s

h ad b e en t r a n s l a t e d to h eave n . Bu t wh y ? Vias n o ot ler so Lu-

t i on }",o s s i b le . Di d t h i s j- r-oc edure 1 0 0 s e t he knr t ? It ef-

fe c t e d a ch a n ge, t o b e sure , bu t s ince He r c u l e s c .a ng e d f or

t h e bette r , t h e p La y c h nged fo r t e r wor s e becau s e i t ha s

a. h a T'Y end i n g ( f or e i g n t o Tr a g pdy ) wh eri i t c ou d h ve end -

e d i n so r o w. He nc e , t~e i n t r o du c t i on of t he Deu s e x 1

c 5n i s " tl0· t r eason and os t i narti sti c . Fo r , f r om

t e mac : ne , the 'her-o sj .eak s the f oI l wing Li n e s s

lmy , sinc e I ho ld t h e r e a l s
o f s taTry h e a v en e nd a t 1 s t
h ve at t a in e d t h e s lri e s , do s t
by l amen t a ti o n b i d me t ste
o f d e a th? Gi ve o 'er; f aT n r w
h E- s my v alo r b orne me to the
s tar s a nd t o t h e g ods t em
s e l v e s . l e

Th en t h e f o l l owi n g :

Th e oo ls o f r i t i l ess Cocytu s
o l d me n o t , n or h e s t h e dar _

skiff b or n e o ' er my shacle . l l 107

And h e g l ides of f on t he " e n g i n e" to t e r oint h er e Alc .e na

mw :: t s r e t e f o LLo 'ine; l i n es :

s tay bu t l i ttle l - - - h e h as
van 'sh e d fr om s ight , i s
g ne , to t h e s t a r s f ari n g .
Am I d e ce ' v e d or do my ey e s
but d e e t hey s a w my son? 1 2
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The s olut i on , t h e r ef or e , is like t h a t in Plau t u s '

Amphi t r l o , whe r e J u r i ter sp e a s from t h e a ch: ne :

Be of good ch e er . I c~ her e
wi t h aid , Amphi tryo n , for thee
and t h i n e . Thou has t naugh t
to fear . Se er s , s r oth say ers- 
h ave none of them. I wi l l waye
kn own to t e e f u t ur e and a s t
a l ike . 1 3

Bu t t h i s wa s a much wi ser use of t h e d evdc e t h a n in Sen e e a' s

p l ay b e c a us e t h e c r owd h ad t o b e p l CEd e d , as i n Eur ipide s '

Rhesus . There , when a s t rife had a r i s en over the slai n h e r o

a nd Hector stood under gra ve s usp ici on , t h e s i tua t ion was

expl ained from t h e ma.c h i n e a nd the t umu l t wa s quell e d . Thi s

wa s a c ommon r emedy in s uch situations . F u r thermore , J u ... i te r ,

in t he Amphi tr, ' o s a s he wil l tell c f even t s :ras t and f uture .

There wer e no such ev en t s in Senec a ' s ;;.;;..;;....;;..co..:.:.;;;;; _

Al cmena c ou l d h ave , i n deed sh ou l d have r emained i gn cr a nt o f

wha t h~d occu r r ed .

I n b o th plays t h e e ding is h a p r y , Amphi t r y o say s : 108

Thy wi l l shall be done : and
keep t hy ord ~ j th me , I beg
t he e . I ' l l in and s e e my wife !
No more o f old Tire si a s !
Now, s p ec t ators , f or t h e sa.k e
of J ove Al mi gh ty , g i ve us s ome
l oud aTpl a us e . 1 1±

And in t h e He r c ule s o etaeus , Al cmena s ays :

Bu t n o ! t h ou a r e d i v · ne , an d
de t h1 e s s the heave n s pos ses s
t h ee . I n t hy t r i um .h a n t en 
tranc e I beli ev e . . ov: will I
t a1'-e me t o t h e r e a l m of Thebe s
and there proc l a im t he n e g od
added to t ei r t emple s . 15



96

Seneca left out no thing exc e p t t h e "Gi ve y ou r a j r Lau s e "

of t e c omi c po e t . And t h i s t he j u d i c i ou s writing of a

s ch oolma ster l
/

10 do ubt he had in mi n d t h e de n ou e .en t in So ph ocl e s '

phil octete s , ,.here t h e no t i s l oo s e d by Eer c u l e s f r om t h e

ma.c i ne . Philoctete s c ou l d n ot be l e d by any hums.n e f' f c r t

to be t a e h imself to Tr oy . Hen c e a ll f uture events h 6 o. tc

be foretold , - -an d by whom better t h an He r cules? Since Phil -

o c t ete s h ed s et his mi n d c ga i n s t leavi ng i s de s e r t isle it

would t a 'e t h e we igh t of d i v i n e a ut ority t o f orc e h im to

lea v e . Bu t no parallel exists be tween th ~ s s i t uati on a rid

t h e -e r cule s Oe taeus of Seneca .

The r ~ s sage quo t e d b e Low is t he 0 11e from t . e P oe t ' c~ 1 0 9

whi ch t .r- e a t s of the c omp l i c a t i o n a n d s o l i t i r n .n d wh i ch we

s ai d shruld be transferred to an earli er ch c;. t er :

F ro t i s o n e see s t h t th e
d enou ement a l s o shoul d. a r i s e
out of t h e p lo t it s elf and n ot
d e end on a sta ge-artific e , a s
in redea or in the story of t he
( a r r e s t e d) de pa.r ture of the Greeks
in t he I liad . Th e r t i fice mu s t
b e re serv ed for ma t t e r s ou t s i de
t h e l ay- -for pas t event s b ey ond
hum2n kn OWledge , or events ye t to
c ome , whi ch require to b e f oretold
or a nnounced ; sinc e it i s t h e pr i v i 
l e g e of t he geds t o kn ow everyt ling . 16

I f one f a il s t o see i mme di a tely t a t th' s yassage is out cf

p Lac e , either 11.' 8 atte r.t ion h a s va.n d e r-e d , or he n eve r _ d

it fi x e d o n t he ma t t e r a t h a nd . Th 5s b e c o ?s par t i c u l c. r l y

clear if the p a Esage i s excised , and if we link t og e t 1er

the c or. meri t s i rmnedi .t e l y p re c e eding and i e d i a te ly fo llo '_
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in it . Bo th adjacent r assa es a re conce r ne d ~ ith t £e

p r o er r or t r i ture o f chs r a c t er , lIe

I co nsi der ed th~t t h i s dmon i t i on s Lo ul d f i nd ~ , l ; c e

i n t he cou s e of our di s cus s i on b e c a u s e , s Lo ng -i t o t h er

point s , it e scaj e d my c a r e f u l a t t n ti on in y c omm en t.e ry to

ri sto t le ' s treatise . S t i l l t e tr~ n 8. o siti on of 8 ' e p s 

s ges h i c h h zve been n oti ced i n my c om en t a n - s e e so

i mr or t a nt t h a t , unl es s t h ey r e t r n sp c s ed , 'e \ uld be un

able t o fi nd r yme or reason i n h 's t e Ech i g .

Yet 0 \ ' f w there a re to day ho e e t h e u seful ne s s of

tr e a nd g e nu i ne cri tic i sm or b o d ev o t e th e selv ps t o

\ 'e i gh t y rro b l ems? T 5. s c r i ti ci s 1, h o 'ev e r , c a n s c rc ely

defend i t~e f or operate unl e s s ai d e d by a l l t h e l earni ng

a nd ev er - s c i e nc e n own t o t he ind of man . But l e t us get

on wi t h u r d i s c uss i n .
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CH TIm II I

The gradual d evelopmen t of Trag
edy . Ch aract er s and po ints t o
be no t i ced abou t t hem. Na r r a t i on
or exposi tion . Its use , s cope
a n d subject- ma t t e r . I t s ch a r ac
teristics . Authors .

Two p r oo f s c ombin e to d emon str a t e t h at Tr gedy grad u 

a l l y developed ( j u s t as Comedy did ) until it arrived a t

the po i n t of its h ighes t perfec tion . Re a s on a n d p rac t i c e

r r ov e this and Ari~to~le 's commen t s on t h e sub jec t s ub 

stantiate our o ~~ obse r vati ons .

The s a me develo pme n t is no t i ceable in all p oetry i n

gen eral , whi ch fall s i n t o three cla s s e s: pure exp ository

or narr ative poetry ; t h at wh i ch i mi t a.t e s by mean s of ch ara c -

ter; a n d fi nally; t h e type whi ch c ombi n e s t h e other t wo .

Although Tr a gedy di d not i mmedi a t ely emerge from pu re nar

r ative , a t i t s fulle st develop~ent it i s a c om l etely d is-

tinct f orm. In t h e beginni n g Tr a gedy a l lowe d bu t one c har-

a c t e r , p r esen tly a f ew ar e found , and i n its full 110wer a

l arg er c a st is i ntro duc ed .

Th er e c an be no do ubt t h t there were many ex amrles of "

t h e mon ologue , s uch as Lyc ophron ' s t our de f orc e of crYrti c

langua l!e where i n a si ng l e ch a r a cte r , Ca s s a n dr a , is brought

on the s t a g e . l Very f ew c a.rr y t he a c t ion i n Ae s chy l u s '

Sev en ga i ns t Th ebes : E teo c l e s , the Mess e ng e r , Ismene ,

111
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Antigone , the Herald and t he Chorus . The same oe t em l oy s

even fewer in his Persae , where t h e e a re , e s 'des the C 0 

rUS, only four ch aracte rs: At ossa , t e ·'::e s s e ng e r , th e Ghos t

of Darius , and Xerxe s .

The foll owi ng p oints mar be noti ced wi t r e ga r d to

cha.ra.cters . The tra gic p o e t e i t her de r Iv e s h is subject

f r om tradi tion (wh ' ch hajij e ns in t h e ma j or i t y of c a s e s ), or

he crectes it (wh i ch is of mu c h l e s s fre qu ent occur r ence) .

If he cre ate s it , he create s h is ch a r a cte r s a s we l l . Aga- 112

thon did this a nd it was t he c omro n p r ac t i c e i n Comedy .

I f the po e t derives his subjec t , he e ith er de r ' v e s a l l hi s

ch a r acter s, or create s so me or f a s i ons a name f o r t e •

Created charac t e r s a r e ei t h er such as a.r e f o u nd in I i f e

or a r-e rur e p r o du c t s o f the mi nd , ose f r om l if e are c l a s s-

ifi ed e i ther by t h e i r age ( s uch as t e Old Han ) , or by t e i r

c onditi on ( s u ch s t h e Sla.v e ) , o r by t eir duty or 'r of e s 

sion ( such as the e s senger, t h e She h e rd , t h e I erald , t he

ma l e or f' erna Le Nur s e ) , or by n a tion ( a s t h e Phrygian in Eu 

r i ides ' Orestes) . Examr l es of ch a r a c t e r s ex i s t i ng onl y in

the mi n d ar e Hunger , Sl e e p , Rumor , L~~ury , and other s of

thi s sort .

Although two ch a r acte r s may no t be a l t oge t er i denti 

c 1 , p o e t may SUi t a b ly as s i gn t o one o f hi s a c t ors t he

name of a c h a r a c t e r i n a k i ndr e d story - - e s r ,ec i a l l y if t h e

story is not t oo c ommon l y no m , I n t h a t ay t e oet a 

v oids that disagree a ble affe c ta t ion whi ch mr s t h e riva te



t utor s i n

00

e t.o r i c , Or 'th e poe t IT'2y desi n a t e a chaz-ac t .er

, f h t ' nar e T.· '"s e , ~ yor ev e n t Y t e ) e an: ng 0 a c a r e c er E ~l • - v

be Gr ek d e r i v a ti n s , an d t ey mus t b e ) c: de ; t e r ud i t i on

bu t w' t Ot t d 'srJ ay . : s i s usual i n Come dy , v' e e, f r

eX2m Ie , P cb c 2c te r i s c a l l =d P a I i l u s . Y?

Th 's i s ho y he lived : 1e ell
i n e si y 'i t h t e vay s of all
of h i s c quc f n t .anc e s , g r .ve Im-
self uT to s c ornr ny , nO. join-
ed heartily i n t e i r r r suits . 2

Almos t the sa e t hing t hat h ap j e n s 5n t h e c s.s e of

c a ra c te r s lap. e ns t o t he nar-r a t i v e e ~" h en t he c ra.c te rs

r.r e f ew , t rey c omj-Le t e t h e a c t i n . i th b lrnos t she er n r -

r~tive . \~ e t is e s chylus ' Sev~ A a l n e t Th ebe s excey t a

ns rrati ve wh i ch h s re c ei v ed its ' d r nment y t e v e i gh t

cf i t s .iangu ace ,

113

ft erwa rd , r e t s c on tri v ed t 6i .L e j-Lo t e nd gradu-

l ly deve or e d t e co~ l ex . B t . of t e~ e a r e co I e ely

disti. nct f r shee r n~rrct ' ve i n~ s u c ~ s rIot c ~ n ex: s t

~ a r t f o n w r d s . F e r ex J1i . e , i f e son c a n n ental l y

c on t empl E.t e t h e f ate of Oedi ru s , e erce ive s t e r lc t be -

c use t he emr t i on s r e r re sen t .

I II t on e sj-e ..k e r r ec oun t s n na.r Et i o n L1 s t b e cted

ou t by several c ha r a c t e r s v.h e n ' l ot ' s e r l r ' ed . ence 1 t

is t~" t r ' s t o t l e exc l des n~r ative fo rm from hi s d ef ini -

t ion 0 Tr',pe dy - - n c t f)CCaUSe Tr a g e dy la c 's [',11 n r r s t ' e ,

but e c s.u s e i t do e s n o t de r i v e its e s s e nc e e i t}1 e r t rr o gh

or f ro J!1 na r t~ve . 'I'rag edy emj Loj s t h e fo rm of cticn ,
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not narrati cn .

Nar rative is ne i t her essent ial t o nor a ar t of Trag-

edy , but an a i d t o the ac t ion ~nd stagi ng of . p lay . For

theye ar some s cenes that ar e naturally i mpo s si ble , ~ eth -

er t hey be obvi ously f als e or po s ses s an ar rea rance of t r u th . 114

others a re possi b_ e , such a s I edea ' s murder of h er ch i l dr en .

Aga i n , po s s ible events are so metimes r r obabl e , such a s Aj ax '

suic i de - - a pr obabl e action f or a great-souled h er o who s e

disgrace made h im a madman . Other po s s i b l e situat i on s a r e

ap aren t ly Lmpr-obabLe , su ch .e Oedi pus ' unwi tti ng marriage

ith h i s mo ther . Some a c t i ons , s uch a s scourgi ngs , ca n b e

sh own on th e stage; ot h er s , li "e mur der s , ca n b e r e r esent 

ed only wi th diff iculty ; still others , such as I i oly t u s

be ing t orn t o bi ts , a re al, together i possi ble of r e r esen

t a ti on- - unl e s s some - c t or is wi l l ing t o h cv e hi ~self di s 

membered . Such things di d someti mes h apj -en i n the am h i 

theatre , un der t he Roman emperors , t o pr ov i de pl e a sur e f or

t h e mob .

Narrat i on , sup l y i ng by v er ba l r e j.or t wha t is La ckd ng

to t h e a ctual repre sentatio n , come s to t he r escue in a l l

such si tua t ions a nd r ecount s wha t ca nnot be shown on the

st8['e . Vie a l lo the poe t bro ad Ii cens e-- not to dec ei ve

but to i nstruct- - a s the anc ien t phi lo soph e s and f abl es

t ea.ch us . Sc ene s of t h e "ind men t ioned ab ove ei t her can

n ot be s~'(" wn cr , i f t h ey ar e , lose in c r edi bi l i t y f or t hat

v ery ea s on , a s Horace correctly oi nts out . 3
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The same is true of situati ons t hat a.r e a.rrar en t ly

improbab le , f or na.rra tion gi ve s en a i r of p r obe ,bi li ty to

any s i t ua t i r n-- even to event s t h;t hav e nev er occur r ed ,

and h er ein li es not the least virtu e of the narrat i ve f or m.,
In t he same way , s inc e l anguage can exhibit a l l thi ng s , it

. r ec oun t s si tua t ions that c oul d be repr e s ented only wi t h

great diff j.culty or not a t a l l : for exam .L e , a s t eve n t s ,

as t he dea t h of Hi r ol y t u s , Ast yanax , or Pol yx ena ; r r e sen t ,

such a s t h e bat t le array in t he Thebai s or t he rre sen c e

a nd a c t ion s of the ch i ef s before the ga t e s in .e schyl us '

Se~ Agains t Thebes ; ' or future even t s either by means of

t h e Deu s ~ Ma ch i.na , ( such a s Her cu l e s ' pr oj-hecy in t h e

ph i l oc t ete s a nd Apollo ' s i n the Or este s s wel l a s i n othe r

plays) , or on t h e sta ge , a s i n t e r r or h ecy of Prome t h eus in

Aeschylus ' pl ay or t he utterances of Ca s sandra in bot h Aes-

chylu s ' and Seneca 's ·v er s i on s of the Agamemnon .

Nar r a t i ve s of t hi s k i nd ar e genera.l l y pu t i n t h e mou t h s

of gods , seers , or heroes who pos ses s nowledge of t h e f u-

t ure and f oretell it . Some t i mes , h owever , an ot.h e r cha r c t e r ,

ac t ing on thei r wa.r n ing or a dv i c e , make s t e p r-oph e c y ; Th us

i n t he Ajax , a } esseng e r forebo de s t h e h er o 's dea th by t he

inspi r a,t i on of the s eer , Calch as . 4

115

Hence t ho se who hold to t he opini on that na.rrati ve is

c onfi ned t o the )fe s seng er c a ra c t er a r e gr ea t l y ' n error . 11 6

In Aeschylus ' Seven Against Thebes , the Scout , a nd in So ho 

cles ' Oreste s , 5 the urs e b eco e ~e ss enger s . On t he sta g e
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any one can narra.te an i nc i den t, a s in t h e Her c ul e s Fur ens

Theseus tel l s of t he hero 's deeds i n t h e underwo r l d . The

r hetor i ci a ns, Ar i s to t l e , and ot er au t r r i t i e s are a t one

in ca l l i ng t h i s r r oc e s s a narra tive 0 r ec i t a l , Horr er t s

passage s whi ch unfold t h e sto~T by sheer nar rat i on and

Eur ipide s ' rol ogues belong t o this k i nd of expository

narrative .

A po s s ibl e rea s on for t h e opini on en t ioned at t h e

begi nni g of t h e r r ece edi ng par-agr-a ph is t he f a c t tha t t he

Latin poet s r u t t heir narrative s i n to t h e mou t h s of Ue s s en

ger s . Bu t all t h a.t t he Roman s l a.ck almo s t en t j r e l y , even

wh en s t r i v i ng to a t t a i n it , ~resents i t s elf t o t he mi nd s of

the Greek t r 8g edi a ns i n abunda nc e a l though t he "r efforts be

dire c ted elsewhere .

The Greek s has t wo k i nd s of narr ative , one fo r t rue

even t s , t he other f or even ts narrate d OI S t r ue . The s e ha d

t h e ir names even when t alki ng n on sens e . ~hen na r r a t ing

pr e se nt ev en t s , t hey even f a shi one d a yind of arrear a nc e of

wha t W8 S occurri ng no t only a s t o time but s.I s o as t o r l a c e .

, e have ari example i n Eur i pi de s ' Pho e nj s sae wh en the Tut or

poi n t s out to An t igon e t h e ch i ef s bef or e t h e c i t y gat e s .

