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PREFACE

The neame of Daniel Helnsius, the author of De

T. 1igoediae Constlitutione, is well known to students of

the history of English literary criticism. Generally,
however, it is by name and reputation only that Heinslus

is known, for the De Tragoedise 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 1s deserving of study both upon historical and
absolute grounds,

Danlel Helnsius was born at Ghent in 1580. The
affairs of his father took the famlily to England and
finally to Holland where they took residence at the
Hague. Danlel was given a solid classical education at
the Hague and at the University of Leyden where he was a
student for a tlme of Joseph Scaliger. At the age of
twenty Danlel was made a lecturer on the Latin and Greek
aut ors at the Unlversity of Leyden and the authorities
of that Unlversity later appointed him Professor of
Politics and History. 1In later life Heinsius was in-

volved occasionally and for short periods of time in

ii
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politics, but In the maln he devoted himself during his
whole life to his work at the University of Leyden chiefly
in poetry, llterary criticism, and llterary scholarship.
He dled in 1655. His chief works were commentarlies on
Silius Italicus; on the New Testament; on editions of
Horace, Seneca's tragedies, Heslod, and other classical
writers; some translations from the Greek; a conslderable

body of Latin poems; a Latin tragedy, Herodes Infanticidsa;

an editlon of Aristotle's Poetics with a commentary; and

the De Tragoediae Constitutione.l Daniel Heinsius must be

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

also a famous scholar who published critical editions of

the Romen poets.

The De Tragoediae Constitutione has been described
as "the succintest and best argued statement of the neo-
and to a great extent pseudo-Aristotelian view of drama,"®
To a certain extent the work might be described as a
paraphrase of those portlons of Aristotle's Poetics which
deal specifically with the drama; but the work is more than
a mere paraphrase for Heinslus makes interpretations,
amplifies, l1llustrates from the Greek and Roman drama to

the point that the work can be properly considered as

l. John Aikin, General Biography, or Lives Critical
and Historical of the most eminent persons of all times,
etc. (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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Helnsius'! own original composition. There is no doubt
that Heinslus has steeped himself in his subject, has
equlpped himself for the task, and can speak with well-
founded authority. The work can falrly be taken to
represent the best tradltions of continental thought on
Aristotle's Poetics of Helnsius' age.

Shortly after 1ts publication, the De Tragoediae

Constitutione became known in England.® Ben Jonson

approved of 1t, and it i1s through him that Heinsius
enters into the stream of English literary criticism.

Jonson's Discoveries contains large borrowings from the

De Tragoediae Constitutione.?4 ZLater in the century,

Dryden indicates hls knowledge and approval of Heinsius,®
The influence of Helnsius on the French neo-classic
critics was great and so it may be conecluded that, both
directly and indirectly, the Heinsius influence on
English neo-classic literary theory and literary criti-
cism was considerable.

For the purpose of this translation the Elzevir
edition of 1643 was used because this edition is the one
most easlly available. For purposes of convenient refer-

ence to the Elzevir editlion, the pagination of this

3. George Saintsbury, op. cit., II, 356.

4. J. E. Spingarn, editor, Critical Essays of the
Seventeenth Century, (Oxford, 1908), I, 226-230.

5. John Dryden, Essays of John Dryden, edited by
W. P, Ker, (Oxford, 1926), I, 143, 235; 11, 44.
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Elzevir edltion is indicated in the followlng translation
by Arebic numerals on the right margin. The pagination
of the Index of Chapter (pp. 5-7) accords with that of
the Elzevir edition., Also for the convenlence of the
reader, translations of the passages from Greek and Latin
authors have been taken, wherever feasible, from editlons
in the Loeb Classical Library; where these were not
readily avallable, the translator has ventured his own
renderings. For uniformlty's sake, all references to the
Aristotellian corpus or translations from it were taken

from the eleven volume Oxford Trenslation of Aristotle,

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

placed in back of the text.
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DEDICATION
Daniel Heinsius sends greetings *2
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 tople. You asked that
my comments be cast in eplstolary form. 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 introductiont
I confess to thls starkness of statement. Because the
nobllity 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 1s of primary importance.
My hope 1s that I have not been overly solicitous
in striving for order nor careless in observing its
injunctions. The two pit-falls I would avoid are, first,
any striving for praise as a preéeptof, and secondly,
&n elogquent 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.