This is an i mitati on of HOre r ' s Hel en , who doe s t h e s ame

t h i ng i n the t hird book of t he Ili a d , b~t i n nei ther r a s 

sage i s i t a true narra t i ve . The sr eaker i s i n t er r ur t ed

and oi n t s ou t eople; he do es not mer el y narr ate . Fi na l l y ,

t hey betray themselves on t heir 0 ~ t estimony becau s e t h ey

117
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II o i n t .L n out " or " de mons t .r' -

tion " . The re so n for t he n e is f'o u d in the f' r .c f t at

the vi e is mo re clearl def ined .

a r r a t ion concerns it self wi th five s ub j ec t s t t h e

most . The first is t he ch a r acte r a out wh o someth : g is

to ld . There may e only on e c h rac ter , such as i r olyt s

in Seneca 's play of t h at n e , or t here a. b e any , as

p o lyxena and As t y a nax in the Tr oades .

The s econd subject c on s i s t s i n t h : n g s done by or t o

a c h ar acte r. Fo r exampl e :

The dauntles s mai d did not
shrink ' back , bu t , fac ing the
stro e , s t ood t he r e wi th s te rn
1 (. and c ourageo us . 6

The third subj ect is r lac e . Fo r examrle :

I ts fur ther side is gently
lap e d by Rh e t e um' s wa ters;
its front is s urrou n d e d by
a p lai n , whi le a valley ,
slo i n g e ntl y up i n t h e
mann er of a thea t re , he s
in t he i ddl e s pace . ?

The fourth is ti me vh i c h is some ti me s erely de s c r i b e d 118

a s in the foll ,wing li ne :

T 0 r or t i on s of h er c o ur s e
h ad ki ndly ni ght well -nigh
p a sse d . 8

At oth e r t imes in the co "rse of a n a rrative , t he time i s

"s e t by o t h er c i rc ums t a nc e s, a s i n t h e f'o Tl. owi ng s

s a f ugitive fl ees t h e c ' t y
-i th unsa fe ste , a i n h i s
sift way wi th seedi n g f e e t .

Someti s t e series nd s e ~uenc e o f ents is . ere ' n t e d ,
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esrecia1 y when one a c t i on f ol l ows ano t her as in the fo 11 ow-

i ng examr 1e :

fter t he boy f el l headlong
from t he l of t y tower , and t e
t hrong of Gre e 's wep t for the
crime i t zrough t , · t hat same
h os t t ur ne d to a sec ond c r i me . 9

The f ift h i s mann er . For ex am 1e :

A spi r i t so bold s tri ,e s the
hearts of a l l and- - str nge
pr odi gy- - Py r r hu s i s slow to
kill . Wn en his h and , t hrust
forth , h ad buri ed deer the
sword , wi t h the de a t h - stro e
h er blood l ea ped out in a
sudden stream t hr ough t h e
gaping ·wound . 10

Th e manner i s mor e obvi ou s i n th e fo ll owing li nes f r om

Seneca ' s Hip oly t us :

Then , truly , t h e _l unging
ho rse s , driven by mad f ear ,
bro e from c on t r ol, s t ruggled
to wr ench ' t he i r n eck s f ro t h e
yo .e , and , rearing up , hur l ed
t hei r burden to t h e gr ou: d .
Headl on g on h ' s f ace h e plunged
and , a s he fell , en tang led his
body i n the cli ngi ng r e i n s j a nd
t he more he struggl ed , t h e tj gh t -
er he drew tho se firm- holdi ng c oi 1 s . 11

The r h e t or i ci a.n u sua.Ll.y adds the rea son for a narrated

ac t i on , wh er ea s t he t r agic poe t rna -e s no men t i on of i t ,

pr e suPIosing t hat t he re~son is d1 r e ' dy ynown by t h e a ud i 

ence . The f i ve subjects men t i on e d above agai n al low of

amp 'Ldf i cat i cn nd t oic s or elemen ts , 8S t hey are ca l l ed ,

h ve been f oun d f or t his pro c e ss . So e of t he se t op ic s

ar e apl 1 i cab1e t o Trage dy .

119
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Thus a ch a.r ac te r i s described by h i s prearance ,

deeds , mor a l na ture , death , and what fo ll s on his d eath .

EX ples of all the s e a r e f ound h ere and t heC' e in t he d i f 

fer ent Tr agedie s . A d e e d is narr ated as being sad , bold ,

cruel , calcul a t e d to i nspire p i t y or f e ar . The oth er s u b 

j ec ts admit of liJre tO I ;ic s for amp l i f i cat i on whi ch e ach one

c a n di sc over f or h i msel f . The me.s t .er s o f oratory have sh own

t h e way . Inasmuch a s they ho~e overl ooked no deta i l, e

t h i nk t h ere i s no n eed t o repeat t heir precepts .

The a.nc ien t rhe tori ci a ns established t hre e p r i nc i a l 120

c h a r a c t e r i s t i c s f o r' narration : it must b e c l e a r , brief ,

and convi nci ng . 1 2 Clar i t y appl ies to a l l nar rativ e s , b r e v i t y

to some and c onv i cti on t o a l l , bu t more s o t o narrati ves

whi ch recount events t hat h~ve not a c t u a l l y oc curred . Al -

t h o ugh on g the La t in roe t s , Lu c i u s Sene c & WeS an outs tand-

Lng n arrator a s , f o r i n sta nce , h e sho s in h i s l!!..Epolytus

and Tr oades , I sh 11 t e my exp~le s f rom t h e Gree drama .

Eu r i i de s ' He c uba r r ov ide s a mod e l fo r c l ear narrative ,

a.nd So phocles , i n El e c t r a , i s (~ui t e c c nv i nc i ng a l t h ou gh h is

na r r a ti v e i s n o t f a c t ual . Ev er y wr i ter sh ould keep this

exampl e from Soph oc l e s b efo re his ey e s , because n othing is

said i n a false n arrative tha.t c ou l d n ot b e 8a i d i n a t r u e

oDe ; time , place , ma n n er a nd r i v a l s, for whom a c o u n t r y and

any thing el s e c a n b e invented .

Sophoc le s s c or n ed c l a r i ty but ga v e to h i s narr ative s

the magn i f'L c enc e wh i ch i s c h c'r ac t e r i stic of 'I'r a g edy , At t i 

cism ( t h e styl e of wr i t i ng affe c ted by Sopho c l e s ) a l s o re-
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jec ted un a do rned c l a r i t y i n nar- r a t.Lve , Homer i s a. mc de l

of brevi ty ; wi th Euripid~s brevity l ~ads to co nf usi on .

Sophoc les and Seneca befo r e beginning a. na r r s..ti ve I a s sage

s ome t i me s disclo se the si t uat i on wi th a. wor d a nd yre s en t ly

go on wi th the st ory . The most J erfec t example of brev i ty

we find in the wor ds of Horner ' s Anti l oc hus :

Fal l en i s Pa t r oc l u s , and t hey
are figh t i ng a ro und h i s body ,
naked , for h i s a rmor is he ld
by Hec tor of the glanci ng h elm . 1 3

Th e r hetorician s note t hi s r-as s age , b ecause in t wo li n e s

Homer has omi tted nothi ng e s sen t i a l to t h e narr ative .

Sophocle s i mita te s t h j s in h i s El ec t r a when t h e

Me ssenger says :

Or e s t e s is dead . I speak , ex
pre s s i ng it conc i sely . 14

and pr e s en t l y ther e f olI o s that i n sr ir ed and r er f ec t nar 

r ative . 1 5 Senec a does t he same in h: s Hirrolytus , wh en

the Me s s eng er r epor t s:

Hipol y tus , woe i s me , li es i n
l amen t abl e de a t h . 16

Then h e goes on t o an a ccurate a ccoun t of t h e de t a ils . l ?

This wa s c a.l l ed rapidi ty by the Greek r h etoricians

a nd t hey we r e minded to rna e it a char a c t er i s t i c of every

narra t i on . Ar istotl e has gi ven h is opi ni on on t he mat t er

1 21

by c i t i ng a wi tty and homel y exampl e . e says :

oWudays it is said, ab s dly
enough , t hat th e nprr<t i on
s Could be r a. id . Remember wha t
t he ma n sai d t o t he ba er who
a s ed he t h er he Vlc. S t o rna e t e
c e hard or s of t : 'wa t , c a n 't
y ou ~e it righ t? ' Just so he r e •
••• rI ghtne ss doe s not co ns ' st

122
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e 'th e in r ' i dit - r n co 
cise e a , u t i n t 1 e h e-

e n . l

or , s be u t r i s ' c Gr ' c e ' s ti c f t

,01 c d but i a s t oed on t f ace , s u e L ti n

a t ' e il". a qu l ' of l an u' € ut o.. t s t r nd i rJg i n nr -

r~tive and th 's , e : eci l l y , st t al en i n t o c cou n t ,

T e rst syil l ed and \el l -n j h ini i t abl b t e f n

r ati on is Thucydide s , ho J ossesses so e t in 0 t he

tra gi c ele en t i n h "6 t y l e . :e lso , Li e SO' hoc e s ,

c s t he IT. gn ' f i cence of . t t i c ' , even i f e 0 i t s , e s ,

0 br i n[s i n s o e i nc cn uous de t ilo e n s ir d a nd

heavenl, r fe l i c i t - of Her od o tu s ' s t c om s i s 1 & s -

t n e s s , and th is in ~ mod e of ex. r e ssi on c ~ t e t e -G

n i an s , a nd uc ere t e ot. er Gr ~ e " s , f a i l e d to r c t c •

nd t e At ni a ns \e e E &z 'ngl elo q ent .

In L tin , 0 id i s t e IDe s t e w et r e nc r tF~ f 'c -

ti on p Laus I b 'Iy , or i n tr- i cete de ta il s v i t h c l r i t , or t h

i t . f' e g an c e , r ny ina f sto - natu . 11- e- d di r ec

e t r e t s f i c t i on 1 topi cs i n the F8 s t i 1 23

o.r e f ' ed i th s t ol e a nd ob s cu e nt ' que [n r

t. nd h i s , 0 s de

f n r t ,

~ ' t c . ~ r £cter , pv n . n e s i n

& C 1 v f ecti cn of st - e , -4-' t p c~bu -

l a of ordin e ec l , Qa r: an d

n su c

... . s l 'Ci o Q V e a t ' t Be n ' cne c r p
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s ame; bu t n o one c an . _ 0 on e s &v e a ma n of ma g n i f i c e n t

i nspirat i on , would dar e try , a n d ev en t h e wi s e d e spai r

of ma t c h i ng Ov id . Hi s wor .. s a r e a t r e a sur e -house of p i t hy

sayings and ordinary to pics such s c owa.r dd c e , t e ar ts ,

t e br ev i t y (of beau ty , di s da in f or weal th .

Fi ctio n i s not his on l y subj ect . Ev en i n the Fas t i

h e t ell s ma ny tal es derived from i s t ory , such a s t he

story of Lucreti a . 19 ·Ih a t a uth or 's wo rk deserves to b e

c ompa r e d wi th h i s s traight forward p owers of expression- -

a tal ent wh i c h the un s cho ol e d bo or des_ ise s a n d t h e edu-

cated g entleman r eve r e nces , al t hough h e h =s n o hope of

equ a l l i ng i t? Here i s rap i d i ty :

' Ther e is n i ght eno ugh ef t ~

Le t u s to saddle a n d away to
t h e c i t y '. Th ey a I -r ov e t h e
_ lan e The s teeds a r e b r id ed ,
a nd had c e r r-d e d t hei r ma s t e r s
t o t h e i r j o urney ' s end . S t raigh t - 124
way t hey s e ek t he roy al pa.l a.c e .
No g uard 'a.t ch e d t h e d oo r . 2 C

Huma n t ho ught c a n s c arc ely ma t ch this r apidity . :Ho s t eed

CQu l d. The f o l l owi ng pa ssage g i v e s another e XEl p l e of r a p

i d na r r ati v e:

Thu s she sat , t his wa s t h e dres s
she wor e , s h e h e ld her wool so,
her fl owing hair l ay this ra y on

• her shoulder s , thi s wa s h er ex 
p r e s s i on , t he s e the words she
s po re , su ch her compl exi on , her
f a ce , t . e beauty of e r lips . 21

I t hou gh we p ossess only t h e f ir s t half of t he Fa sti ,

t e uri t , simp15.ci t y and ch a rm o f h i s .s t r o l og i c a l l ore

mu s t make u s envious . But 'e do not understand , a n d t h e
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grea.t cr i t i c s who make the charges t hemselves do not under 

s t a nd , ..h a t t h ey mean when t hey say c erta i n ch ange s c ou l d be

made . At l ea st t hey hE~e n ot proved it by thei r own effo rts

a t v~it "ng in a simil~r vei n .

Ovid ' s Tri st i a a nd Ep i s t ulae ex Pon t o should be r e com-

mende d to yo ung r ea.der s a l l t he mor e bec c..use they Br e so

free from literary co nc eit- - a qua l i t y t h ey possess i n c om- 125

ma n wi t h mo s t of h is other works . 11 of t . em ar c mode l s

of Latini ty . So much so t ha. t Mure tus ,22 t h e best exponen t

of f i ne ~ri t i ng wi t hout af f ec t a t ion since the Rennai s sanc e ,

t hought t hat any cri t ic wh o would djsf'ar~ge s o grect an

auth or a s Ov i d deser ved , l i ! e t he Tortent of a. shee r struck

by lightni pg , t o b _ r ifi ed wi t h sulphur . 23 Jose ! Sc a.Li. >-

ger 24 shared h:s opini on .

I r ec a 1 lear i ng more than onc e fr om h is gi f t e d son

t hat J'ul i u s 8ca l ige r ,25 in i s Rhe tor "c r (w i ch hs s r erd s ed

a long wi t h other boo s f r om hi s _ en ) , ha d r eco mr:ended Ov id 's

work s a s t he pe r fe c t examrle of wr i t ing from ev ery r oi n t of

vi ew, and he r ea ff irmed t here i n wha tever Ov id s id merely

because he ha d aai d it .

Bu t Ovi d 's na t ur al br i ll "ance , r a ridi t y , simpl i ci ty- 

qua li tie s t hat are esjec La'l Ly ou t s ta ndi ng i n nar rat i ve di s

c our se- - ex c eed our f ondes t wi sh . The next t h i ng , t h e r efor e ,

is to s ub j ect t h em to cor r ec t c r i 't i ca .L standards . The cr i t

ics ac cuse h i m of r edundanc y . Gr a.nted t h a t t h e charg e i. s

t rue . I t i s a.l s o true of t e ocean , ye t no o ne c ou l d i mTose

a La limiting the oc ean ' s ebb ar -d f lo . The same is t h e
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case wi t h rivers; t h e more magni f i cen t t hey ar e , t he l e s s 126

r ega r d do t h ey h~ve for banJ"s and br i dge s , wher eas founta i ns

and pool s s t ay wi t h i n thei r bound s . Ju st a s beggars , ho

h ave pr ac t i c a l ly no thing , envy tho se who hove l i f e 's go od s

in abund8nc e , so these s t ar ved and f ami s ed critic s , wh en

t h ey l ook askance a t t he ri ches of other s h ave t he boldne s s

to sy s t ema t i ze t h e ar t of wri ting .

still t h e t r ag ic poe t must u se mode r a t i on i nasmuch as

hi s li t erary genre i s mor e severe . Then , t o o , a s we sha l l

explr,i n l a.te r i n di scussing elocut i on , t he i dea. requi re s

di s ti nc tion . At pr e s en t we must say tha t men wh o , ere

hardly Ov id ' s equals besto true :r: r ai se on h i s F edea , whi ch ,

being a Tr agedy , has app l i cat i on her e . In the e i ghth boo

of his Insti tu t i C' nes Oratoria.e , Q,u i n t ili an , ho Of' S jus t as

sharp a. cr i t i c a s Senec a of other oeo le ' s wr i ti ng r a i s e s

a.s sage f rom thi s Ovi dian Tra gedy i n t h e fol l owi ng ords :

But they acquire gr e a t er f orc e
by a cha nge in the fi gur e e .rloyed ,
a s in the foll o ing :

"I s it so bitter , then , to
di e? " For thi s i s more vi gor ou s
th n t h e s imrl e sta t ement , lIDeath
is not bi t ter . 11 A simi l a r effect
may be pr oduc ed by tra.nsfer ence
of the s t a temen t fr om t h e g ener a.L 127
to the pa r t i cular . For examrle ,
~l though t h e di r ec t s tr t emen t
would be , " To hur t i s ea sy , but to
do go od is har d " . Ovid gi ves t h i s
r eflecti on increased f orc e when h e
make s F edee: say ,

"I ha.d t h e r ower to sav e , and
o sk y ou then if I h ave t h e
power to r ui n? ,, 26
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t this poi n t , I mus t men t i on t h e au thor of t h e book

de cau s i s c or r up t a e a Loqu en td ae , who seems to exhi b i t

Q.u i n tilian ' s t a l en t s- - i n f' a.c t , many ech oL a 'r s a ttr i bu t e thi s

b ook to Q,ui ~ ti lj an ' s pen . 27 Thi s au t h or mai n t a j ns tha .t no

~ork of Asiniu6 or Me s sa l l a i s a s brilliant a s Ov i d ' s Medea

or the Thyes tes of Vari u s .

Ev er yo ne kno s t h a t t h e anc ien t s judged Variu s ' play

wor t hy of Vi r gi 1 and many c on si dered t :.. t Virgil h d wr i t ten

it . Bu t I cou ld never b r i g ~J se lf t o agree TI i t h t h em s i nc e

t he ex tant f r a.gmen t s di spl ay ne i t he r c on s i s t enc y n or f aul t -

l e s s sty l e . They l ack Vergi l ' s emot i onal Touer and of ten

s ow a te nd ency toward t h e osten t ati ou s rroa nner whj ch err S

t he r h e t or i c a l de cla.imer . Bu t I av e. a l ways fe l t t 1Bt the

choru s wh dch begi ns "At l ong l as t t h e nobl e palac e" , va s

deservi ng of praise , and I have ever a pj r ec ds t ed t he excel-

le nc e of its endjng :

Le t whatever _r i nc e who --i 1
t ake h Os s t and on t h e s l ip er y
s~i t of power . Le t e be
c ont en t wi t h t h e swe e t ne s s of
a l i fe a t ea c e . I n s ome h i d-
de n nook may I enjoy my hours of
g en t l e lei sur e ; m y my l i f e f l ow
on in si l ence f~ r f r om the publ i c
ey e . vh en my undi s t ur bed d ys a e
do ne , l e t me di e i n ol d ag e the
death of a c ommon m' n . Death
wei gh s heavy on h im 0 die s we 1 
y novm t o a l l , whil e h ims el f e di d
no t know.

1 28
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CHAPT'.:::R XIV

Cha r acter s, the sec ond e s s en t i aI
par t of Tr agedy . at chc r a c t er
d i e.Logue is and so e examples
t her eof . Four prece ts fo r char 
ac t er - dr awi ng . EoVI' go od , appro
pr i e te Dnd consi s t ent a ch r a c ter
sh oul d be .

Now we have pa s s ed ov er the rough or t i on s of the r oad

( a.nd t hey wer e truly rough), and fI o on to t e s ec ond par t

of Tr a gedy , namel y , ch ar cter . Cll r acter deservedly t ao e s

t h e second lace ' rranedi a t e l y a.f ter l ot . Plo t L s t he i mi - ,1 29

t ation of ac t ioh , and j u s t a s we a r e t ermed har~ or t h e

r evers e ac co~ding to our a c ti on s , so , a c co rdi a to our char-

c ters we - r e c a l led th "s k ind or t hat 6 i nd of r er s en .

What t h e Gr eeys cal l ed ethos , t he La t in s , s j nce t h ey ha d

no other way of expr e ss i ng i t , termed~~. The rea s on is ,

Fs'Fabi u s hrs cor r ectl y s t a t ed , l t h rt t he word mor e s means

not so much a c ompl ex of cu stoms s a qua l i ty of charac ter

wh'i ch di ff ers wi t h the individual ac co r ding t o h ' s habi ts ,

emotion , country, age , good or bad f or tune : a cc or d i ng to

hab · t , w en a. p oe t pai n t s a cha r -c t e r a s j ust , mi l d , or

se l f - re s trained ; a ccor di ng tc. emo t i on , wh en a poe t c r eates

l ov er or an i r sc ible Ter s on ; accordi ng to nati on , as Gr e e

or Lati n; a ccordi ng to a.g e , c.s wh en t e o e t s s i gn s a. r ole

i n h is 6ley t o = boy , a y ou t h , a man i n is rime or n is

ol d ag e'; a ccording to gocd f ortune , ' en h e der i c t s a victor ;
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a cc or ding t o a dv er se f crtune , w en t e variqu i s led 8~-ec: -s

t h e jar t , Th a t i s t h e way Hora ce emp Loy ed t h e word wnen

he say s :

You must mar k wel l t 1e man
n er s of ev er y ag e . 2

Perhap s Ari sto tl e W&S t h e f irs t to point ou t wha t

manner of char~c ter i s pr o} er to t h e differ ent age s of a 130

man ' s l i f e . His exc el l en t ac c oun t i s fo und in the sec rnd

bo ok of the Rhe tor i c , 3 a nd the t r agi c poe t and ora tor a l i e

mus t s eek t hei r inf ormati on from t h ' s same s ou r-c e , The

t r ea t me nt of c a r a c t e r j s COIDl11on t o the t r ag ed i ~ n , t o 0 t her

poe t s , a nd to t le man of elo~uen c e , bu t t . e tragi c and c o ~-

c roe t s r equi r e t h i s a i l i t y i n e-. special way .

Ar i s to tle def ined ch ar acter in t h e dramat i c sen se a s :

•••• t h a t whi ch r evea ls th e mor a.L
purpose of t h e agen t s , t i a t is ,
the s or t of th i ng t hey s e e or
avoi d , w e r e t h a t i s no t obvi ous . 4

i s de f i ni t ion i s a l ea r ned one , but r- a t h e obscure . \{hat

h e mean s is t h a t t~e di scour s e wh j c r eveal s char ~ c ter is

t.h: t wher e i n we c ome to grasp t he ej eak er t s mor a .L ur ose ,

not f rom a ny r evela ti on on h is rar t bu t from t h e ve ry qual 

i t y of hi s ch a.r acter.

I t hi n).: my me ri i ng i s obv i ou s enough . If , f or ex rn-

pl e , t e ro e t crea te s a t y r ant , and t hi s c ac t er , I i e

r i pi des ' tyrant , con f "'s es t a t e vil vio a te j sti c e

to wi n t h e t h r one , h i s di scourse i s n ot r roperly indi cative

of char-ac t er- i n t e Ar i s t o t eli an s ense . The r-eas cn i s t a t 1 31
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t e ac to r , by hi s own r evelati on a nd wr t h no ak dLl, .on t he

I am angered no w wi t h no mean
anger but ° t h t h a t wh er evit
I l ea r ned t o s ck citi e s . 5

I n Virgil \e h av e ~ no ther exampl e of the Se e :

Anna - - f or I will ovm i t - -s ihce
t he d'ea th of my hapl e s s l ord .
Sych aeu s , a nd th e shat ter ing of
our h ome by broth er ' s murder ,
.e (Agnea s ) l one ha s swayed my

wi l l .

They do no t , i n their di scourse , displ ay t he cha r acteri st ic s

of a t y r ant , a an in a n g e r , or a l ov e-lorn ,vo n ; t .hey ma e,

rather , a n op en co nf e s si on of t heir fee l ings .

On t he oth er hand , the fo l lowing s r eech is truly i n-

di cati ve of ch a r'ac ter by r ee.s on of t ' e 1 V P, of de s j-a i ri ng

Queen Dido :

I f I h eve h a d strengt h to f or
se e thi s grea t sorro w, I shall
a.Lso , s i ster , h av e s t rengt h to
endure it . e t t i s on e s er 
v i ce , Anna , do f or me- - f or thee
a l one that trai tor ma de h i.s
f ri end, to tl1ee he conf i de d even
his s ecret t h ough t s , a l one thou

nowe st t h e our fo r easy a cc ess
to h i m- -go , s is te r , and humbl y
addres s our haugh ty f o e . I nev -
er c on sp i r ed wi t h the Daria.a n s at
Aulis t o r c ot ou t t he Tr oj a.n r a ce . 7

1 32

Fr om er words \e co me t o know t e ev ery f ee ing of woma n

lilia , r l t nugh she h a s l os t a l

to in bac ' Aen eas ' l ov e .

oj.e , s til l tr i e s every mean s

1e 6 .eech of F i ng Lat i nu s to u nu s a t t h e egi ni ng
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of the t welft book of t he en ei d , a n d som e of Turnus '

r emElT s i n t he c our s e of t he same boe ar e a lso ind i cative

of character . lo t i ng is more r evealing then the wor d s o f

the a g ed Anc h i s e s in the s i xth boo of t h e same : 0 e]'"'" \l en

h e r ecogn ize s his son . In t he Gr e ek E j Lc , seme of Ach i L>

l es t i spi red s_ e ech e s r eveal h i s c h a r &c t er, end e sr 8c i a l l y

i n t h e bo o tel l i ng of t . e emba ssage from g ew.non8 c a n we

recogni z e t h e era fr om h is wor ds .

In t hi s r esr ect , t h e older v~iter s excell t.e t wo

Sene c a s , espec ially 'a r c u s ( Senec a t .e Elder ) , a n d muc h

mor e t .e a t e r wr i t e rs wh o se work s a r e pub l i shed i n tat 133

vo l ume wh i ch g oes u nder Se nec a ' s n ee e . F e nce , our ex-

a mple s ~i l l , f r r the mos t r-~ r t , be t c en from te o d e r 8 U

t io r s , v.e do not posse ss a co r pu s of Latin Tr8ged~r t t is

dr ama t i c i n t h e j r cper s en s e <. f t h e word . fi t h f ev exc ep 

ti on s , t e extc.n t 1 y s s na ck cf the d e c L a.i me r t s be. ~ e c on 

c e i t s , nd h av e c or r-up t .e d , i n a par t i cu l.e.r manner , t h e d i s

c o rse whj ch i s i ndic~tive of · c h a r a c t er .

'Ie c ou l d t ak e our examples fr om Sopho c l es , unl e ss we

p refer t o dr aw fhem f r om t h e L a t i ns i na smuch a s we h r v e

b egun t o f oll ow t h i s p r ocedu r e . Terence i s by f a r t h e

l eade r . n thi s f i el d , c.nd we c a nn o t re ad or r e call t o mi nd

i s c ara c te r d': scourse wi t hou t ex p erien c i ng t he dee Jes t

pl e UT e . Ce r t a Ln I y e , above 1 1 t.h e res t , u i d er-s t o o d t h e

nature o f ch a rm fi nd h a s g i ven excel l ent ex r es s io n to t e

p r i nc ipl e s on ch aracte r ou tli ned by Ari s to t l e i n t e second
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book of his Rh e tor i ca . I C Terenc e is truly t he da r l ing

of the 'u s e s and the de l i gh t of t h e s tage . The f'ur t h e r

a wr i te r f a ll s s .ort of Teren ti a n e e ganc e , e a c e , ~i t ,

and c ha rm , t he smaller i s h ' s sh r e of r-e f'Lnemerrt i n ' t -

ing .

Horace , a cri t ic of ee n di sc ernme nt , everywher e in- 134

sists o n t h is . l owadays t h e you nger Sc a l ige r , before hi m,

Er a smu s , a.nd Var r o b efo re both of t hem, und8 s t ood Terence 's

peculi ar exc ellence . Varro h ad r e t s on f or h is sta temen t l l

th t 'Caeci l ' us ' s trong po i n t [ s p l o t , Terenc e 's "a s c a r -

a c ter , and Plau tus ' was dialogue . And he ~tat e s t t e s e ch ~ r

a c t eri stics i n t hei r Ar i s to t .el t a n order : "' lo t is f i r s t a nd

mo s t Lmr o tan t , t h e n ch a r ac t e r wh i c h . s nex t i n i mp or t a nc e ,

a nd finally di.a l ogue h ich is t h e least i m o 'ta n t f the

t rr ee . \ 'e h av e ncted else h er e t he re sons fo r Varro ' s

rref ere rice f or Plautine i a l ogue . V~rr o , h S t e a n c ient

i ters .[ v e men t i oned , w' s exce ssive l y devc ted to t h e ar

ch a.ic l a ngu a g e of cW1 ea r l i e r d ay , 'I'h o s e wh o r e ad "emo ti on s"

i nste ad of "pl o t s" i n Vc:·rro ' s s t a t ei ent do so becau se

C a r i s i u s a t t r i bu te s to Caecilius gre .t emotion&l powe r .

They di d n r t , h ov ev e r , u n ders t a nd t e mea n i ng of plo t , or

the pos s ibi l ity tha t one a.uth or cou l d p o s ses s srill i n bo th

fi e l d s .

He r e ar e orne exam l e s f r o Tere nc e . F irs t , a mi d

ch a B C t e r:
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By heaven , I be l i eve . Fer I
know your ch ar ac t er " s one be -
ti t ti nL a f r-e enan , Bu t I am
afrai d y ou i l l bec ome t oo car e
l ess . 12

An i r a. scibl e mF. n :

.oe i s me l wh a t shal l I do?
\,-h o.t shall I a ch .ieve? '~h t
aha'lL I shou t out? I,ha t c om-
l ai n t shall I a e? 0 heaven ,

eart and Nep t une 's seas !13

A l a d in good fortune :

,rayn ' t I now break ou t i nto
ecsta.sy: 0 h ea ens ! t hi s is a
momen t ~hen I could bear di s 
sol u t i on f or fe ar li f e rollu te
thi s exul t <. ti on vrj th so e ti. " s
tres s . 14

An old man i n distress :

,nat t he plague doe 8 t h i s i l l
l uc mea n . I can 't a c co un t for
it , only I believe that ' s wha t
I wrs bo r n fo r , end ri ng d j s 
tresse s . I ' m t e f i r s t t o be -
co e awa e of our t roubles , t e
fir st t c fin d -everyth" ng out , t he
fir st t oo to give t e bad news .
Any troubl e and I al one bear the
a nnoy a.nce . 1 5

A oman of honor TIO f Onds h er hu sba nd gu i l ty of a du l tery:

Wa s t here ev er a ny more mon
s t r ou s d ckedne ss? A11d 'Then
it 's their wiv es , ttei r you th
is a s t !16

Here i s t h e e j e ech of an ol d man ....rh o j s t ly and cha r a c t e r -

i sti ca l l y descr ibes ond urbrai d s h is eon :

I aID r ee dy t h e. t you sh ou ld be
ca l l ed my son just so f ar a s
TOU do whr t bef i ts yo ; j f r u
a c t other ri s e y o wi l l see me f i nd the
f i t t i ng ~8Y to d8[ 1 it y ou .

135
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Ay , a l l thi s c ome s mer e l y
from s uch a wan t of em loy-
r en t , .• len I Vi' s y ou ng I
\~. i dn ' t bu sy mysel f wi t h l o v e .
r o , Si r , I was off t o As i a be 
c a u s e of my Lack of mee n s , arid
t here on a s e r v i c e , a c t ' ve ser 
v'ce , Si r , got bo th mo ney a nd
glc r y . 1 7

Here i s the s ame old man , n ow r e p en t a n t ~i th t r u e f p t h e 1y

a f f ec t i on b ec au s e hi s son is gone , ba.n i s ed 'li t undue s e -

v e r i ty a s t h e f ather h imse l f adm i t s , Af te r I en t i oning the

g ood ser v ic e s o f his s Lave s , h e g oe s on t o s ay :

Th e s igh t s e t me thinking . ",1 a t ?
a r e a l l t h e se men t o b e s o s oli c i t 
ou s orr my a c c ount on l y , for . s a l e
sat ' sf~ c tion? Al l t h e s e m i d s to
10 ~ t o y cloth e s ? All t i s v a s t

ou s e o l d ex!end ' t u re tr e f a Ee
onl y , \fhi 1 e my only 60n , .no ~ cu l.d
h ave s 2 . ed t h e . en j oy me n t e r..u 811y ,
no , h a d more of i t , s incE. out 's
t . e t i me f or · n j ~ ent , - -I < e dri v
en th ~ p oo r bo' out by m - i nj u ~ tic e . 8

Be cause Te en c e ' s Lang g e e.Lwav s g ' e s [; f I r t i ng

c r acter ' zat ' on , i t i s Ql r ay s mr s t li f e - i } e e nd , &6 a

r su l t , t ouch e s our i nmr s t f e e i n t s . Coul t lef's exr 1es

c ould be a ddu ce d ; henc e I pa. BS t h em by . Th i s qua l i t y of

j s never ent e rs t h e mi nd s of t h o s e ....h o ar-e onl y page r f or

a Laug -- t h e a r ch - enemy of &11 t.h a t i R seemly . Ind e e d , i f

one i s not caref u l , t h e qu a l i t y of j r-opr-Le t y be comes an

occ&si c n fo r comi c tre ~ tment .

I t is i1 p or t an t t o n c te t h e f a c t t.ha t l a n gue' ge v'i 1

d i f'f' « a c c cr-d i ng t o t e d i f'f er-e n t tyj e s of char a c t .er , and

t a t Tra g edy '" r lays t e more seri or s of t ese t . e s . I n

137
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r ' e to t e f a ' n ~ u t t h c t f r j nc . "'t . p d -

e ed t i n t de l i nea t ion f c .fr' ct f r e t , t.h

ch r 'cter ust· e od- -\ h ich c 'l s ~ o r f urtr er ex 1 n~t ' n .

r. n t f' f ul "c Pl a to f ou nd ' t c e dv .e s: t. f . c t

t r . ' t . i i a t i cn c ' n .p s nd i s i nc nei stent . 2C I t i

t, t e s , Q oc ca i n off ers , cod c.. d a d l ' e , end R 1 t i e

it i it tes t e ad a l one . ,e ed be f or e , t e r i nd of

m n i c s i ly d ec e i v d t h ' s r e psen ta t 'r n . e

ee n . c t ' see 1 an f t ff ' l

e t e rn t e e cd and r d ' i c :i s r e s en t ed t o

tr 'r c e t , e rri t o t es bet - ' nd of c or c- ct

e r e ore rer n:i c iou s . r inc ... e t . r t . i ~ n

ec a se , by th ' . to en , t th .. t r e 1 ec o e

sc 0 f r vic p r- t h e t ..r n ...11 th e ('Ire "' 0

E' r r- 1 er e incl ' ne d t d t en t r : n

39pnc t 11' t i f' t . e ' l ,to ' C 0 en tc t or

ex ~ ' n e L e nd f or l a e l~ ; d t . e ~e". - r Tl n

e '"' - r p t '1 . SF.' t .c t nC' re t F" tC' p dc- o

'nt +- d t F t ~ t e xc e t t .e ne .... r , '" -- d (\-l' ~ 1

' n c o n ~ s t c " i ptes r F d e 'c r<- ~ {"' ''cd p-
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The r e s t give l easur e but tea ch n c t h j ng ; of t en t iey in

f ec t and corrup t character and , hen c e , tley do more h &.rm

t h n g ood .

To mee t th j s ch a r g e j~i. t otl e ~ : she d th ' s tc b e h is

r r ima ry j-r e c e j -t r-eg urd i ng ch ar a c t er , name l y , t h a.t it b e

g eod . In t he f ~ c e of P l a t o ' s de n ial he &i n t a i n e d no t onl y

that t he ch aracter s of a Tra g edy cou l d b e g oo d bu t t hat

t h ey sh ould be go c d in sof ar a s t h e l a n of t h e ,l a.y ' au l d

a l le,w. He r r ov e d h i s p o i n t by ex amp l e s f r om t h e t r a g ic

p oe t s , rh o f ollowed th i s ru l e ev en t h o ugh j t h ad n ot ye t

been f ormulate d .

The l a ter critic s who av e brand e d s o e of t h e o ld

p l ay s wi t t h e a c c u sat i en t h s tall cr mo s t of t h e C ra r a c t e r s

r e ba d 'h o l d t h e :::B ie v i ew. Eur ir i d e s ' Ore s t e s a f f o r ds a n 1 40

ax a mp Le i n wh i ch t h e ch a r a c t e r s of r 11 t h e ! ,r inc i 1 s.c t.or s

a r e bed ex cey t i n the c a s e o f pylade •

Ari s t o t l e ' s intention ..a s n o t t h at o nl y the moral ly

b e st characters b e shown on t h e s t=f '~ , or , if o the r ch a r -

e c t er s ar e shown wh r a r e obviousl y cv i L, t ha t t l ey mi.s t

be j- o r t.r-ayed a s g ar d . · lI e ean t th e t , f a r as wa s p os s i -

ble , t he poet sh o ul d br i n g for ward i n t.h e s a.me rLay more er-

sons of hi gh mora l ch arac t er j f or , 601 t h ou gh bo t h g oo d and bad

a r e r e qu i r e d in a p lay , an d t h e dr~ na dr a ws its f i t n e s s from

the one a s ell s t he other , moral ly goed c c r a c t e r s a e

referable inasmuch ' s , wh en s e en on t h e s tage , th ey a r e mor e

benefi c ial to t he a u dience .
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The sec ond po i n t is to ma -e t h e ch ara cters a r :rrop r i a te .

A r r opr i cteness n eed n ot c on f l i c t wi t h g codn e s s s inc e g o od

ch ara cter s di f f e r gr ea t l y not only f ro b ad bu t even ar.o g

t h emee l v e s , Fo r i n s t.anc e , t h ey d i f f e r a c co rdi ng t o s ex ,

a ge , arid condi ti on . Gor gi as used t o SCNy t ta t , whe n v i r tue

Wi: s t he to pi c f or discus s i on , it d id n o t h ave to be exam

ine d g e ne r i cal l y , nor was it nec e s s ary to c onfuse the i ssue

by trea t i ng of vi rtue a s ~ wh oLe , He t iough t t h ' t t h e ind i 

vi du al vir tu e s ough t t o b e c on si d er ed i n ord e r , t hat is ,

ea ch on e shou l d be i v e n h i s own .