But my present subject would scarcely warrant
artificilality. If I had been disposed to pursue the
question at length and to weigh down each point with
examples and citations (the ambition of our con-
temporary philologists!), my task would have failed
before 1t was begun. For I must suit your convenience
and, as a rule, you dabble in literature only at your
lelsure. I must be especlally 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 this 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 welghty burden you have
recently placed on my shoulders. Other outstanding
persons and men of rank, to whom I was obligated, af
least left me the opportunity to make public acknow-
ledgment of how deeply I was in their debt by the sort
of small gift they could expect of me. But you have
all but deprived me of the opportunity to do so
inasmuch 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 metknds of . ungrateful I
have never learned. Yet you do not allow to my thank-
ful heart even the opportunity for ingratitude, a vice
wr' ., as you know, 1s most grilevous 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 from 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." 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 strueture. Farewell, most noble sir,

end con. .nue to hold me in the high regard you do.
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Daniel Heinsius
ON THE STRUCTURE OF TRAGEDY
CHAPTER 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
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.
The present treatise, whatever its worth, will be
entirely devoted to an exposition of these principles,

That the poet's freedom must be conflned to the
narrow limits imposed by grammarians or philosoéophers
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 tregedisn, 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 T )sthenes in the forcefulness of that divinely

inspired eloquence which was his destiny? Yet Dem-
osthenes® 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,® and Alcibiades?

and the others, who in the Athenian Republic of an
earlier day won fame for thelr eloquence, followed
nature as their gulde in preference to any teacher.

But whatever it i1s (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
aceurate treatment in another, and the reason for such
discrepancy lies in the fact that even the best judg-
ment 1s incomplete unless a theoretical knowledge has

been annexed to it.
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Aristotle was the first to point out faults, which
is the duty of a careful eritie, and, in the role of a
true philosopher, evolved from the good qualities of
many writers the rules for & single art. At the same
time he made both faults and rules subjects of his
lectures, pointing out what standards must be estab-
1ished 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,
but theoretical knowledge built on naturai 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 Rhetoriclians 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 more
than once that we recall, when hils 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 publiec life,
which 1s the school of great men. Not only were you
competent therein, but even considered the state too

narrow a field for your rich talents, which preferred
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lee . ~ lelsure to listless inactivity.

This bent of yours is far different from the
inclination of those who ostentatiously pride them-
selves on their lack of learning. Unless they win
universal bellef 1in their own literary ignorance,
they all but conslder thelr position in jeopardy.
Their fear is that they do not appear boorish enough
or that they would accomplish less by devoting them-
selves to llterature than by spending thelr time at
the gaming board, or over their cups, or in some other
way.e

The man who comes to the defense of letters 1s
duty bound to hold such sluggards in contempt. All
admit that you have done so in a manner befitting a
gentleman; your obligations to learning you have
discharged as becomes a scholar,

What you wish of me I shall fulfill 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 1s, perhaps, more for my own sake

than yours.
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CHAPTER II

All poetry is imitation. For
Plato Tragedy 1is particularly
s0o. His opinion on this
imitation. Tragedy is distinct
from other poetic types. The
means, subjects, and manner 1in
which Tragedy is imitation. The
tragic Catharsis and its purpose.
What this Catharsis 1s. The
conflicting opinions of Plato
and Aristotle on the emotions.
Does Tragedy cleanse them or
increase them? Again the con-
flicting opinlons of these two
phllosophers. The definition
of Tragedy which i1s the subject
of this entire chapter.