Pla.t o · in hi s Me no 2l nd Aris to t le i n t.h e f i r s t b oo : of 141

t h e Po l i t i cs22 h old to the s ame or i n i on , e th er one l oa s

a t t h e in t e llec tua l or mor s.I vi rtu e s , • e .il l find a g r ea t

di f f e r enc e e ~ c ording to t h e relati on of t .e subj ec t .

s ex , m8n ' s vi rtu e d ' f fers f rom woman ' s ; ar to a g e ,

s t o

vi rtu e i n c . bov i s no t in ~ ma.n ; a s to c o d i t ion , th e v ir t u e

of a mas t e r diff er s fr o t.h et of a s l a.v e . ] '01' ex amj J.e , t e

in tellectu 1 'v i r t u e of r r-u d nc e is 'e ' - in e wcman , : rq' e r 

f ect n a boy , a nd non- exis tent i.n a s l av e , 'I'h e same is

true of the de l i b e r e ti v e f' s cul t y and of w s e 0 11 •

Hence Eur ir ides i s deservedly cri tic ' ze d f or Ju tt i ng

t h e b r-fL 'l i an t refl ecti on s of An axa or a s i n to t h e . r u t h of

Ke nal i I 'I e . 23 He a.l so grc .n ted t h e vi rtu e o f r u d enc e t o

h ' s f eme.Le ch ar- ac t el' 8 and of t en J . er-mi t t ed the t o de i b ere t e

on e t ters of t h e g r-av e s t Lmp c r t , 'ere e s bo t t . e sc qUe l i -

ti e s li e b eyond 'th e nature of 'oman ' s c a r -ac t e r , . e ' er~-

ne s s of b ody and mi nd chara c ter is ti c of the i r s ex fP bee n
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a ssi gned t c t e by Ul i an , the L awy er , w i Le c or. en ting

on t e senate 's decree nam ed af t e r C. Ve le i u s Tutor.
2

n O. in other ra s sag e s of hi s wr i t i ngs . J u s t 8 S Ulpi an

points a t wom&n' s l ac of obli ga ti on , s o , on t he s t ee,

t e de l i b erat i ons of a wo a n are u sele s s and v a i n ,

e same s true of s l av e s , I e an the s Lav e s S ' en

on the sta ge wh o a r e such by natur e ' s ch o i c e and n o t b e c e.u se

t h ey wer e c aptu r ed in wa r . This is Wh y t h e ph i losophers

\ i sely j u dge t a t since t he v i r t u e of s'Lave s a nd boy s i s Lm-

perfe c t , t h e slave ' s mus t be wi t h r e fe ren ce to h i s mas ter

1 4 2

and t e oy ' s Wi tl efe~ e nc e t o i s f at er e ei ther s v I : -

tuou s w· t referenc e t o i mself . I t i s enough f or t e boy

i f C8.n ob ey i s f ath er a nd t e s l aves t h e i ma.s t .er ,

e nce t h er e us t be ~ grea t d i f fe rence e t ween t e se

ch a c t e r s a nd ch ar acters b el ong 'ng t o a t er c .Esse s , j u e t

s t h e c . ' r cter of e woman mu s t d i f' f r f r on t h e t of c ma n ,

ey 1 s t n o t only a ve v irtues c o mn t o b o t h in diff er-

ent degr ee but should po s s ess entire ly d i f feren t c t:;,rac te r 

i s ti cs . F or exampl e , Soph oc l e s 25 [mel the c omic p o e t ],fe n-

a nde r say that silence i s oman ' s gr e a t es t virtue, u t no

one p r-a. i s e s it as a v I r t ue _,r a r er to a ms,n , On t h e at e r

a nd , coura ge i s en 's r r i mar y virtu e , bu t no one demEn ds 1 43

c ou r a g e of b womon .

The t hird point j s to .ar e t e c arc c t e r s _ i e t he

real ity . e c an be u n l i -e t . e e a.Ld ty i n t wo way s -c --p .r t -

l y or e n t i r e l y . t wau d b e e nt i r e l y unre a l , f or exa . l e ,
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en ' t is ~u: e c lear t e t ~ [X , ' rCiVP , • <. r i 'e ,

c onquere le , cn i£n ran t of 11 . re t enc e , i e

a s ea c f ul , t Imi d , .i I y , e nd s r e .d , It" d r t i .

1- un Pe l if , zf te r an aut or d b e un t d i c t j cx , h e

sold devise fo r i qur l i t ' e s cl t c(e t e r a t veri c nc e ;t

th e c ar r c te nd d' s o si t i r n f C. J • '0 c C E' t ouc on

bot c ~es in t e fo l ov i ne line~:

You wh o wr i te , e i t e r f 110 v
tr di t ion or i nv ent "uc f es
CiS re n t i nco n r uo 8 . I f ~u

eve to rerresent t e ren 0~ned

Ac .i 1 s , l et " be Lndefa t i >

c l e , ,IT t ful , i n ex or ble ,
c o 1' '' eou s . Le t hi deny t r t
1 ,s e e n'de fe r h irn . 26

r 'stot e drer ' dist i ncti on en d cEl l ed t . i s t n-

r eel 'nd t~e second "n con s i pt en t . 2? ence , hi s l e s t oi t

i s t ha t t.h e C H T ct er s b e c on sf s t.en t -c--tr ' t is , t " e t t e

e e erson be al " " t h same j t cu t a ny c eng of c .' 1' - 1 4 4

c. c t e r , If , for i ns t ance , C ['Tb C tel' is j- o r tr- s y d a s c s

c r el , or wr .. t f ul r t the b e I nn l n , l et c on t.I

i gh t t o t 1e end of t h e rl r , Th s 'e . 0 ~l good -'"' or

a c r re cter ho is ch c r rnin , ' i n dl y , En d n i d t t .e

of la .

en '1g

ut so eti es i t s rossib e t~C't a c . re c ter 0 C t

to e nco n,i t ent , ~ C l o S 0': , . 0 S 'd' nd ten l' e -

t n to C t rri nd , Then. e u s t Ie c n s i st.er t.I ; n-

e on s i s t nt - - th [ t is , t. si.. :' t c. b ~ ' t " end co n :, s te cy f

at. c s ec t s !"" t e r
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a c t er , Just s \.i t s tructure , so £ 1 6 0 i t c ar a c t er , e

a t 1 0 _ t o . a t j s ro ab l e e nd ne c e s se r y ; it i E ne c s c: <..r

t c t ne .' 0 , a t h e s y i ng (':oes , E l ' c i d ' t e if f e- e

i c nsi ste n t . s t i l l , in thi c ve r inc n s 'ste nc y , t~er e s

~ c erta i n c onsi s t e ncy en , a c c rding to t e t\ IO me n t: 1

fj s t

s t t es , di f eren t c h s.ra c t er-Ls t dc s r t" a s r i c ncd to t1:e SC;l)'1e

rer s on .

,Ar i s t o t l e r e ar' s t ~ t -~ur ir i de s sins gui n s t t

r l e 1en , i n hj s 0 es t es , he ria e s He n elaus ba s e c pr - 1 4 ,

c t er, a l t 0 g the s tory did not re qu 're it . 2f Bu t [ gOl d

o e t , Lk e a. ood }'s.inter should c< Lway s se -1, tis e s t ,

es e C:c J .y j n Trc edy v i c i mj t r t e ~ t e b e tte r t nes .

Eu r jpi es a l so s ins agains t t . e "'e c n d u e ~ en , ~ s ~ f 

r ee dy me n t i on ed , he rresents a l:elan; _re . 0 s r e ::> s c e v e

s!' eech e 8 .

l I t ol gh J i stotl e gives no ex r le , e s c 1Y u~ s i s

Pi ns t t .e t h i r d r ~ e . s :Ui o C r y so stom2 t e .s s o

Ytel , e brough t on t h e st&€e , in 's Pb i L cc t e t.e s , ", 1')

Uly sses ' h o a s n ot wi ly ~nd tre~ c erous I i e t ee c o re s ond

in ch a r acter i n t he pI y s of Eur ir i des a nd 30r h oc le , but

wh o '''-= S stern nd or e s ev er e t h an hi s c ro' c t e r r qu i e d ,

Eu r i i de s s i n s a g in agadn s t the f our th r u l e . The

er o ' ne of his Irh i ge n ' a -! Au i s i s ridi cul o ~sly i nc on s i s 

te n t ; t firs t she b~se ly rr '" to &v e t d p t , and a ' t t l F

1 ter , i n n e n t i r e Ly i nco n siste nt mann e r , F e il- ' n{" l

f fers herself to t h e s a c'ifi ci al -ni fe . 3C
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At L: s t ·r ee t r e we c . e l ' r"S

f , f et er ~ nd , the ~ l t 0

'.r 01 ' , and , t h e , t"c tp<:: t end be s t
of sigh t s t o .T e t eh ed c ' l e 6,
st e t c nf n,t 've n:l ~ nd

c e r ::- l O d R (j f f t er t. . gcd!"
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t e re r e ) .

pr s en t Lv Sen c r ev e» f' Thy e ste s s r (' Sf) T" e

s e ec egi ne as f 110 s:

F~l ,e , bel jeve e , are the ti tl es
t a t g i ve gre- tness charm; idle
our fear s of h ardshir .32

Final y e is e en el i gi ou s :

• •.. l et \ i ne be po u e t o ur
ne estr go ds , nd t he n be

qU<.ff ed . 3

But he filed to ive li m ~ c. r a e t er t 1Lt was I i; e t e

r e 1.' t y or c ons i s t ent . _ :fo one \.-' er rig ~ t i n e re t ing

s o i ne ons j . t e n t z Th e s te s or ever elieved he W[S F e r -

~ e tc r i e t .at .
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Th e third part of Tragedy , t he
t h r e ef o l d e lement of tho ught .
The f irst of the s e whi c h t he
Gre eks c a l l t he sentiment~

Di fferent opi nions on t his .
Aris totle 's op inion . I t s func 
ti on . The s ec on d , wl: i ch the
Gre ey s c a l l t he max im , wi t i t s
different typ es . Ar istotle ' s
di v isi on of t hem. To wh om they
should be as s ign e d . Their . l a c e
in Tragedy . Th e t h ird . I t s use
a nd abuse .

The discussion o'f t hou gh t f ollows on the tr e atme nt

of ch a r ac t er. Si nce the t ho u ght e lemen t i s not pecul iar

t o 'l'rage dy but c ornmo n to t he wh o l e field of elo quence- -

indee d , ch aracte r is ore essenti a l to Trage dy- -Ar is to t le

tel l s us t h at he has discussed the thought ele ent at

s u f f ic i en t l ength i n i t s proper p lac e , namely , i n h i s Rhe to 

ri c . l In t h e Poeti c s ,2 a s t h e pr ov e r b g oes , h e me ely

"p o i n t s out t h e s our c e " .

He nce , we , t oo , sh all t r eat i t bri efly , bu t somewh a.t

mor e cl e arly and fUl ly . The thought e l eme n t is t h r eefol d .

The fir st is wha t the Gre eks c a l l ed s entiment , the s e c ond

t hey c a.l l ed t h e maxi m. They apj-a r en t .Ly knew n c th mg of t e

t hi r d , a.nd t h e l a t e r Roma n wr i ters s e em to h ave been entire-

ly t oo fo n d of i t .

The fir st i ncludes almost every men t a l concept whi ch ,

147

once forme d , we ex p r e e s i n t h e var i ou s .Ln d s of sen t e nc e s . 148
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Some of th e Gre eks t err ed i t t he cas t of <> eech a nd it c

e r ed .c e d to so e s even tyyes . ~ I. e e i ther sun ~ o n , s:

Co 1e h i the r , l ovel y ny : 3

or we c ow~and , ~ s :

Go forth my son , c 11 t1 e
zer y s ,

or we ask a que sti on , FS :

v.~y , \ 0, mos t : re sump tuo s
of out s ~ bade ~ ee invEde
our home ?

or lie express a wish , a.s s

o 5f Juriterould bri ng e
'br.c ·t h e y e ar s t a t [ e s :-ed : 6

or \~ swear a n oa t , - s :

I OW be t he Sun -nd t 's - r t h
wi tn ss to my j r y er . 7

or ~ le m .n i f e s t ur j [) , s :

lrt th ou come 2t ' s t , a nd
c th t elcv e t ry f at e r

looycd f or vr n uis ed th to jl
some aye; 8

Th i s l a.st , be ing a.L so a ques t ion , c an be c La.ss e d wi th t"le

sec ond t yre en t ioned &bove . Fi n 11y , we mp.y _E e a s im. l e

sta t ement , - s :

Our kin~ was Aene&s : none
more r ighteous than he in go od
nes f. , or gr ea t er in r and de eds
of arr s . 9

e l e st of t1ese t yr e s i s t~e only one \ h : c dm"ts

of trut or f'a.Ls i t.y , Theref or-e , it is called an "ax.i om"

b t e s t o ' c s , " 0 h r v e wri t t .en a t SCTJ1e le ngt on these
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ca s t s of di scour se , for ea.ch of whi ch t h ey had a srecial

name . " e woul d. ursue t h i s subj ec t diffuse ly if our wor 1 4 9

we~ one of crit "cal os t en ta t i on and if our mot i v e ~~ s a

v in di s ", lay of eruditi on r ather t h a.n sheer u tility .

Fa; Ar i s t ot l e , l C the se were f i gu r e s of di c t ion ra t e r

than ca s t s of t h ought nd h e was of t he or i nion t hat t he

poe t ne ed not pay t oo rruc h a t t en t i on t o them. Nat u r e , h e

ma i ntained , d i c t ate s these fo r ms , and it i s more t h e 'wor k

of t he ac t or t o ta e ca r e t o enunciat e t em than of the

poet to c omp o se t hem.

The old m~ s t e r s of rhe tor i c ma.de five divi s i on s of

t h ought ( ~ nd t r e Et ed t hem ~t such l eng t h a s to m~_e t 1e

reader sj ck) , - -demonstre ti on , refutation , emotional a peal ,

amp1
0

f i cat i on , an d diminution . ie de mo nstrcte w a t is not

c l ea r ; 'e refute 0 r opj-o nen t t s argument s ; ve a p j ea.L to t . e

erno ti ons when our r ea s ons l ack c og ency or hy v;ay of m i ng

them si ny in mor e dee l y; we embellish wh at is me gr e ~1 d

t one do~n w a t is t oo str ong . 11 these t oj.t c s , as I said ,

one finds i n t he wor y s of t h e r hetorici ans .

Aris totle :

cc cr d 5ng to

The t hought of th e pe rsonages
i s shovm i n ev erythi ng to be
eff ected by th ei r l a ngua ge - -
in ever y effo r t t o r rove or d i s 
r r ov e , t o a rouse ernot icn , or t o
maxd.mi ze or mi nf.rni ze thO ngs . l l

This e l ement is a lmos t as extensive in i t s sc or e 2 .S teart 150

of or a to r-y , and me ets t he ey e a t ev ery turn in Trc eedy .
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neve

s ta t er-on t , s u c h as " l acy :i !" t e c orrtr er-y of ,'1" :1 t e" ru t

or ~ Ru ch AS ET0 c onc e rned ~j th qu e s t :i c n p of r r pctjcEl c on -

duc t, courses of : c t i on t o b e ch osen or av o i d e d . 1 2 For

ex amr] e:

He wh o can f orb' d a s i n and
f ai ls t o d o s o, bids t e s i nn er
c omm! t j t ,

\

SOJ1 e t im e s t h e r-axf m j o i n ts ou t a. truth , as wnen I say :

Vi r t u e i s t.e mea n e t ween
t he pxtr erne s of v i c e .

Af8 ' n i t tel ls wh r t i s fi tti ng o r sui t.a.b.I e :

I t j s th e j a r t of - i i gh t y
l"10naT C. to gi - 8 c c r r-ce to a

ing .

\':1 th Senec, :

Be nd y ovrcel f to thi s th~t y ru
b e mor e Willing t o li s t e n t h a n
to s re:.:; ]r .

s : v
"

T e Vii s e l~an of t he eb ews ex j r' e s s e d t h e s:· r e sentiment

Store a way yr rr t .o nr-ue c s :'011

do yo ' r t r e asur e .

Or it d ipsuades us , a s when I s ay :

Avo i d an i n q : s i ti v e irnr erti 
n e n t tfe l rv4. J 3

Or it e r e Ly 1'1 • e a a s t s t e r e n t , ;:. s when I say :

151
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o t e s k e ep to t he tru t h i n f act , bu t go beyo nd i t in t h eir

Fanner of ex: r e s si on, a s :

11 an is a bubbl e . 2C

Aristotl e , 21 t oo , has r educed t he maxi ms to fixed f orn s ,

bu t his c l a ssifica. ti on differs fr om the one we have g i v en .

He firs t gi ves the s imple maxim, as :

Chiefest of blessi ng s is eal t h
for a man . 22

Th e s imple maxim i s t wofold . Ei th er i t ex r r esse s a se l f -

evi de n t t r uth (a.s in t he example I have j u st g iven- -fcr no

one woul d dQubt the truth of t hat di c t ) , or i t ex re sses

so eth i ng n ew or unex ec t ed , bu t whi ch i s c Le c r a t a gLanc e ,

onc e t h e v i ew i s stated. Berie c : h8,S many such maxdms , a s ,

fo r exampl e , the foll ovi ng:

Lea s t should h e wi l l ~o h as
much r igh t . 23

The second Aristoteli a.n tyr e h s a sur le ent a t t a ched

and t.h i s , ags.i n , i s t wofold . I n the f i rs t , t h e maxi i s

ar t of an enthymeme, as :

One must be moderat e in teach
j ng f or i t brin~ s listl e s sne s s
and j ea.lousy i 11 its wak e . 24

The other has t h e es sen t i a l chara c t.er of t h e en thyrne e , a s :

l~rtal c r ea t ur e s ought to cher~~h

ortal , not i nmortal t hOUght s .

Th e l at t er , i.n vh i ch th e r e e.son fo r the vi ew exr r e s se d is

siro 1y i m l ' ed , 2,1' e r eckoned mo re C'lrl' ea1 j.ng . So it was t a t

we der ' v ed grea t r 1easure from the maxim in your Tha.mara :26

1 53 .
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Fai t h t h at leans on r eason
i s weak ,

Bu t enough on maxims . Sinc e t h ey a r e not e s senti al to

Tr a gedy , a l though suitable for it , Aris to t le do c s no t dwe l l

on t hem in hi s Poe t i c s . Yet a tr~gi c _c e t ough t to no w in-

to whos e mou th a max im should be ru t , and wh ' c h ~nd ha t

k ind of max i ms a r e suita ble f or h i s d iffer e n t k inds of c h a r-

"" c te s ,

Generally spea kd ng , t h e u s e of maxims i s more a ~. ro ri -

a t e to e l derly men t han to t ose i n the i r prime , an d t o t he

hero r a t h er t a n to a c ommon ma n . Th ' sis e s j e c ially true

of max ims t.h a t enunc iate a p r-oj-o at t i e n , f o r t h sy amoun t tc

hu an or~cul r uttera nc es . B t exrerience comes next to t he

di v ine [ a s ? source of wisd om] . Since a mex i i s , a g en e ral

state e n t ga thered littl e by lit t l e from indi v idual eXTer -

e nc e s i n li f e , a n d s inc e t h ey c annot be und e r s tc od excer t

wi t h t he h el p of ti e a nd ex yer i enc e , t e u tteri g f a.xims

mu s t be sui t bl e for t h at a e ~1i ch by c ommon con s ent gar -

ners univer sal t ruths from i n divi dual eXl e r iences . The

elderly man c a n do t h : s , n or need h e S tl r l eme n t i s maxim

wi th p r oo f. His ex perience wi n s fe r him r e s j-e c t and c r e-

dence .

Secondly , l et t he m'xim be on a subject i wh i ch te 1 54

s j-e ake r is exr er i e nced • . I t is no t aj-j-ropr t a 't e f or a s l a v e

or ~ s e pherd or f or ~ woman or a bey to g e n e r a l i z e on m~ t-

te rs of state , c s tom s of soc i ety , que s tions of p ilo s or y

c r educati on . Tor wou ld I f o 1 w l!iu r i r i d e s in r u t t i ng 1 &X-
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Lms i n to the mout h s of t h os e wh o h v e r e c r- n t Ly suf f ered C'.

grea t d 's ster . In this way they gi v e the ar r ear'nc e of

being witty or wi s e , wh i ch confli cts wi th n~t t h ey f eel .

l\fo one

reason .

o s overcome by the vi ol ence of his ~ ~.i n can

u t , as t he phi lo so h er s r eali z ed , the max im de -

rends on on e ' s .ower to r-ea son b ec au s e it r r oc e ed s f om

indi vidual in, tance s to uni v er s 1 t r uth s .