Both Aristotle and Plato malntalned that all poetry
was some kind of imitation. In the second book of the
Regublicl, Plato, in a specific manner, asserts that
imitation 1s a species of poetry rather than the universal
genus,--1f indeed Socrates® had in mind not poetry as a
whole, but as a form of utterance which 1ls distinct
from its matter. |

According to Socrates all poetic narrative 1is
achieved by simple narration, by imitatlon alone, or by
a combination of the two. We have a Greek example of
simple narration in Aratus' Phaenomena, and Lucretius'

De 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.® Epic poetry, such as Homer's
or Vergil's, is a combination of the two, for along with
the diaslogue, we have the poet's own intermediate
passages.

Plato (and not in one isolated passage)? has called
all poetry in general an imitation., For example in the
Timaeuss, Socrates, with hils usual down-to-earth charm,
calls poets a tribe of imitators. And, again, in the
second book of the Reggblics, he says that the poets are
cqncerned only with iImitation and not with the truth.

He establishes two agents in an actlon, God and the
artificer. The poet 1s one who imitates an object as a
painter does., Thus, if we follow Plato, when & carpen-
ter makes a table, he recelves 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 Ethics® 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 teacherlo, but was
careful to set in order a skill that had hitherto been
a hodge-podge.11 Thus he showed that poetry, like all
other sciences, stood in need of his extraordinary
talent.

And since all poetry 1s 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 actions 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
Tragle 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 the
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
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.

S3ince 1ts essence 1s discourse, Tragedy uses language.
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It also makes use of harmony and rhythm, inasmuch as
certaln parts, especially the choral passages, were
sung and, on Plato's testimony,l5 the harmony and
rhythm depend upon the type of song. Some there are
who attribute the dilalogue to the actors, rhythm to the
dancers, and harmony to the singers. It 1s quite sure
that all these elements were formerly common in Tragedy,
but Aristotle makes no mention of 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 bullt up and rendered appealing without monotony,
Inasmuch as it 1s partly recitative and partly sung.
These, therefore, are the adornments.

Action provlides the material. This action, unlike
Comedy, must be serious; nor may it be short and sbrupt
as was the case in the early days of Tragedy, but must
be complete in itself.

Lestly, the method 1s such as excludes a narrative
account of what takes place, in the style of the Epic
poet, but portrays the entire story by action. This is
the duty of a dramatlc 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

10
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fear.l® They are first aroused in the heart; as they
. Zually emerge, they are repressed and are brought

1. . thelr proper sphere.16

Accordingly, Aristotle called this process a
purification, or if one prefer, a purging of the emotlons
or passions.17 The term comes from Pythagoras and the
Itallan 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 1life which most closely
approximates divine immortality, and whlch has 1its
essence in the mentalractivity of contemplation,
Pythagoras,18 as doctors do, usually set down, by way of
preliminary condition, a sort of purgation. By this
process of cleansing, the emotions, belng passions and
disturbances of the soul, would gradually be removed,
and the sensations, which wage war with the intellect,
could be elther separated from mental operations, or
regulated and tranquillized. His contention was that if
a man were deprived of sense life and intellect, he would
be only & plant; if he lacked intellect only, he would be
a beast} but 1f 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.l9 In his opinion, the wise man had the power
to acquire a kind of intellectual hablt, directing, on

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

11



sorrow, plty and the rest of the emotions were
permissible. This habit acquired under emotional
stimulus, he mainteilned, was a virtue and, therefore,
the emotions should feel reason's restraining hand in
order that they might bear' a resemblance to the virtue
they.produce.

The representation of Tragedy produces this kind of
habit. Just as any sklll 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 mainta;ns, 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 1in fear, feels pity for the vietim, 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 paln and
disease.

When a doctor approaches his first patient, he is

17

deeply moved--untll habit restrains emotlon, and feellngs

make way for skill. The raw recrult shrinks back in

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

back with courage and & 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.