I i g t men t ion as an instance in Toint tle or ening

of Senec a 's 'I'r-oade s , which i s of s i nguLar x c el eri c e , e t

I n ow men W 0 co nsi der it unsuitable because of Hecuba ' s

g e: t gr: ef . on t.h e ee i s tha t brilli c.nt sc io Lar ,

f r iend , Apo Tl, n i u s Sc o ttus \: 0 is en onor to h i s high

o s i ti on . Sti 1 Buriy ide s is t f a.u l t i n mo r e Ln at.anc e s

t n Seneca. .

,:cl.x " s h ave t wo sje c i a l benefi ts , ev n i n 'I'ragedy ,

Fir st , t ev
T : e l r t o a rous e t e ernot i r n s , 8 11 c :- er s n

general tru t h th e 0 i ni on . ;ch e 155

h " s el f h olds ~ bout a rar ti culcr caee , e ca nn0t .e l he -

ing JT1 0ved and feeli ng j oy i n is 0 J . Thi c is eSlec ial l y

so , en t he maxim s c onc ern subj ects 'thr t fi nd. aj j Lf c atdo i

jn s ome j a r t i cu s.r c onnecti on, as , f or examp'l e , jf some on e

jn straitened circumst&nc e s s, ou:"d .ec r So :be cl e s ' max 'm :

Poverty i s a dr eRd dise s e f rr
t e poo r .

Or , w en e ust c on tend wi t a Sl ew f or a ife , _e wi

enjoy Bur i i des ' li ne s:
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Though sea a n d ear t r r odu ce
ma ny a monster , no ne lives
more baneful t 1an woman .

T1e Sa! e old s good fo r th e eo 1e a s a whole , nd

d ama C E n be mrre r e a d ' Ly c c ommo dz.t e d to the eo pLe tha n

to i ndivi du 1 s . For exampl e , i n the day of tIe d e ocr cy ,

the thenians ga v e grea t .raise ·to t e s way of i ngs . e

ree. s on ~ s t a t t h ey fo u nd p l easure i n P ame r ' s ax i orn, wh e e

t e ru l e of the many i s s corned and supreme s way i s in t e

h ands of one ruler . The maxim run s a s follo ws :

A mu l t i tude of ma s ters is no
go od t h : ng; l et t h e r e be one
mas ter ,' one ing , t o ~ om t h e
s on of cr c o ' e d-c oun s e 1 i n
Kr ono s hath gr a n t e d i t , ev n
t he scer tre a nd jud~nents ,

t a t e ay rule amonc you . 27

The Ho an s raised liber ty h e n t .ey were ruled by em-

e ro s , The" l oudly a p lauded '-::u r i ',d e s' dictu

2 0 tn jng d e s troys a stcte ore
tha n t h e ru l e o f a t -r &nt .
,h en a i ng ho lds ' sway life i s
not live d u n der r opu l a r l 'l ,
bu t he comma nds bo th s t a te nd
1c:vv . 28

'"h en a max irn c a nnot be coi n e d , the tra gic p o e t shou d

u s e one a.Lr e ady at h and . If i t s mc a.n i ng is not obvious ,

it mus t b e bols tered by a ddi n g a r e a s on . For exam 1e , :ti en

EU i i de s s ays t a t childr en o ught not to b e educ ated he

It make s t '-l.enl i dl e ; a n d t ere 
wi th t ey ear n i11 - wi 11 nd
j ea.10 usy t h r ough out the city .29

.5 6
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So it i s t. ~t some au thoriti es d 'stingu ' sh on l " t wo

k inds of max i ms i t io se wi tho i t ca,n exp l.a na t or-y r ea eon , " r c 1

c. re Lmmed l a.t e Ly ev i de n t ; a n d t os e wh i ch b e co e clear in t e

li ght of t 1e d ded ex p l a na t i on . ence , oe t s wh o e v e re-

c our s e t o the s to i c p aradox de .a r t fro the t r adi ti r na.L ma x -

im because t he se T8 radoxe s e r e mere popu l.e r f orrnu a s c. nd _d -

m ~ t , a t mo s t , a n i p roba.ble .r o of . 'I'he a u t h or of t he T ebais

is such and h e is Ii. t tle mor e t han a s i l l y eda n t . 30

The sec a nd be nef i t 31 of t he maxi m i.r:; t h at its dd i t i 0 n

inve s t s (1 spee ch lith moral ch a.r c t er , f or t ole gnome i s t he

u tterance o f a mcr&l mind . Generally speaki ng , i f t e c~-

i ms are sound , the~r di spl ay t h e s. ea <er <? S a man of s ou nd

mo ral ch ar-ac t er , For ex mp l e , when Pyrrhus s ays :

' fua t e ' e r he wi l l , ' t i s t h e
v i ctor 's right to do . 32

Agamemnon r e r l i e s:

Le ~ s t s oul d he will who h F s
much ri gh t , 33

1 3x i ms are em l oy e d : n , at c s t , t hr ee wa s . Fi r s t ,

tlley may be graf ted on here a nd t here in t e c ou r s e o f a

s j-e ech , or h old a p lac e of p r omi ence a s in t h e f ol l owing:

Dea th wei gh s h eavy on him h o
di e s we Ll. e known to a l l , whil e
h i self he did not n ow. 34

Or seco ndly , they may be scatter~d t hro ughout ~ s pe ech and

join e d on e wit ano th er , Thus He c uba f or s f x t y -i e i x line s

in t he pr ol o gue of Senec ' s Tr oades r r oves t h C't h uma n ha:r -

157

p iness i s fr a i l . Fi nally , max f.ms Play c on sti t ut e 'h1ar t fo a
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e r i od ic se t enc e sue a s t h ose \'11 ' ch m. v e O'T ear t , C:. d

a rouse our admi r a t ion i n t e 'or s of 'T .c i t ·S .

The ti d a s j e c t of the thought ele en t i s v c t t ' e

Rom"ns c a ll c r- ri t.h v or sur r i s e- e nd ii g s t c t e n t , Su c ~

s t te en ts used t o be e 1 loy ed a t t h e c c c Lu sir n of a sT e c h

and la ter a s a means of n l ' fi c c t i on . T e l ong s eri e s of

sen tent ious say i ng s i n t h e fina l ch a r t er of uinti i a n 's

tre ti se on t h e educ a t i en of or-st cr s s e ems t o r r ov e t Ci t t e

e:ri granrrnati c el emen t h ad f ou n d a pl c e i n li t er a t u r e . 35

Then , liar ti a l , who se t er se sty l e VI s l n a dv a.nce of : s 1 58

a.ge , be -owed fr om t h e G e r r s t h e i r not ungr-ac e f'u L i t s t i 1

r a t e r-ou r- e r ig em a nd a dorn ed i t -j t 1 f c one . si rn , He

' l one made use o f t e ~u g e ncy ' h ~ ch he d I e rned f ron t e

rhetcric i a n s of hi s o~n day ; o th er , it a s a b ,ed it . T ey

not onl y d ' mini s ed n obl e e o t i on e bu t de troy ed c a rac t e r

rid r e ndered Trq:, ed r a wea a.nd sp i nel e ss t i ng , a c that

F biu s found their r lays f l~ t and i nsirid .

E .I gr-ams of thi s so r t oc cu r en dles s l y in the e l d er

Sen e ca ' s Sue.s or i a e and Con t ro ver s iae , bu t th e a n c i ent tra g

i c poets and wr iters i n oth er fi e l d s c l e a rly knew n ot ing

a bou t t h em. He nc e , t 1ey h ave r r eser v ed unimpa ired t e i r

d i gn i t y , ma j e s t y , a n d splendor u p to the day w ereon t ri s

b ne b egan to gri p the l' tera ry world . lye need no t exclude

Ac c i u s a nd a c cuv i us ( o se v ic es out~ei ghed t e i r virtues )

fr o t he li st of t h ose ,h o w re fr e e fr om th 's aff e ctatio n .
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Pe t r oni us i s r · g ' t w en he says :

By y ur e ... t y- soundi ng no t 
. ngs and harangui ng on ab
surdi t i e s yo u h r - e e 6~ en ed

the sub s tanc e of ora t r y t o
i ts des t ructi on . 36

Espec ial ly i s t h is t r ue of Tra gedy . Pe t ro n ·us t en g oe s on

to s y :

Young en were no t y e t en-
o ompas s ed by t he prac t i c e of
de c l a i ming hen Sophocl es and
Eur i i de s fo nd ~or d s f or r r or-
er express i on . The l earned an
i n h is s tudy had no t · ye t de s t r oy 
ed the Ln spir-at don of na ture.I
ge ni u s wh en Pi nd r and t he nil e
l yric r oe t s made bold t o s i ng songs
in Home r i c v er s e . 37

' { a t he mean a d s t hat t he s e oe ts i mit ted Home r i c

1 5 9

di c t · on i n s u c r DS i t i s s i le , l oft nd v i Eor u s - - no t

~ea , not . er v e r se l y i m .a s s i oned , not b Fnded T~ th t h e

ing nd quiv er i ng subtleti e s of e i gr As l on · as 8en-

t ent · ou s say ings er e fe and f a r be t een , t h ey oe casi oned

l ea su r e-- a s i s usually t h e ca s e wi t h t he unusual. But once

they b ee me ov erabundant t hey under mi ned bo th ma nn er s nd

s e ech .

I recall an e i gr DID i n Homer - - one i ntroduc ed j u st i n the

r· ght pl ac e . I men t ion i t to show t h a t 5 0 grea t a man , 1- 0 s -

s e s s ed of god- l ike gen i us , devoted to a l l ur sui ts of s t u dy

bu t espec i al l y to the who le f i e l d of eloquence , wa s awa r e 160

ev en i n hi s own day of what VIa s to be a Lo.t er trend in I i t -

erature . " ec t or had depar t ed , never t o agai n r e t urn . n-

dr omache, was p i teou s ly weepi ng wi t h h er handmaids , a s wa s
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1:39

Co Id t r ey , c 'r tured , suffer
c rtivi t ? id t e f i res f

r c on sur .e t 61 .: 39

s ed i t on Enni ' l i n .s:

n t on t e

e c r t r ed ,
c r ' l d n t €

I f ' u ish ex pI s , co are So c l s '

. ch i s n \ re d t e r -

of Seneca . Y u 'i l l isc ern t e if f e c e L te n 1 1

r iJl i ant , • i e s t i c Lr u s, e i c ti t . t s e[ rene

y nd e ec 1 to t' e ~' ti n e t

c t i v e fer t. e ei i t s of eLoquenc e , - ::.: s tc ~.e el ~ s

c f 0. r s t , n t ' e 1 ~ ' , cf cu: r e

t n'" ed i t .e co~ eo c c e t: c:: :
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Oh , It· t ha v e toiled, it
. r n d s and 'j t m shouider s
, many ~ l r a sh a nd unut t e able
d e d ••• •

I en t e Lati n r oe t t r rnsl t e s th '~ , ' t . 'lmcst [n e~u

dign 'ty of d e tai 1 a nd dic t i on , t ' e s eech uns a l on

out p. f ectati on or red ~ ntic sentiment . e f c t t [t a

l ~ te r wr -i t e r ca n c O.y it su c c e s s f'u L y r ev a s t e rurity

of dicti on fo nd in old Tra gedy .

Vi t the po s s i b l e ex c er t.t on of t he younger Sene c ,

hardly any extant L ti n r ,oe t rossesses t.h i a j -ur i ty of d i c-

t i on . For exan1r le , look t t h e u n ins ' r e d s e nt i me n t of the

oe t c ean He r cule s as h e 8 )e"S h i s las t ords . Fd r r t e u t -

t ers 50' e nc b l e eno u~h t . oL£h ts i n 1 fty l cnGuc

goe s on to say :

If t e f o t e s u nch an g i ng ave
" i l lp.d t h t Y a Vi m ' s ~nd

I f'a11, i f t . r oug d :'st .f f 0

a ee t e t h r e &d of my d e t h h&s
run , en e ! t h ut I j gnt a~ e

f rll en by Juno ' s r. te ! ' Tweu l d
b e by wo a n ' s a nd , but of one
w 0 ~ I d s t h e heav e n s . 4 2

; t .e ri 1 e

16 2

For the s axe of [ si ngle j ar-adcx t h e ~ ' et Li ~s un

/i th 811 Ln s i gndf' Lc on t mor tal oncl 'w · e s he r ~ O J an l L e

Deianir , his Vi if e . F or t ~s h;s rgu le n t ay rroceed . I e

ri ehed their womanhoo d to be t e ele ent c o on t bc t h ;

t e d i f f er ina smuc s De i nire i s m(rt ~ l w ile Juno 's

Sf ere i s ie a v en , As if to say "woma n." Lnc Lu d e e t e nr t i n

of " odd e ss " , 0 t e c onc e j-t "n a n " l ' p t .e concert ('

"[" d " ! A t . 1/: t ' e oets al .o eo r t sexe s among t e

d ' v ' n i t i_ s , t ' , no one ~ u d s e Y n t e af0 re - e t joned
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f sh i on , Thi s is e e c ially true since if you ~ y II d-

de ss" , Y u i m l y her sex , but if y ou say " v.on an II, y ell ex -

c l u de divin i ty .

Anot er ob j ec ti n i ~ the f act t.h : t Juno i s s i d t o

" ol d the heavens " . But it i s r a t her the h eav en s wh ich

ol d e r , unless you woul d say t t h e h ol d s a h ous e v a

liv e s i n it or whom t h e house ho l ds . But oe t wh o \.' i s -

ed to play the foo l to the de t r i men t of good r e so n a nd to

t a l i n t hat f a shi on ha.d to a ppropr i t e men ta l k e erme s s to

h imse l f .

I n the s ame a ss ge t here a e 0 t her ex pl es of t he

same sor t . hen ercul e s bemo ans t r e f ct t h a.t he mu s t d: e

while i dl e and in'ctive , h e couches h i s gr i ef in diff erent 16 3

aph or ' sms , <11 tending t o t he same p oin t . For insta.nce :

• • • • t h ou g t 'h i.ch r ack s me
mr e , ( s lam e to my man o od l )
the l ' at day r f l ci d s h 5

s e en no mon s t er 51 in . l
woe i s me l I am squandering
my lif e fo r no return .

o t h ou ruler of the orld ,
ye gods , on c e wi t ne s s e s of my
de eds , 0 ear th enti r e , i s it r e 
s ol ved your Hercul e s ShOUld e r 
i sh by such d ea t.h a s t hi s, 43

I n the hour of his r ~ i n , eve n of de' th i t s elf , he h' 8 a -

bundant le isure for r eflection .

The foll owin r l umbs t h e e t h s f f eebl en e s s:

~ y on Jove s f'ther do I
c ll? i Y rr e t c e d ! an , by
r 'cht of t e Thunderer do I
c l i heaven? No , no w vi

ph ' t r y on be de emed Try s ire . 44
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As i f , w i l e b rni n on t h e funeral-~yr e he ha d to f eel

r r r e e n sion t a t e mi gh t no t b e J v e ' s s on ; or t r-.a.t e

n e ed f ea r a c on t r ov er sy on h is rarentage in t e ' dst o f

t e fI r e s; or t h e t e hEd g on e to c our t wi t Juno e t t t

our on t he d ivi s i on o f t h ° r heavenl y ° nh er-I t.anc e I

-lie f ind no thing Ii e t hi s i n Sorho cle s I p I EW. i e e

t h e t r eat ruen t is r 1 t .o g e t her d i f f er en t . .e r c u l e s mer l y 164

n en t i on s h i s de e d s a nd ex rre sse s t he gr e&t n e s s of h i s pin

wi th wor d s t a t a t ch hi s t or tur e . TIlere is no t t h e s l igh t -

es t s s i c i on of r edan t i c t r ifl i ng .
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CHAPTER XVI

The fourth essential part,
diction or elocution-
particularly that proper
to Tragedy. Requirements
for imitation; points to be
avoided. How tragedians
differ from other poets and
among themselves. The style
of the ancient, middle and
later tragedians. The Greek
tragic poets; their virtues
and vices. The later poe t s .
Some apposite .r emar ks .

Now we shall treat the fourth part, name:!:y, diction

or elocution, which cannot be called a part of Tragedy so

much as a part of poetry or eloquence as a whole. Aris-

totle barely makes mention of the diction proper to Tr agedy .

We certainly hope to do so at length some time or other.

His remarks concerning eloquence and the general

notions on this matter found in the Poetics are extremely 165

jejune. He touches on them only because a careful

philosopher in treating of poetic skill must omit nothing

pertinent. A fuller discussion, which certainly would not

have forwarded his purpose, must be left to the energy of

.the grammarians.

But the whole theory of eloquence (Aristotle uses the

same term) is not one to be given incidental treatment.

In some other work of mine on a larger scale it will find

its proper place. How successful I shall be, I cannot say,

but in that enormous task I shall summon many witnesses from
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antiquity before the bar of critical judgment.

As far as tragic diction is concerned, no one has yet

discussed it apart from Tragedy as a whole and, hence, it

is not clearly understood. Nor has Aristotle shown the

way in the field of Greek drama. still it is a topic that

must not be overlooked, but must be left to the energy and

judgment of the individual. Meanwhile we shall add some

matter to the discussion in the course of this pamphlet,

so as not to allow Tragedy (which we have brought this

far) to emerge into public ungarbed, so to speak, and

without its becoming raiment and dress.

They say the great Sophocles imitated Homer, although 166

he had Aeschylus as an exemplar, and followed the former

who wrote in the epic style when he could have followed

the latter who wrote in Sophocles' own genr e . Although

there are points of difference between the two forms there

is the same regard for grandeur of diction, the same care-

ful choice of words. Action and arrangement do not differ

greatly and the emotions are almost the same.

So it is, if I am not mistaken, that in the Theaetetus,

Plato calls Homer the prince of tragic poets as Epicharmus

is of the comic writers. l Twice he numbers Homer among the

Tragedians in the Republic, first, when he calls him the

captain of the tragic company,2 and again, when he names

him as their head. 3 I would give the same rank to Virgil

among the Latins. Nothing could be called more exquisite,

nothing more tragic or dignified than Virgil ian diction.
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A certain Greek used to say t hat Sophocles was

Homer's only disciple and it is obvious that Homer was a 167

sort of divinity for the tragic poet s . It is my judgment,

therefore, that the more careful a poe t is to imitate

Homer's grandeur of diction, the closer will he approach

the dignified splendor of Sophoclean expression. Further-

more, both Virgil and Sophocles have imitated Homer's good

qualities and omitted the low nonsense of the grammarians.

No few interpolations that are little better than

blotches appear in Homeric texts--the work of an unskilled

hand. Small as the extant portions of Aristotle's Poetics

are, they contain passages from Homer not found in our con

temporary editions. The same lack is noticeable in our

current texts of Plutarch and other writers. What is the

explanation of this? Those executioners have not left us

Homer but Homer's ghost, a mere phantom born in the

library, where each one arbitrarily alters, transposes or

deletes to suit his own whim. The editors who wished to

appear particularly scrupulous restored corrupt passages

and filled in lacunae with words read elsewhere in t he

poet's works. This is the source of so many unsuitable 168

half-lines, the insertion of which results in incoherence.

Therefore, Virgil's epic is, to my way of' thinking,

the best edition of Homer. We also have a guide for

imitation in the parts that Virgil has adapted from the

older poet, for his work is not exclusively an imitation.

Sophocles is just as useful for an understanding of Homer.
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If all Sophocles' works had survived, no one today would

look in vain for Homeric excellence in Tragedy. Nowadays,

we must g? beyond him for theatrical interest.

Another point is the fact that in the days of Caesar

Augustus, Tragedy stood at the same peak of perfection as

the Latin language itself. Tragedy had come down a long

and stormy road from the days of Accius and paccuvius till

it stood perfected, as some believe, in the works of

Varius. Although Ovid had given it, thereafter, some

complexion in his Medea, it was hardly in blooming health

when it reached the hands of Seneca. In the other writers

[of Seneca's day] it hardly breathed the breath of life.