12
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By this same norm we must measure the dramas
portrayed on the stage, which 1s, so to speak, the
school of our emotions. Since these emotions are not
only useful in 1ife but even indispensable, it 1is
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 hablt 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 & 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." Now Aristotle, in the
eighth book of his Politics®l contends that, of sensible
objects, only the visible and audlble represent character.
Objects of touch and taste do not have this power.

Thus 1f any person is pleased with seeing a statue
of anyone on no other account but its beauty, it follows
that the sight of the original from whence 1t 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
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.

13
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Such was Aristotle's opinion and up to the present
it has been explalned in every possible manner.
Aristotle himself had more to say on this purgative
process; a few remarks in the 22113;2522 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. Thls melody he established as a part of
Tragedy, albeit not an essential part. And he certainly
attributed a purgative function to music, especlally

the music then employed in the theatres.2%

Yet, as Proclus24 has said, to cleanse the emotlons
is to bring them to a higher point of perfectlion. 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 of the sciences.

éut Plato concelved Tragedy in a different light.
His pralse of poets was such as excluded them from his
Ideal State; least of all was he for admitting that sort
of poetry which is mimetic, namely, drama.

His first argument®® for this position is that he
considered all imitative representation to contain an
element of varliety and diversity, whereas virtue, like
truth 1tself, 1s an indivisible unity. He 1s right in
thls because Tragedy does imitate all types of character--
Atreus or Thyestes no less than Tiresias or Ajaxze--and

we derive equal pleasure from all alike.

15
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What we see, just as in a picture, 1s a likeness
and in this respect, 1if Thersites<’ be & likeness, he
affords no less pleasure to the spectator than does
Nireusze. But the spectator, by this very pleasure,
is withdrawn from his duty, and the immature must
especially be on their guard. For, while it 1s beauty
that influences us most in a character, artistically
portrayed vices give the pleasure proper to virtues.

In the second place, since passions are emotlions,
the greatest factors in stimulating these emotions
must, above all things, be shunned. The tears stirred
by Tragedy and the laughter of Comedy are examples.
Whereas these dramatic forms stir up similar emotions
in 211 spectators, their effect 1s greater on persons
suffering an 111 like the one portrayed on the stage,
Just as the partially blind are more deeply moved by the
portrayal of weak eyes than those whose sight is sound.
To be sure, when the man who naturally inclines to tears
or laughter is driven along the path of his inclination,
he beglns to lose hls self-control.

So, when Eplcurus denominated poetry the strong-
hold of the emotions and called poets theilr trainers,

<9 or Anacreon50

he chose his words well. To read Alcaeus
makes the drunkard more prone to hils weakness, and

Hippon8131 has the same effect on the hot-headed. But
Plato demonstrated that nothing was more inconsistent

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

16
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at a later date the Stoles declared that this was true
of all mankind., Plato came to this same belilef,
ina much as, in the Republic,32 he proclalmed Homer
gulilty of profamnation because he portrayed gods who
wept and laughed. The scatter-brained laugh and the
mentall& depressed shed tears, but the wlse man, acting
on reason, must ever mailntaln the same mental state.

Still, he goes on to say, laughter 1s even less
admissible inasmuch as it is = sign and proof of & mind
which possesses more humanity and acts by the mandates
of the senses rather than reason. 1In the same vein the
Church Fathers notlce that Our Savior never laughed,
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 fashlon that Plato
classed laughter among those emotlions 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 emotlions; Aristotle
thought 1t 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

is 80, let me formulate the definition now, with your
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permission. TUnless I am mistaken, the various terms
of the definition have been given the cereful considera-
tion they deserve.