This late Tragedy was not only far inferior to the middle

Tragedies but also praised much less than the early

Tragedies, since some, even in the Augustan age did not

hesitate to prefer Accius' plays to all the others. If 169

Accius' diction was not perfect, it was healthier than

that of the late tragedians.

There are many indications that Varius wrote in a

style very close to that of Virgil. The chief proofs are

his fragments which won praise although they are derived

from a different literary type. It is difficult to imagine

anything more terse or compressed than the majority of

these fragments. Although in some cases his metrics dif

fer from Virgil's, in purity of diction the two writers

are almost on a par.

But metrical differences occur in the works of
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Paccuvius, Sophocles, Seneca, and, perhaps, in Varius'

own Thyestes. For example, Seneca and the others who

follow immediately after him and whose Tragedies are

grouped with his never admit an iamb in the next to the

last foot. Writers much earlier than Seneca also often

employ a substitute foot at that point in the verse, but

their observance of the rule was not universal.

Although this practice adds somewhat to the dignity

of the line, you will look in vain for an instance where

Sophocles followed it--even for the sake of dignity. The

Greeks knew nothing of this rule, because they fashioned

a different iambic trimeter fo~ their Tragedies. With pos

sibly one exception in each line the feet are dissy11abic. 170

For example, the following line of Accius would be a tragic

trimeter:
__ '-'_1- _v --1",-,,_

Praeclarioremque a1terum involare me

And also the first line of Seneca's Hercules Furens:

S~ror T~n~tls, hoc ~n~1 solWn ~ihi

The second line of the same play is not quite so neat:
v - \ __ "v vl_ _ v

Nomen re1ictum est, semper a1ienum Iovem

The third:
_ I - v" v -\ v v -- v' -

Ac temp1a summi vidua deserui aetheris

is even less elegant because two of the feet are tri-

syllabic. If there are too many trisyllabic feet it

becomes a comic metre--sti11 the later tragedians did not
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avoid this fault. But enough about that.

Let us now turn to the question of ~itation in

diction. For this I am of the opinion--as Quintilian was

before me in his work on the education of the orator--

that all the authors should be read, even those of con-

flicting schools of eloquence. This must be done with

caution and judiciously so that the budding writer may not

drag in hackneyed or unusual words. Some writers of the

last generation, and two of the greatest in particular,

have defiled Tragedy with such barbariams.

Nor do I like foreign words or words transliterated

from the Greek. Virgil, although sparingly and with good

taste, borrows such words as reboant4 ere-echo], lychnus5 171

[lamp], and daedala6[cunningly wrought]. Their own

authority and good usage have granted these words a place

in the language. I would prefer to stop with these than

put my trust in others or coin new ones on the same root.

I would hardly allow boat [roar~ as did the poet who

when he read in Plautus ·t ha t ,

Heaven roars with the groaning
of the men,

then wrote in his own Tragedy:

The rattling of the chariots
roars.

Nor would I allow emplasmata [1J nor pharmaca [drugs]. Much

less would I permit pathicus [one who submits to unnatural

lUs~ as did the writer 'who said:

The pathic rules the whole
world with his nod.
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This line is both morally and linguistically depraved.

I would avoid, too, words used only by the orators--

countless though they be and employed by great men in

countless passages. Diminutives, furthermore, are not to

my liking, such as amicu1us7 [a dear friend], mise11us8

[poor little], gemmu1us9 [a little bud?l, oce11i10

~ar1ing eyes], retortuli11 [twisted back slightly?]. Even

parvu1us12 [a little lad] is a word I would not use of my

own free will. I would hardly use it under compulsion,

although the author of the extant Tragedy Thyestes says:

Whi1e ·the little son (parvu1us)
ran to his father's kiss,
welcomed by sinful sword,
he felL ••• 13

To be sure, diminutives are a means for expressing

contempt and Aristophanes often uses them for this pur-

pose. But meanwhile many have employed them without re

straint, even using scrupu1us [a little doubt or anxiety]

without scruple. For examp1e--indeed a man of high rank

in the world of 1etters--has written the following line,

and in an anapestic system:
-- lJu _ I UlJ-

Unus mihi nunc scrupu1us restate
(One little anxiety now
remains for me] 14

I would also exclude daring or elaborate compounds

such as curvicervicum [with a crooked neCk] and the others

which we excuse, or like in Paccuvius. The same holds for

anxiferi [causing anxiety], although this adjective occurs

in the excellent speech of complaint spoken by Hercules:

172
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Now, now the uttermost pangs
of anxiety torture me. 15

And he goes on in more outstanding style in the chorus:

And free your heart from the
troubles that bring anxiety.

Syncopated 'f orms should also be avoided such as

asprum Ur0ugh,--shortened from asperum]. For example:

Brave amidst rough wounds
received head on.

And in a choral passage:

Rejoice! Behold the rough
penalties!

Tmesis, too, should be allowed but rarely. [ Quodcun

que is separated by tmesis in the second line of the

following passag~:

•••• quicquid a1is aera findit,
quod utero cunque cunctorum
parens Te11us creavit.
( •••• Whatever cleaves the air
on wings, whatsoever Mother
Earth has brought forth from
her womb.)

Words that are daringly figurative should be avoided.

I shall speak of this later. I would not use different

roots for the same word in the nominative and oblique

cases. For example, although Virgil is a man of excellent

taste, he has used the proper name Dido in the nominative

but E1isae in the dative, not Didoni,--and E1isam in the

acousative, not Didonem. 16 If there is need of a genitive,

I would prefer Didus to Didonis even though the inflection

be based on the Greek deo1ension.

On the other hand, I would prefer tyrannidem

173
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ldespotic rule] to the Greek accusative form tyrannida

which occurs in the verse:

To destroy the despot's rule
while keeping the citizens
safe.

But it would be better to avoid the word altogether

unless forced to use it, since the word tyrannus [a

tyrant] has become approved. In use and meaning it ful

fills the needs of Tragedy. In like manner, unless con-

strained by metrical necessity I would say amicum

[rien~, an appositional accusative, rather t han using the

vocative of address ~hich is found in the following line:

As I see, my friend~ vocative],
the common lnistake holds you.

I would also be careful in my use of verbs. I would

say mussat [be silent or mutterJ .which Virgil uses more

than once,17 rather than mussitat, which is not an epic or

tragic word, but comic as in the following:

Whatever are you mumbling to 174
yourself deep in your heart?

And I would use the active form merui [I have deserve~ i n

preference to the deponent meritus ~, as:

Si bene quid de te merui.
[If ever I deserved well of theeJ 18

Someone has imitated this, in a Tragedy, as follows:

Per si quid unquam merita
sum de te bene,

but the use of the deponent form makes it comic.

I would not use archaic words rashly, but I shall

speak about that in its proper place. Suffice ·i t to say
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now that I would no more use suopte [ a strengthene~ form

of the third personal. pronominal adjective in the ablative

case] than lli ~rchaic genitive singular of ~, the

second personal pronoun] or!!.! ~rChaic ablative of the

first personal pronominal adjectlv~ or sas [ ar chai c

accusative feminine plural of the third personal pro

nominal adjective] •

And I would not use words, no matter how pure and

accepted they are in some meanings, if they cloak an

obscene significance. When words are foul in any or every

context, then we mus~ not even hint at them. Good men are

indignant when they hear them, the evil and impure snicker

and jeer--even when the words are used in a proper context.

Nothing is less calculated to arouse pity and fear which

are the two emotions specific to Tragedy.

Since the shameless Greeks could not refrain from

such words, they had Satyrs ready at hand on whom they

poured forth their VUlgar expressions, like adulterers on

other men's wives. In this way Euripides wittily makes an

obscene remark about Helen with impunity because he pu t s 175

it in the mouths of the Satyr chorus. 19 Wor ds of this sort

would meet us at every t urn if mor e of the Sa t yr plays were

extant.

One should avoid words that are not in polite good

usage such as~ [a whi te slaver] or carnifex [a hang

man]; but not all polite terms are suitable for Tragedy.

I would use the words tribunus C-a tribune], praetor
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La praetor] and aedilis ~n aedil~ only under compulsion-

possibly because my ears have not yet learned to bear these

words. The Romans, too, cultivated foreign names for these

either because they were beneath the tragic personages, or

not of sufficiently lofty dignity, or because a suitable

reversal would not arise from them.

I would not admit the oaths of the comic poets, such

as hercule [by Hercule s J], aedepol t!>y polluxJ], pol [Ey

POlluxJJ, aecastor [by CastorJ] and profecto [jnde ed J] .

Nor their verbs, as:

••••numinis ludibria
inspecta nosse, nota flocci
pendere

[ •••• to know the wantonness
of divinity when one sees it,
and to esteem it lightly when
it is known].

Nor archaic infinitive forms, particularly the passive in

ier, as:

Coetus viriles intuerier insolens.
[ To gaze aghast at the throngs
of men. J

Technical terms should also be avoided, such as words

that are peculiar to philosophy, mathematics, and the other

sciences. For example, seudum [rather than ~ dumJ , or

usucapio [acquire ownership by long use--a juridical

technical term]. Nor would I say what the most eloquent

man of our day did--even in a transferred meaning--when he

spoke of a supplex libellus [humble petition]

•••• nil libelli supplices
Queis Brutum abesse civitatis
vindicem.

176
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[ ••••nothing the humble
petitions whereby Brutus
the savior of the state
was banished.J

In a play based on Scripture, I would not use the

technical terms praedestina~e [to predestine] or libera

voluntas [free-will] which now form the basis for off

stage Tragedies--very complex Tragedies, or, perhaps you

prefer to call them involved• . This latter term, libera

voluntas, is indeed written in s.~parate words but is

practically the same whether expressed as a single word

or in a phrase. No phrase could be more commonplace,

ordinary and popular ' and it is, therefore, especially

suitable for comedy and oratory~ Examples of such split

expressions are: dicto~ audientem [to obey],

sermones commutare [to converse], gerere rempublicam

(to lead' a public life] and the like. I do not know

whether our amazement or our indignation is greater when

we note such phrases in the Tragedies of the greatest

[contemporary] writers. Hence, in both Tragedy and Comedy,

word-choice is a most important factor, as the rhetoricians

have correctly noted in the case of oratory.

But now to the question of imitation. In this I

would make two principal observations: first, the mode of

imitation whereby tragic poets differ from other poets, and,

secondly, how they differ among themselves. They differ 177

from other poets whether these others use an entirely

different metre (such as the elegiac, hexameter, and
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lyric poets who have their own modes of expression) or a

metre almost the same as the tragic (such as those who

write scazons and comic iambics), although the tragic

poets sometimes vary their metre.

Let me digress, for a moment, far afield from both

imitation and expression. Aristotle is correct in con

trasting tragic and iambic poets. 20 The iambic poets,

whether they be scurrilous, joyful, or dr ol l , utter

countless things which the dignity of Tragedy rejects.

This is true whether one looks to diction, choice of

words, feeling, or (and few take this into account) the

arrangement and combination of syllables.

First, I would have the Tragedian withdraw from

Comedy because, if you can believe it, some tragic wr i t e r s

have barely avoided it. I would banish far from the field

of Tragedy even felicitous and bold metaphors which on

first sight are appealing. To put it briefly, I would

reject in Tragedy everything which I find particularly

commendable in iambic poetry and the scazon--a point

observed by very few of our contemporary writers of

Tragedy. Ninety-nine out of a hundred fail to follow the 178

ancient authors in diction and in the very fundamental

matter of pure Latin style.

Among Virgil's Cata1epton we find today two ex

amples of the scazon. The first 21 is written against

Tullius Cimber, the rhetorician, and the other22 is

believed to have been written when Virgil was on his way
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to At hens to study Phi losophy , pa r t i cularly tha t or

Ep i curus . I say "i s be1ieved ll becau s e I canno t yet bring

myse1r to admit t he se po ems as authentic works or Virgi l ,

although they gi ve us a good i dea or thi s type or poem.

Bot h pieces, despi t e thei r ex t reme b r evi ty , make obvious

t he gr e a t dirrerence in style and how i nappropriate the

manner or the scazon would be i n Tr agedy . This is es-

pecia11y true or dicti on be cause t he scazon al l ows pert

ness and waggishness in language wher eas t he dicti on or

Tragedy is ever serious and gr ave .

This become s cl ea r rrom the second of Virgi l's

scazons (the first is only five lines long ) which runs

as follows:

•Get ye hence! away, ye empty
squads of rhetoricians, ye
words inr1ated, but not with
Attic dew! And ye, Se1ius
and Tarquitius and Varro, a
tribe of pedants soaking in
fat, ge t ye hence, ye empty
cymbals of our youth! And
thou, 0 Sex t u s Sab inus , my
chiefest care, farewell!
Now fare ye wel l , ye goodl y
youths!

We are spreading our
sails for blissful havens,
in quest of gr e at SiroIs
wise wor ds , and from all
care will redeem our life.
Get ye hence , ye Mu s e s !
Yea, away now even wi t h
you, ye sweet Mus es ! For
the truth we mus t avow-
ye have been Bweet. And
yet, come ye b ack t o my
pages, though with modesty
and but se1dom. 23

To say nothing of the style, whi ch ha s nothing in common

179
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with Tragedy, I would never use in a serious drama the wor d

manipulus [a squad], nor natio La tribe], nor madere [ i n

the sense of "to soak"], nor cymbalon [ cymbal ] although

more than one contemporary tragedian employs these words.

I would not speak of sleep as "the mimic actor of

day" nor as "a frolicsome stage-player". I would not

describe Spain as "the white-robed of the universe ", nor

Neptune as "gluttonous of the restraining shore". I would

avoid also (and here I cut the shackles of my youth)

similar expressions--the kind that escaped my lips wh~n,

as a boy and young man I wrote Tr agedi e s . It was not my

fault but the fault of the times which made some people

praise that kind of writing. Although such a style is

pleasant and engaging, it is not always suitable.

But the power of correct and felicitous metaphor is

the power of a felicitous man and a mar k of no ordinary

talent. So, too, as Aristotle says,24 not everyone has

the ability to judge for what type of diction the met aphor s

would be suitable and proper. When I was young I was

passionately fond of many Aeschylean metaphors; some of

these my sense of restraint and moderation would today

make me pass over in silence.

I would borrow largely from Pindar, but if I am wise,

I would avoid certain aspects of his diction--especially

those which, in arrangement of words and boldness of

metaphor, come quite close to the dithyramb. I would

avoid these in order that, while striving for too much

180
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grandeur and loftiness--and failing to attain them--I

may not at times fall to bombast. 181

Commonplace minds do not run afoul of this literary

fault. We have proof of this in the Greek writers

Eratosthenes and Ion; since their works were free from

fault they won praise for being authors of mediocre

ability. But the minds of beautiful and exalted writers

not only fail to shun the pompous style, but are even fond

of it. The ancient critics do not excuse either Homer or

Sophocles of this fault; they say that both of them glide

majestically down from the heavens like Phaethon,25 while

all the other authors remain standing on earth.

If anyone is altogether different from Homer and

Sophocles, Pindar is. Yet he does not walk the earth but

is borne along; he, unlike other authors, does not stumble

violently to the ground, but falls gently. Such is

Longinus' judgment26 and his opinion is as excellent as

that of any ancient critic. I think that a tragic poet

should learn Longinus' treatise On the Sublime by heart,

as well as making a careful study of certain other masters

of oratorical style--a field wherein the Greeks reign

supreme.

As for the rest, the great Theban, Pindar, can alone

do more good for a tragedian than all the Latin writers

put together. He supplies in abundance the noble impetus

of vast inspiration, extraordinary sublimity, abundance in 182

diction, and majesty in the whole field of style. 27 Then,
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too, he has a marvellous power ~or character portrayal-

particularly for certain types which constantly occur in

Tragedy, such as the sel~-controlledman, the devoted man,

the man o~ magni~icence.

Pindar deserves his title o~ "trumpet o~ the Mu s e s "

given to him by the ancient critics. No reader is so

sluggish and indolent that Pindar cannot snatch him up,

in~lame him, enkindle him. Ever swi~t, his swi~tness is

sometimes so sudden that, when you least expect it, moving

almost like a god, he transcends heaven rather than seeks

it.

The pleasantness in which Pindar abounds is the best

of ~lavorings ~or choral pa s sage s - - e speci al l y when the

poet's plot ~orsakes him. Then, in t he mi ds t o~ lo~ty

and severe language, and the distressing seriousness

which is sought there~rom, will be milk and honey and

~lowers--roses and violets--garlands, gold, and the like.

Then you will not think you are reading a poet but that

you are wandering in the garden of Adonis, old in story

among the Greeks.

Such pleasant details possess a marvellous power to

allure the· mind and especially the imagination--even in 183

stern and unpleasant stories. Hence the tragic poet must

make them dear to his heart. We are not treating o~ this

matter for the present although such details are o~ gr e a t

bene~it ~or elocution, and it is most important to ~ollow

them. But it would be o~ great service to imitate all the
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writers who will benefit us in this matter. Such is my

advice.

The second difference we wish to treat is t he dif-

ference among tragic poets themselves. They di f f er first

in period and secondly in talent. A man who confuses the

period28 of Paccuvius or Accius wi t h that29 of Lucretius

or Virgil (when Varius began to write) or, wha t is more

laughable, with the period30 of Annaeus Seneca, wou l d not

produce speech but a crazy-quilt of language.

A few years ago in this country t he learned young men

used to make sport of their own reputation and others '

patience by what was a kind of accepted good u s age . But

it was to their own unpopularity and almost b r ought

belles lettres into disrepute that t hey "thought t hey had

spoken marvellous well,,3l because t hey had raked toge t her 184

from Festus32 or Marcellus33 some words or phrases current

in the most widely separated periods. For example, pl e rum

[
llf or the most part", archaic] or plurimum ~I for t he mos t

part", classical] or morta [one of the Fates in Li vius

Andronicus?] or~ [archaic for !ri.J or~ [ar cha i c for

~J or adgrettus [old form of aggressus, "an attack"] and

countless others.

At that time the verb cluit [ he is reputed] served for

both good and bad reputation. Even then this very wor d

seemed to some too ordinary and '.they pr ef e r r ed the de

ponent form cluetur. The self-styled viceroys and demi

gods of literature adopted this latter form as their own.
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I suppose they were afraid that the active form of the third

conjugation verb might occur in Cicero, although he was,

if I am not mistaken, a fairly tolerable writer of Latin.

But Cicero was not ashamed to be understood and wrote a

style that people could understand; often his speeches

were addressed to the peop1e--as were those of Demosthenes

before him. When Demosthenes used words from Draco's laws

that were not very familiar to a contemporary audience, he

thought it no crime to explain the unusual terms. These

young wits of whom I spoke used to strive among themselves

and exult over 'an unusual word as if it were a treasure.

others of a simpler turn of mind who hardly ever read

the best authors were of the opinion that this indulgence 185

in archaism was a Virgi1ian or an Ovidian trait. Virgil

refrained altogether from unusual words; Ovid, who pos-

sessed singularly good taste if anyone did, borrowed from

the archaic only its magnificence. These older forms such

as quianam [for quia], urbis [ "of a city"--hard1y an

archaic form], au1ai [ f or aulae],~ [ f or i111] and the

like I would allow in Tragedy if they are used judiciously

to lend a serious tone to the work.