Aristotle's definition is as follows: '"Tragedy is
the Imitation of an action that is welghty and complete
and of just magnitude, embellished with language,
harmony, and ryhthm in such & menner that the several
kinds are found in the separate parts of a play; the
action produces, not by narrative but through pity and
fear, & cleansing of these aforesald emotions."33
That 1s, Tregedy 1s an imitation, as all poetry is.

Its subject 1s action; not joyous and pleasant as in
Comedy, but serious and welghty; not abrupt or
truncated, -but completes.

To render 1t more appealing, thls action is
equipped with lengusge, harmony, and rhythm, and the
imitation is produced by these three embellishments.
Yet they are not all employed in the séme place, but
each In its own place, inasmuch as some parts are
recitative, while others (the choral passages, for
example,) are composed for the singing voice. Such was
the practice in ancient times, but the usage does not
prevail today.

But events are not, as 1s often the eplc style,
presented by bare recital; Tragedy is achleved by a
continuous imltative representation of characters in

ection. Thelr actions stir up fear no less than pity
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and tk corresp« ling emotions In the human soul are
soothed or quelled. If the Tragic passions are put to

.per use, any lack or excess of these emotlions in the
individual 1s cleansed and purified without (and this 1s
of prime importance) destroying proper proportions. Such
is Aristotle's view of the matter.

In this definition, the generic quality common to
all poetry 1s Imitation. The medium 1s language, harmony,
and rhythm. The objJect 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 1s assigned. Its purpose is that it
adjusts fear and pity in 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 of Tragedy.
Its first and principal part,
which embraces traglc skill
almost In its entirety. The
various manners in which
Aristotle employs the tragic
plot. Why this 1s the prin-
cipal part and, so to speak,
the soul of Tragedy.

Thus far the definition has been consldered.

Since a definition gives the essence of a thing which
1s a whole (and not in part), and since a whole 1s
composed of parts, a discussion of the individual parts
is necessary for an understanding of the definition.
Since parts are of two kinds, formal and material,
Aristotle is justified in treating the formal first,
since they have a bearing on the essence. He then con-
slders the material parts. Inasmuch as Aristotle's
plan differs in no wise from the plan of this work, we
shall, in passing, elucldate his doctrine when the
obscurity of a passage makes this necessary.

Since arrangement is the fitting and uninterrupted 21
ordering of separables, no one arranges & 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 of themselves; and second,

parts which become essential by reason of dependence on

parts that are essential of themselves. The first, or
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internally essential, are plot, character, thought, and
diction; the second, or externally essentlal are spec-
tacular equipment and song. These will be discussed in
order, beginning with the first, or plot.

The very term employed by Aristotle in discussing
this topic meant for Homer, oldest of writers, unadorned
speech or language.l Other authors construed it as such
fictitious narratives which maintained an appearance of
truth as one finds in the stories told by the poets.
Inasmuch as these storles, during Aristotle's day, as
for many years before, were the subject matter of the
tragic poets whose entire concern and dlligence had to
do with the adaptation of these tales, it seems that
Aristotle understood plot in a two-fold sense: accord-
ing to the matter of Tragedy, which is an action usually
probable but in few cases true; then, according to the
arrangements of this action, which he called the struc-
ture of the incidents.? 1In this way both Seneca and
Eurlipldes treat the same matter in thelr Hippolytus,
but their structure of incidents is different, yet both
matter and structure are correctly termed plot.

Because plot presents an action, Aristotle called it
the imitation of an action;3 by its plot-arrangement, it
Imitates an action that is true to life, although not
actually true. Therefore, he points out that the poet
has a more weighty function than the historian who

portrays actual events, whereas the poet presents things
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as they are.?

Not only does he portray individual characters as
often as he presents them with suitable character and
feelings, but he does so (and this 1s & propos) by the

credible structure and skill of the whole action por-

trayed in the drama. The Philoctetes of Aeschylus,
Sophocles and BEuripldes differed a good deal on the
same subject; so, too, the Medea of Eurlipides, Ovid and
Seneca showed the same actlon cast In different plot-
structures. |

Aristotle affords many proofs that plot is by far
the principal part of Tragedy. First,® Tragedy, unlike
a paelnting, is not an imitatlion of men, but of actions
and humen lives. Thls imitation, to be sure, concerns
not men as men, but as individuels who act, and by their
actions they are sald to be happy or the reverse., To
imitate this happy or unhappy state is Tragedy's end,
which, as in everything, is of prime importancs. It 1s
for this end that everything 1s done and to it everything,
as a rule, is referred. Hence, the plot 1s the principal
part and, so to speak, the soul of the whole drama. By
means of plot the actions are a source of heppiness or
unhappiness, which is the end of Tragedy and, &s 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

23
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of the remaining parts is more necessary than they. Such
a part is action, since 1t is by means of actlion, and not
without 1t, 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.,

Purthermore,® without character there can be action;
but without action there can be no character. Hence a
Tragedy without character imlitation 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 inasmach es character
is determined by the qualities of an action. But if the
imitation of qualitles were the highest end of the tragilc
poet, the abllity 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 1lts purpose. To
be sure, the proper completion of traglic 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 1s not

character imitation, but the actions on which character
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. 93nds. To Imitate character is not the tragic poet's
primary business but stands in second place, next to the
first, and, although it 1s intimately connected with the
first, it 1s, nevertheless, not his primary purpose.

The proof of this l1ls self-evident. If a traglc
author should, in his play, employ language properly
expressive of character and provided with the best words
and phrases (which are also parts of a Tragedy), care-
fully arranged according to the rules of art, he would,
in doing this, by no means have attalned the particular
skill of the tragic poet. On the other hand, if he pays
no great attention to character, dlction, or phrases,
but 1f he carefully and artistically arranges the nec-
essary action, buillds up the incidents, fashions his
plot with fitting compllications and solutlon, he has
already completed the task of a tragic poet. Writers
of Eplc and Tragedy both portray character, both often
show the same care in cholce 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 the name given to a sudden
change of good or bad fortune to the opposite) and the
recognltion are the most powerful--almost all-powerful--~
elements in Tragedy. That they are parts of the plot 1s
beyond all doubt, and hence the poet should see to it

that his plot possess these before all else. But the
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truth is thet men, despite lons and careful practice,
attain that element last which is first in merit and
excellence.

That the structure of Tragedy accords with this
axiom is clear from the fact 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 fit incidents together, nor to build up
their sﬁbject nor to fashion a fittiﬁg plot.

Plot, therefore, 1s indisputably the first prinelple
and particularly proper task of Tragedy, and, as Aristotle
liked to call 1it, the soul of Tragedy.8 Just as the soul
is the body's form, so plot too, the fitting structure of
the actions, is the form of Tragedy. And just as the
body, although it possess an extermal form, needs\the
soul for life, so there can be no true Tragedy without
its form, plot, even if the play possesses character,
diction and phrases.

Furthermore, 1f the structure in a Tragedy is, as if
should be, complete and of the sort proper to Tragedy
alone, and not the kind found in en Eplec or other poem,
this structure would be its principal differentiating mark,

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

serves to differentiate him from brutes. If taken together

with poetry, its genus, plot-structure alone will almost
fulfill the definition. Hence the other parts are sub-

servient to plot and, as was stated elsewhere, can easily
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reduced to it. It 1s therefore, not only first, but,

ter the whole, next in importance.




31

CHAPTER IV

The scope and extent of Tragedy.
Action inesmuch as 1t is whole
and complete. The various ways
in which 1t 1s said to be one.
How Tragedy demands one action.

Aristotle has done in the matter of tragle structure,
which we are now considering, just what a bullder does
who 1s planning a bullding. The usual procedure 1s to
choose a site for the building and then to mark it off
within a fixed area and clrcumference.