Sallust and Tacitus, two followers of the Atticism of

Thucydides, have given us a shining example of this even in

history, their chosen field. But if you take from them

the archaisms so useful for this purpose, you deprive

their works of the largest portion of their majesty--even

if Quinti1ian would scarcely allow in his day the adverb
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oppido ~'completely'0 as a word in good usage. 34 If he

had seen these days of ours, he would have called our

writing a disease or madness of language--the kind that

Lucian cures by an emetic. Such was the remedy he pre

scribed as necessary for Lexiphanes, the jovial

antiquarian. 35

Sometimes the charm of erudition does not look in

vain for its proper place of honor--an honor which often

goes hand in hand with an extraordinary elegance in

Tragedy, provided that it is not inconsistent and does

not turn out "as when a cook combines a lot of sauces".36

For example, the peerless Joseph Scaliger and Florens

Christianus have translated some plays of the ancient

Greeks in the style of Paccuvius and Accius. These

translations should be carefully read with a three-fold

purpose: first, that the difference between these and

other contemporary efforts may become clear; secondly,

that the charming and winsome roughness of primitive

antiquity may soothe the soul; and finally, that, if

opportunity offers, we may borrow from them with careful

good judgment, as Virgil does from Ennius.

I, myself, many years ago made some translations in

this style. While I was writing this present treatise I

found among my papers the opening scene of Sophocles'

Electra done into archaic ~atin.37 I thought that I

should include it for the benefit of the young writers I

mentioned before.
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Attendant Orestes
Attendant: 0 son of Agamemnon,
who once commanded the army at
Troy, now mayest thou here pre
sent behold those things for
which thou wert ever eagerly
longing; for this is the
ancient Argos, which thou didst
desire, the grove of the
phrensy-stricken daughter of
Inachus, and this, Orestes,
the Lycaean forum of the wolf
slaying god; but this on the
left, the renowned temple of
Juno; and for the place whith
er we have arrived, assure thy
self thou seest the all-opulent
Mycenae: and this the habita
tion of the Pelopidae teeming
with murders, whence I formerly,
having received thee from thine
own sister, bore and rescued
thee from thy father's bloody
fate, and nourished thee thus
far onward in thy youth, as an
avenger of his murder to thy
sire. Now therefore, Orestes,
and thou Pylades, dearest of
foreign friends, what is need
ful to do we must quickly con
sider, since already the bril
liant light of the sun wakes
clear the morning carols of the
birds, and the dark night has
gone from heaven. Ere, there
fore, any of the inhabitants
walk forth from his dwelling,
we must confer in counsel,
since we are come to that point
where there is no longer any
season for delay, but the crisis
for action.

Orestes: 0 most beloved of
serving-men, what evident proofs
showest thou that thou art good
toward us; for even as a gener
ous horse, although he be aged,
in danger has not lost his spirit,
but pricks his ears upright, even
80 thou both urgest us forward
and art among the first to follow
us. Wherefore my determination I
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will un£old; and do thou,
lending an alert attention
to my words, if in aught I miss
of what is fitting, set me
right. For when I came a
suppliant to the Pythian
oracle, that I might learn in
what way I should exact jus
tice for my father from his
murderers, Phoebus gave me an
answer, such as thou presently
shalt hear: "That in person,
alike unfurnished with armor
and with martial host, by craft
I should steal the lawful slaugh
ter of my hand." Since, then, we
have heard such an oracle as this,
do thou entering, when opportunity
shall introduce thee, into this
house, learn all that there is
doing, that being informed thou
mayest tell us sure tidings. For
fear not that with both thine own
age and the long lapse of time
they shall recognize thee, or even
suspect thee thus tricked out.
But make use of some such tale as
this, that thou art a Phocian
stranger, coming from Phanoteus,
since he is the chiefest of the
foreign allies they have. But
announce, adding an oath, that
Orestes is dead by a violent
death, having been tumbled from
a wheeled chariot-car at the
Pythian games. So let thy story
stand. But we having, as he en
joined, first crowned my father's
sepulchre with libations and
locks cropped from my head, will
then come back again, bearing in
our hands a brazen-sided vessel,
which thou also knowest is some
where hidden among the brushwood,
that cheating them with words, we
may bring them pleasant tidings,
how my body is perished, already
consumed by fire and reduced to
ashes. For what does this pain
me, When, dead in words, in deeds
I shall be safe, and bear away
renown? I indeed think no
expression ill-omened which gain
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attends: for already have I
frequently seen the wise also
in story falsely dying; then
afterward, when they shall
again have returned home, they
have been the more honored.
As I presume that I also,
coming to life sUbsequently to
this report, shall yet blaze
forth, as a star, to my foes.
But 0 land of my forefathers,
and ye, its gods indigenous,
welcome me as prosperous in
this my journey; and thou too,
o abode of my ancestors, for,
urged by an impulse from heav
en, I come to purge thee by my
just revenge: then dismiss me
not in dishonor from this my
country, but make me not a
dishonored outcast from my
country, but master of my
wealth and restorer of my
house. This now I have said,
but, old man, be it at once
thy care, having gone, to
execute with caution thy duty,
but we will go forth, for it
is the season; which indeed
is to mankind the greatest
arbiter of every act.

Compare this translation with those made by Varius '

contemporaries, or with Seneca, if you will. Let them be

mingled and fused together; they will produce a mixed

drink of spelt-grain and wine, for there are many details

in such translations that must nowadays be avoided--even

in point of style.

As to talent, there is hardly anything we can say on

how one tragic poet differs from another, so amall is the

corpus of extant Latin Tragedy. From the earliest writers

only fragments remain, and these are often very brief in

compass. Hardly a word of Middle Tragedy is extant, and
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we have but a few plays from the pens of the later writers.

Nevertheless, we can compare Lucius with Marcus38

and the author of the Hercules Oetaeus with the author

of the Thebais,39 and derive some benefit from the com

parison. I did this recently with great care and at

some length with these very authors and recommend this

study of mine to the reader's perusal, so that I will not

be saying the same thing twice.

But if we should ever allow on the stage the license 192

to declaim, I would wish that the plays of Lucan were

extant. His talent was certainly a worthy one, which

achieved maturity before his reputation did. Even in his

epic, Pharsalia, there are many passages possessing a dis-

tinctly tragic tone, and surely the reversal is magni-

ficent and unusual--the chief warrior of the world is slain,

and that not even by a hero; he is not only stripped of

life and honor but even barred from burial.

There is a Tragedy with a complex plot--such as

fortune displays too freely on this great stage of t he

Universe whenever it practices its cruel dramatic art.

It makes no difference that the subject matter be true.

As we said before, a situation does not lose its prob

ability because it is true, although the grammarians

have, perhaps, failed to understand this point.

But to return to the Pharsalia. Its maxims are

often spirited, the style is eminent and in the stoic

tradition. I am always cheered by cato,40 whose name
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alone enoouraged t hose desoendants of Romul u s and gave

dignified vigor to a languid pen . I admit its h igh St oi o

ooloring and its inferiority to Virgil 's work- - t he very

thought of oomparison would seem saorilegious t o some

minds. But if one were not gr ea t e r t han the othe r , he

would not on this aooount be like the o t her. Virgil's

style differs from Luoan's as do the pe r iod s i n whioh

they wrote.

Those who now openly disparage Luoan' s work are

guilty of exoessively harsh oritioism. Suoh was no t t he

oase in antiquity when people reoogni zed his reputation ,

praised him sinoerely, almost paid him r eve r en oe. Among

those who did so were Fabius,4l s t a tius , 42 and Ma r t i a l . 43

This was espeoially true after Luoan' s death , when t he r e

was no need for servile flattery and adulation.

Statius said that he had gi ve n more t o t he wor l d than

Seneoa. Statius' brief birthday poem44 t o Luoan is extant

and I would rather have written t hat i n one day t han the

Thebais whioh, as Statius boasts, took t welve years to

oomplete. 45 It is a splendid little poem in whi oh Luoan

is set before all the Roman writers of ability-- as t he

equal of some and different from almost all who ar e

mentioned.

But what was he oompared to Ennlus, Luoretius,

Varro Ataoinus, Ovid, and Virgil ? None of t hese wr ot e i n 194

the manner of Luoan, none gave suoh free rein to natural

inolination. In him this vast freedom wins our wonde r ;
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it is not, however, mellowed by the sound style of the

ancient writers. I would prefer it if Tragedy returned

to the purity of the old style,--with the added provision

that not even a single maxim should rear its head.

I speak now of the declamatory tragic poems. Al

though these may be very excellent, still they were

introduced after the best periods of writing. The author

who excelled in declamatory composition became prominent

either because such declamations coated over both the

directness and purity of the Latin language or because

they came to be accepted after the art of eloquence had

declined.

The result is that the stage has become t oo narrow

to leave room for imitation--unless we include t he Greeks,

to whom we are indebted for the tragic f orm in its entirety.

·We have already spoken briefly of Aeschylus whos e dic tion,

although noble, is more vigorous and brilliant t han it is

perfect. But at times I would rather have a single meta-

phor of his than twenty unsuitable or perverse sentences 195

of the other writers.

Of the other Greek tragic poets, Fabius often won

dered which of the two (I mean Euripides and Soph ocl e s )

was superior as a poet. He was, so to speak, afraid to

come to any conclusion. Since he felt no such doubt in

the matter of public speakers, which was his proper field,

we ought not to hesitate to pass judgment on the tra

gedians. Sophocles was brilliant, yet austere, compressed,
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yet lofty, and sublime. He observed propriety in character

portrayal, he was forceful in emotional expression, and

majestic in both.

Euripides paid close attention to details, was subtle

in his maxims, abundant in his plots--a rhetorician in the

theatre and, at times, little more than a comic poet on

the tragic stage. Just as he was the model of orators,

so too, among other comic poets, he was Menander's model.

Students of rhetoric in particular should_make a careful

study of his plays. Often will you recognize the satiric

element--I speak now of the Satyr drama then common in the

theatre--in which Euripides was reputedly outstanding.

Such dramas, although altogether different from Tragedy,

were part of the tragic poet's stock in trade. Although

we would wish it otherwise, the Satyr play was low-

almost beneath the poet's dignity, and it is because of

this element that Aristophanes holds up to scorn the 196

"phrasicles,,46 and "versicles"47 of Euripides.

Nor is Euripides a match for Sophocles in depicting

character. His men are inconsistent and his women are

worse--which makes his male characters naturally in

appropriate and his female rbles dramatically so, because

Tragedy has to do with ideas that are outstanding in ex

cellence. Furthermore, he was conceited to the point of

carelessness--for example, in his prologues. These are

always after the same pattern and often revealed

negligence to contemporary audiences and to his present-day
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readers. They oft en g i ve away the turning-point of his

plot (and thus d e s t r oy the spectator 's interest ), or s ome

character, who i s pa r t of the change , unwittingly does so .

Jocasta and El e c t ra are examples of t his fault . Jocasta

foretells t he c oming o f Po lynices , and El e c t r a that of

Menelaus.

His characterization i s often degraded, as in the

persons of Telephus, Oene u s, Phoenix, Bellerophon, and

others. He brin gs into h i s plays paupers, b e ggars, and

cripples which is, I t hink , undignified on t h e s t age . We 1 97

must not discount the c orrec tnes s of the cri ticism found

in the Old Comedy becau s e i t some t ime s lapse s into cal-

umny as Aristophanes often does .

Often, too, Euripides is c a r e le s s in constructing his

plots, as, for example, i n t h e Phoenissae and i n more t han

one other play. He wa s mo re an orac le than a p r omo t e r of

wisdom; he was not only a guide to virtue but the surest

master of the discretion which Soph o c l e s portrayed in life

as he portrayed all the other virtues on the stage .

Sophocles was perfect in this resp e ct- - t h e Virgil o f t h e

theatre. We hope on e d a y t o g i ve space to a discu s sion

of t hese ma t t e r s in a wo r k on Ar istarchus- -if God allows

us to complete the task.

That saintly man , Grego ry , b ishop of Nazianzus , who

possessed exalted inspiration in othe r fields but wa s ·

beyond all praise a s a Theologian, g ave us an a cceptable

picture of pietas l d e vo t i orU i n h i s s ermon on the 1 98
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Su££erings o£ Christ. Hi s appr ova l of this Virgilian

virtue came at the very time when eve n wi cked Julian the

Apostate would not allow pagan literature in the house o£

God and when orthodox young men were forbidde n to read the

writings o£ the ancients.

It was either zeal for pie tas or holy i ndi gn a t i on or

the critical need or othe r mot i ve s which wrested his

spirited defense o£~the classics from t h i s great man who

was in all else tranquil . He also t r ied other de£ense s

of the classics in po etry. But i n this poetry of his- -if

indeed it is his l since Sui das l who ascribes thirty

thousand verses to him l does no t make specific mention of

it--there are many details that a skilled critic would

brand as de£ective. For instance l as the critics would

put it, he employs long vowels without distinction or

discrimination as t o quanti t y. Then the Greeks I a nation

given to acting as Juvenal saysl48 £locked to follow .him

in this practice. But l as t he older critics note l Homer

took this liberty only rarely and never rashly .

Read the opening of Gregory' s poem to the Mother of

GodI £rom the prologue to whi ch I shall now quote . What

sort of poetry is this?

To escort success i on t o life

and

Dear Lady, whence our dishonored
nature

and the following:

199
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Summon t hy friends to t he
banquet. Happy t hou ar t ,
happy because thou ha s t
done such deeds .

From such license49 was bo rn t he ki nd of ve rse commonly

called "pol i t i cal" , 50 in whi ch many authors wrote whole

volumes. An example of thi s is as follows :

Accurately my f r iend must
yo u learn my whole inquiry
of thi s one le t t e r.

and another:

My flesh-loving soul admires
the woods and undert akes
everything toward the ach i e ve 
ment of its desire .

The fo~er example is from the beginning of the Chi1iade s

of Joannis Tzetzes51 and t he l a t t e r the opening l i ne s of

t he Annals of Constantinu s Manassis . 52

Although t hes e write r s give some useful information

which we must not scorn, nevert h el e s s they could have done

without the cha~ of t hi s sor t of inspiration! One must 200

not write loose metre for d i dacti c purposes when the prose

of everyday language is at hand . We pass no judgment on

Manassis' treatise on t h e structur e of drama so that we

may not seem to be reproaching in such minute details an

author whose peer antiqui t y scarcely knew among its great

men. Su~ely you do no t expe c t me to add any comment from

my own treatise. Choose fo r yourself some apposite r e-

marks althOUgh I have made some in t he i r proper place

above--not mal iciously but wi th r e spect to the tragic

skill which is t he s ub ject of our discussion .
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Ir t he blemi shes and raults or earlier writers are

carerully and judiciously cr iticized , a pe rrec t style i s

the result-- j ust as Aristotle notes in the rormation or an

orator t hat, accor ding to the popular prove rb, the best

laws are sometimes born r rom corrupt customs . Everyone

today knows our t wo emi nen t contemporaries--Mark Antony

Muretus,53 the outstand i ng Latin purist or our day , and

George Buchanan,54 t he di s t inguished poet . You would say

that nothing was beyond the scope or their talents . Yet

when they turned t heir pen s to dramatic composition, you 201

would say that Mur e t us had put his root in the buskin or

Tragedy and Buchanan his in the comic sock--so completely

did they rail to unders t and t ha t they we'r-e subject to t he

law and norm or ancient drama .

Nothing could b e more insignificant than Mu r e t u s '

Caesar or more commonplace than Buchanan 's Jephte,55

since t hey hardl y ever r i se . Some portions or their plays

lie pr o s t r a t e in a manner s o uninspired as to belie belier.

Look at the rollowing pa s s age r rom Mur e t u s :

We all rollow t hee a s our
leader. See thou t o i t
that thou art at h and when
need t here be.

The situation, t he vocabulary, t he dic tion and metre

obViously tend to the comic. Another example :

Go rat he r with courage and
claim thy name lest i t t h ink
it is be i ng neglected and
mocked .

And there are other examples wi thout end.
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We find just as many in Buchanan's work, such as the

following remark of Jephte:

I admit it. But meanwhile,
Bee to it that all is well
at home and heed your
father's wish.

If this were not in verse form it would be sheer prose.

So, · too, the following words of the priest to Jephte should 202

be written not as verse, but as continuous prose:

To be wretched or not lies
in your own hand. It is in
your power to sacrifice your
daughter or not, or--to
bring my words closer to the
truth--it is not in your
power, unless a person should
wish to be wretched of his
own accord.

If those lines were written continuously, who would sus-

pect they were in metre? Or from a Tragedy? One need not

concern himself to look for further examples: they meet

the eye on every page. ~fuat of the fact that in his

desire to imitate he slips from the tragic to the comic?

Surely, these lines are comic:

For children must bear the
injustices of their par
ents with equanimity.

And likewise the following:

No one was of late more
generous than he, no
father was more fond
of his children.

I do not intend now to speak of kinds of diction or

words that are beneath the dignity of Tragedy. But if I

were writing a Tragedy I would not allow such expressions

203
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as absque controversia [without debat~, or flocci pendere

[to care not a straw for], or retortulum cicinnum [ 7J , or

siderum similes ocellos [little eyes like the stars], or

ita seres habet [as the Chinese put it--- J, or vir optime

[my fine fellow], or ~ loqueris ipsam ~ow you're

talking], or other expressions of this sort.

We must examine, too, whether his imitation of Tr agedy

succeeds any better. The following lines from the Troades,

spoken of Polyxena when she was on the point of death are

of singular excellence:

The maid herself comes on
with eyes in modesty cast
down, but yet her face is
radiant and the dying
splendor of her beauty
shines beyond its wont;
as Phoebus' light is wont
to appear more glorious
at the moment of his set
ting, when the stars come
back to their stations
and the uncertain daylight
is d1mmed5~y the approach
of night.

In imitation of these lines Buchanan wrote the following:

Just as the splendor of
the sun is wont to please
us more as it swoops to
rest in the Tartessian
waves, and the breath and
hues of summer's last rose
holds more delight for our
avid eyes ••••

To be sure because the sun sets, it falls rather than

swoops, and the poets speak of it both falling and setting.

There is no connection between the roses and the sun with

which they are joined in the above quotation. Nor do the

204
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roses have any more connection wi t h tragic gr andeur .

Their scent or breath, unless I am mistaken, is not an

object of sight and t herefore mu s t be di s t i ngui shed f r om

color.

Furthermore, I would exclude from a choral pa s s age

any satirical element such as t he fol lowing:

Since theft was t he pu r pose
on both sides, he rejoices
in making sport of t he
gaping crows.

For Horace had said:

•••• a lawyer, risen from a
Quinquevir shall delude t he
gaping raven. 57

Buchanan mocks at us in the lengt h of t i me covered

' by his drama--which is at least t wo months. Everyone

knows that one must bewail t he loss of one ' s vi r gi n i t y

for that period according to the familiar custom of the

Hebrews. And in the very narrative which we are now dis-

cussing, it is clearly stated that she is sai d to have

returned to her father after t wo mon ths and he ful f i l l ed

his vow in her regard. I fear he fulfilled it in a

manner different from what the tragic poe t imagined .

But we will treat of this at length elsewhe r e.

I would not call the gi r l ' s mothe r Storge , fo r t he re

is a distinction between an emotion and the pe r s on who

experiences it. Storge [ l ove] i s t he emotion; St e rgusa

is a woman who l ove s . Hence her name should have been

stergusa on the analogy of Creusa. If you bring Storge

205
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into a Tragedy, she will be a character such as Vi ol ence

in Aeschylus, or Rumor in Virgil, or Poverty i n Ar isto-

phanes, or Luxury in Pl aut u s .

When the poets introduce these characters they are

called mental, since t hey are not real but exist only

objectively in the mind. There i s nothing of this sort

in Buchanan's play, for a character actually exists and

a name is sought for he r . It is j us t as if I should

hear of Oedipus' mother and not know t hat her name is

Jocasta. Hence, the author mus t go to a story in a

similar vein for a name f or his character ; or he must

coin one that is suitable.

He should h ave done t he same with the name of the

girl, who was a grea t he r o' s daugh t er. Sacred Scrip

ture58 tells us s he was an only child , a virgin con

secrated to God , but Buchanan give s her the name Iphis,

adopted from the poets. But why Iphis, whom the ancients 206

conceived as caught in the meshes of a mad love for a

woman, woman though she was herself ? I suppose it was

because Iphis was charged with t hat crime through which

the poets wish Sappho to b e spoken of as "manlylf .59

Nothing more shameful can be imagined. Iphis he rself

condemns h e r own love, a s we s ee i n the fo llowing wel l -

known verses from the gi f t ed Ovi d :

(Oh, what will be t he end
of me) whom a love pos
sesses that no one ever
he ard of , a strange and
monstrou s love ? If the
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gods wished to save me
they should have destroy
ed me; if not, and they
wished to ruin me, they
should at least have
given me some natural woe,
within the bounds of ex
perience. Cows do not
love cows, nor mares,
mares. 60

I omit an intervening line and continue the quotation:

• • • •and in the whole animal
world there is no female
smitten yith love for
female. 6

Subsequently Iphis confesses she is mor e a madwoman than 207

Pasiphae, who loved a bull. Finally:

Why , Juno, guardian of t he
marriage rites, and why,
Hymenaeus, do you come to
this ceremonial, where
there is no bridegroom,
where both of us who
marry are brides?62

The story goes on to tell ho w I phis wa s changed into

a male, and certainly Iphis is a man' s name , for i t means

"swift", "quick", "strong". Again I a sk what conne ction

is there between this name and such a gi r l . as t he char 

ac ter in Buchanan's play--the daughter of a mighty chief,

a woman at whose side stood the Spirit of God , Who , as it

is said, dwelt within her? If she mus t be gi ven a Heb r ew

name, as all the holy women are in the Ol d Te s t amen t , I

could cail "her Jechida, which means "her father's only

daughter". Such a name would make the tragic element of

the play more poignant and the father's grief greater.

There is no grief so great as to lose one's only daughter.
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No child is cherished more and hence, such a daughter is

spoken of' as the livery soul of' her parents ll
•

Let her name be changed, theref'ore, to Jechida, on

the analogy of' Sara,63 f'or both names become .sui t abl e and

proper although each has another use. Surely Iphis and

any woman of' her ilk--if' such there ever was--is obviously

an of'f'ering unworthy of' God, vVho abominates all impurity-- 208

but especially such as even the poets despised. Yet, she

was dedicated to God, or, according to Buchanan, she was

of'f'ered as a victim to Him. How can this be when in

Tragedy only one who is a virgin is of'f'ered even to

Achilles! Mark well the example cited f'rom Seneca of'

Polyxena, whose complete modesty, even at the hour of' her

death, both Euripides and Ovid praise to the skies.

My opinion is that the one and only rule and nor.m,

both f'or living and writing, is good judgment. The man

whom judgment f'orsakes loses· the exercise and benef'it of'

true knowledge in all things--especially such wherein he

thinks he cannot f'ollow Aristotle to his prof'it. But f'ar

be it f'rom me that I should appear to disparage anyone,

since I give the opinion of' but one man--my own. If' I

mistake not, Caesar Scaliger never disparaged anyone;

his criticism in all cases was f'or his own benef'it and

f'or the prof'it of' posterity.

Let us proceed, theref'ore. I would certainly .not

call a f'riend--such as the one introduced in Buchanan's 209

play--Symmachus. As we know f'rom military science,
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foreign allies are called symmachi; Home r call s them

epikouri , and the Latin writers speak of them as

auxil iares . For example, Rhe sus and Sarpedon ere allie s

of the Trojans, t he latter from Lyc i a and the forme r f rom

Thrace . It is not everyone who has the ab i li t y t o coi n

names and dub peop l e .

Buchanan 's Baptist deserve s c ensure, f or it is a

tragic Comedy. The autho r unwittingly admi t s this when he

pr ef ace s his play with a Te r en t ian p r ol ogue , for in

Tragedy one of the actors speaks t he prologu e , a s Poly

dorus i n Euripides 'Hecuba, He cuba in Sene ca ' s Troade s ,

Juno i n t he same author's Her cul e s Fur en s , and Jocas ta i n

Euripides' Phoenissae .

The diction is altogether commonplace--in t he c omic

rathe r than the tragic tradition . To begin with , hi s

wor d s are altogether slavish . Fo r example, nebulo [an

idle r ascal] , conven t i cu l a [ mee t i ngs] , garri re Q;o pr a t e] ,

vi r bone [good s i r] , homunculi U i ttle fellows] . He even

uses socculi, t he diminutive form, in the fol lowing :

Whose s l i ppe r s (socculis )
I would be unworthy to
remove . 64

Terence himself does not use the diminutive:

My servants run to me; t hey
take off my shoes ( s occo s ) .65

To dismiss the ma t te r , I wou ld say t h a t there is no

occasion for the word soccus [ShO~ i n Tr agedy . It is a 210

comi c word , particularly appropria t e to t ho se Comedies i n
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which Greek characters were introduced in Greek dress.

Among the Romans socci were a sign of effeminacy. Pliny

says of the emperor Gaius (Caligula):

•••• who, in the height of
effeminacy, donned pe ar l -
studded shoes. 66

Such then are some examples of his mode s of ex-

pression. Some are not even Latin1 For example, ~

coquere consilia ~o cook up plans U i ns t ead of inire

consilia tio form or make plan~ i n the f ol lowing lines:

•••• a heinous crime is be ing
plotted, pl ans a r e be i ng
secretly cooked up .

There are other instances like t h i s, but the one i s enough

to show t hey should be avoided. Otherwise I wou ld not even

mention them, for, to s atisfy me, both Muretus ' and

Buchanan's plays would have to be recast i n another mold .

Still in one way or anot he r we must derive profit

from judging correctly t hose primarily who can make mis

takes--provided t hat we b e sincer e and that malice and

ill-will play no part in our purpose. But t hese motives

are not suitable to a noble soul, much le s s a lofty one.

Certainly we must not feel f ea r tha t we may seem harsh in

criticizing anyone since we give our criticism with thi s

hope--that we would not excuse a shor t coming even i n our- 211

selves. But we write some of our commen t s even with the

confidence that envy will gr ant us thi s , namely, that some

works, even of the ancient authors, have not me t with ful l

approval.
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CHAPTER XVII

The remaining two par t s ,
melody and spectacle, wh i ch
are the least essential.
Why no treatment of t he se i s
necessary. The quantitat i ve
parts as Aristotle l i s t s t hem.
Incidental discuss i on of each.
Why this is suffic i ent.

The fifth part is melody which Ar is tot le has called

the greatest of the pleasurable accessories of Tragedy.l

The sixth is spectacle, that is, the decorat i ve element

which embraces the costume s of t he actors and stage

adornment. Aristotle himself in t wo ways excuses u s ,

even warns us against any elaborate treatment of the se

points. The first way is b y h is example, f or he includes

no formal treatment of melody and spectacle in his dis

cussion of Tragedy. The second warning rests on two

arguments • .

The first of these arguments i s t ha t mel ody and

spectacle are not characteristic of t he t ragic poet or of

any poet because they lie outside t he scope of his par

ticular skill. Melody is the business of the musician

and spectacle is more a ma t ter for the costumers t han the

poet. 2 But it is true t hat the poe t s , among other details , 212

sometimes composed the music for t he ir pl ays . Sophocle s

did so, and the grammarians note that he pl ayed t he

cithara in his Thamyris. 3
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The second argument4 is that a Tragedy is complete

without melody and spectacle. No one who has ever read

Sophocles or Euripides or Seneca looks for these elements

and he judges a play independent of them. A written

speech is still a complete and perfect speech without

the elements of gesture and delivery; we do not see or

hear Cicero and Demosthenes delivering their speeches,

yet we read and admire them. There is this difference

between the orator and the tragedian: the orator de

pends on himself for gesture and delivery, whereas the

tragic poet looks to another for melody and spectacle.

Hence, the writer on rhetoric of necessity must treat of

elocution, but the author of a hand-book on Tragedy need

not discuss melo~y and spectacle.

There remain for our consideration the quantitative

parts--the separate sections into which a Tragedy is

divided. According to Aristotle5 these were: prologue,

episode, exode, and a choral portion. This last is dis

tinguished into the parode, or moving chorus, and the

stasimon, or stationary chorus.

The ancient critics understood the voice of the

prologue in different ways. In New Comedy, such as the 213

plays of Plautus and Terence, it means just what the

ancient writers spoke of as ·the parabasis. The only

difference is that the prologue stands at the beginning

and the parabasis occurs in the course of the play.

Furthermore, the prologue often explains the plot. In
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both prologue and parabasis the poet pleaded his own cause

or attacked any adversary he might have,--as Terence

almost always did.

The grammarians distinguished several types of

prologues but since we are not discussing what has been

elsewhere discussed, these divisions and types must be

sought in the works of other critics. Just to give an

example, they maintained that, in Euripides, the pro

logue was the first speech. This was put in the mouth

of one aotor and no other actor interrupted during the

oourse of the prologue which often contained an explana

tion of the play's plot. This method is peculiar to

Euripides, and he employs it in almost every play.

Aristotle called the prologue that whole part which

preoedes the entrance of the chorus;6 but he points out 214

the position of the prologue rather than defines its

purpose. The episode is all that comes in between two

whole choral songs,7 for in Greek Tragedy the chorus

sings some parts and recites others.

Aristotle suited his divisions of quantitative parts

to the chorus. A choral portion is whatever part the

chorus sings or recites. The parode is the whole first

statement of the chorus;8 the stasimon is a song df the

chorus without anapests or trochees. To these he added

the cornmos, a lamentation sung by chorus and actors in

concert. 9

Many writers have already described how the chorus
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made its entrance, for they came in either in groups or

rows. If a chorus of fifteen entered in groups, there

were five groups of. three each; if it came in in rows,

there were three rows of five. But this belongs to

spectacular arrangement and properly to that of the

Greeks. Other writers both ancient and contemporary

have discussed the Greek choral metres. There is nothing

obscure about the metres in the Latin plays .

The subject matter of the choral passage may be

sought from the subject matter of the play in such wise

that it is almost ~ part of the Tragedy and forms a unity 215

with the other por t i on s of the play. Aristotle approves

a chorus of this kind. Or the choral ode may have no

connection with the subject matter of the play--a prac-

tice which Sophocles sometimes follows and Sene ca after

him, althOUgh not so often.

Since many of these points scarcely apply t o Latin

Tragedy, and since several critics--Caesar Scal ige r in

particular--have discussed the quantitative par t s of

Tragedy, there is no reason why we should dwell on them

further. Furthermore, we have spoken at length on the

structure of Tragedy--which was our purpose. This struc

ture is not only, as some say, the principal part of

Tragedy, but, as we said before, the entire essence

thereof. To it, all the other parts can be referred-

character, diction and thought. These, therefore, I

discussed briefly and according to the division handed



down t o U8 . To omit the othe r po ints that hav not be n

discu8 sed, I might say, as I h a ve al r e a dy said , they

pertain neith e r t o me no r t o any poet .

8
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CONCLUSION 216

Noble Honerdius, these are the thoughts t hat have

occurred to me. From what I have said, it become s clear

that Aristotle's excellent statement is t rue : the office

of the tragic poet is that of a ph i l osopher . He treats

of man in general and must have a clear understanding of

man's actions and the qualities of these acti on s , whether

these qualities be gentle (which people call character) or

violent (which they call emotions). To be brief, he must

understand whatever can befall a man.

Then he must know how t o accurately divide and dis -

tribute his material, for some detail s pe r tain to indivi-

dual character, others to human na tur e in general . Sti ll

others are proper to the logician-- just a s in the art of

eloquence (which also comes into our present consideration),

the judgment and duty of the orat or i s t aken up with some

matters which belong to the statesman's province , a s , fo r

example, maxims and general arguments which pertain to the 217

state or its citizens. In the Supplice s , Euripides shows

this at length while treating of the for.ms of government .

To be sure, moral characte r i s within the province of

the statesman; so, too, t hat a rt which portrays mo ral

character is subject to the science of statesmanship-- j us t

as the art of horsemanship is subjec t to t he art of

leadership in war. This latter gives a soldier t o h i s
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general and the former, a citizen to his civil chief.

Whatever is left, the poet claims for his own; in his

case art completes the work which nature has begun. But

unless one wins the pleasurable accessory of reputation,

he learns in vain what any man may teach.

Furthermore, each man to his inclination. Aristotle

did not vie with Sophocles in a contes t of Tragedies, nor

was Sophocles ashamed to know the rules which, under the

guidance of nature rather than reason, he was the first to

fix in many aspects of Tragedy. So it is t hat the gram

marians are talking high-flown nonsense when t hey claim

this honor for themselves. They ar e bol dl y bursti ng in

upon the harvest and possessions of another. Just as he

who has no seat in the theatre should stand wi t h di gn i t y ,

so since everything on the 'stage has already been t aken,

we will set those critics among the mourners that they may

weep. That is what they are always doing.

Our task we have fulfilled as bes t we could- -not as we

hoped to but as time, which was obviously shor t , all owed . 218

As you see, we have gathered what memor y suggested. This

we did for your pleasure, being more intent on fulfilling

our obligation than on careful research. Some of our re-

marks are rather SUbtle; others are less pl ea s ant and

scarcely allow the garb of style and speech. I say this

that you may understand what a laborious task this was

in which you found delight.

When you read this you will be astonished that some
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of its principles did not occur to you of themselves and

that you have known others 'all the time. From the rest

' you will perhaps learn this one t hing: how great a task

you set before me. We have done just what people do who

have an intimate friend--especially if they are country

folk. They set before their friend home-grown things,

perhaps some eggs fresh from the s t raw and the hen that

laid them, and even luctucae [lettuce] ,turnips, asparagus

and other ordinary dishes. But first, as the main cour se ,

they show their guest at the table a joyous and wi l l i ng

smile which reveals a noble mind. If you have either

learned how to excuse this or, of yourself, can do so and

can maintain a fondness for t he everyday fare , you wi l l

always be on the Bame terms of friendshi p with me. I

shall see to it t hat you find a gue s t who , while not

altogether rustic, is no l e s s candid than he is apprecia

tive of you.
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DEDICATORY POEM

o Honerdius, thou who dost lead an extraordinary

life of learned leisure in the midst of ,civil cares, thou

who even now didst not scorn the majestic buskin that

idleness might claim no moment of thy life, receive thou

what in a few hours we have hastened to fashion for thee

whilst love for thee urged on our eager task.

The book itself--nought could clearer be--did grow of

its own accord; of its own accord it reached its goal.

'Tis something when commands are harsh to make one's way

through the deep and to willingly seek what one may not

scorn. Such is the spirited steed who, knowing it not,

stands at the goal all covered with the dust of t he Olympic

course. Such 1s the seaman who, knowing it not, cleaves

the ocean waves whilst he is swept from the mighty river's

mouth.

Perhaps there will be one or another, struck wi t h the

glory of the stage, whom thou wilt read who will wish to

know these things. If anyone seeks for Skill, brevity

and simplicity will give him his reader. Let their writing

be swift, but unlaborlous, although hastened. Too late did

I write this to thee, after Thamara.

219
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NOTES ON CHAPTER XI
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3 . Cf. Poetics, 1455b.
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6 . ~., 530-618.
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6. Met aphys i c s , I, 4 , 5 .
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Cf. e.g. Butcher , S.H., Aristotle's Theory of poetr~

and Fine Art, 4th ed. , Macmi l lan, London , 1923 , p••----
9. Poetics, 1454b.

10. Hercules Oet aeus, 1940 ff.

ll. Ibid. , 1963 f f.

12. Ibid. , 1977 ff .

13. Amphitryo, V, ii, 1 ff.

14. Ibid., V, iii, 1 ff .

15. Hercules Oetaeu s , 1980 ff.

16. Poetics, 1454b.

NOTES ON CHAPTER XI I I
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American Book Co ., New Yor k , 190 , p. 445 .
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3. ~ Poetica, 180 ff .
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6. Seneca, Troades , 1151 f f.
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6. Aeneid, VIII, 560.
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19. Ibid., II, 16, 28 f.
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24. Cf. Euripides, Medea, 294 ff.

25. Possibly from Epicharmusj cf. Horace, Odes, IV, 4, 7.
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(p. 3) and in the Dedicatory Poem (p. 190).
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28. Euripides, Supplices, 429 ff.

29. Medea, 294 ff.
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now attributed to Seneca.
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39. Aeneid, VII, 295 f.
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4. Georgics, III, 223 .

5 . Aeneid, I, 726.
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12. E.g. Virgil, Aeneid, IV, 328.

13. Seneca, Thyestes, 144 f.
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proper quantity woul d make the line sc an as fol lows :

_ _ oJ::!.. _ II _.... - -
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15. Apud Cicero, Tusculan Di spu t a t ions , II, 9 , 21 .
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17 . Aeneid, XI, 345; XII, 657; Geor gics, I V, 188.

18 . Aeneid, IV, 317 .

19 . Cyclops, 180.
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20. Poetics, 1448b.

21. Cata1epton, 2.

22. Ibid., 5.

23. We follow the text as given in the Loeb edition,
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24. Poetics, 1459a.
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(Me t amor phoses , II, 1-328) gives the stor y.

26. IlLonginus ll
, On t he Sublime, XXXIII , 5 .

2? Cf. Horace, ~, IV, 2.
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31. Catullus, LXXXI V, 3.
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Significatu of M. Verrius F1accus . Paulus Diaconus
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34. Institutiones Oratoriae, VI I I, iii, 25 .
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the peculiar word •••• 11 (Wr ight , Short History of
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36. Plautus, Mostellaria, ~, iii, 121.
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the Oxford Series (Buckley, T. A. ed., The Trage dies
of Sophocles in English Prose, Harper, N. Y. 1884,
pp . 110-113) does in English what Heinsius s ought
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38 . The two Senecas .
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40. The hero of the Pharsalia.

41. Quintilian, Institutiones Oratoriae, X, i , 90 .

42. Statius, Silvae, II, 7.

43. Martial, .Ja>igrams, VII, 21 , 22 , 23.

44 . Statius, Silvae, II, 7.

45. Thebais, XII, 811.
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47. Acharnians, 398; Peace, 53 2; Fr ogs , 942.

48. Juvenal, satires, III, 100.

49. The license is metrical.
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syllabic quantity.

51. Tzetzes, Constantinopolitan grammarian and poet of
the 12th century.

52. Manassis wrote a 12th century Chronicle i n 6733 lines
of accentual verse, covering from t he Creation t o the
year 1081.

53 . Mu r e t u s , 1526-1585.

54. Buchanan, a Scotch humanist, 1506-1582.

55 . Cf. Judges, 11 .

56 . Seneca, Troades, 1137-1142.
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57 . Horace , Satires, II, 5, 56 .

58 . Judges, 11-

59 . Cr. Horace, Epistles, I , 19, 28 .

60 . Me t amorphose s , I X, 727-731-

61- Ibid . , 733 f .

62 . Ibid . , 76 2 f .

63 . Cr. Genesis, 17, 15 .

A misinterpretation?

64 . Cf . Ma t t hew, 3 , 11; Mark , 1, 7; John, 1 , 27 .

65 . Terence , Heauton Timorumenos, I , i, 72.

66. Naturalis Hi s t or i a , 9, 35, 56 , Se c tion 114; cf . 37 ,
2 , 6, Sec t i on 117 .

NOTES ON CHAPTER XVI I

1 . Poeti cs , 14 50b .

2 . Ibid .

3 . The play is not extant .
phi s t ae , 20F.

4 . Poetic s , 1450a.
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