Tragedy has to do with actlon. Just as the site 1s
adapted to the building, so the action 1s fitted to the
Tragedy in extent, scope, and proportion, and just as a
pelace 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 1s a vast difference in both cases; action 1n the
one, and site 1n the other.

From the definitlon we have learned that Tragedy is
en imitation of an action that 1s both complete and a
whole, just as the bullding requires a site that is com-
plete and & whole. The complete or perfect is that which
lacks nothing. As regards the building, in site, that
which 1s buillt is perfect; in Tragedy, as regards the

action, that which is fashioned is perfect. Just as the
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site for a building 1s perfect, not in proportion to a
. llace or castle, which demand & more extensive site,
it in proportion to the bullding itself, so we do not
demand a vast action of Eplc proportions but one that is
perfect as measured by the drama itself.

A whole 1s that which has & beginning, middle, and
end.l Thus the site of a building is & whole, although
less extensive than a castle's, Jjust as the action of a
Tragedy must be a whole, although it be less extensive
than Epic action. A lion is a perfect animal even if
smaller than an elephant. A llon's head is a whole,
although smaller than the head of an ox or a bull.

They differ in species and each is complete in its own;
each has 1ts own parts and 1s, therefore, a whole.

Therefore,2 Just as 1In every body there must be a
fixed extent, neither too large nor too small, there
must be a fixed 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 1ts view the whole
body which is bullt up of these very parts. No one em-
braces with comprehensive knowledge the whole actlon of a
play if it be too extensive.

On t : other hand the sight of too small an object
pro c¢es no pleasure, since the person viewing 1t (as one

' looks upon an ant) has no opportunity to linger on
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t. sight which is no sooner seen than gone. When the
parts are microscopic, the whole is practically nothing.
The same applies to action for, just as body 1is the
object of the eyes in the example Just cited, here, the
object of the memory 1s 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
found: magnitude and ordering of part to part. Thils 1s
true of the human body, too. Therefore, Aristotle maintains
that small men, because they lack magnitude, may be comely
but not beautiful, even 1f thelr parts possess suitable
order and proportion. The same applies to actlon, Unless
the whole is suitably large, it 1s not enough for a
Tragedy to possess all the parts in sultable 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 grasp the tragic
action without trouble or difficulty.3

Sultable limits for this magnltude is a quesfion that
demands some discussion. Magnitude, furthermore, i1s 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

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

ancient Greeks the orators of a bygone day composed and
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dellvered thelr speeches with one eye on the water-
clock;4 the Romans, according to the terms of the Pom-
peian law, allowed the prosecutor two hours, while the
counsel for defense was permitted three. The purpose was
that the length of the speeches would not exceed the
Judge's range of attention, and that the speakers would
have a limit fixed by an external norm rather than one
proper to thelr art.

This appears to have been customary in ancient
Tragedy, but Aristotle gave no thought to thls magnitude
although, when discussing episodes,5 he alludes to it.
These eplsodes are not of the essence of drama, and hence,
can have thelr limlt Independent of the dramatlc art.

But the magnitude proper to and found 1in 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, & change 1is required by the
laws of necessity or probability.6 This 1s the ultlmate
1imit, namely, when there 1s a change from good fortune
to bad or from bad fortune to good.

Hence, as is the case with bodies, the action of
Tragedy cannot be beautiful if it is devoid of magnitude.

Just as that natural 1limit which has grown to 1ts maximum

proportions 1s always considered superior to all, so tragic

action should grow to that point where it must necessarily

stop. 1In this matter the poet is to observe two cautions:
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first, the action must be completed within the span of
one day, and secondly, it must allow opportunity for
artistlc digression, Digressions and eplsodes are to a
Tragedy what furniture and the other decoratlons 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 1s unique, apart, and uncompounded, or, sub-
sequent to a coalition of its many elements, a compound
becomes a unity.

No man of learning would maintain that plot should be
an uncompounded unity. In fact, as has been polnted out,
tragic action demands two elements: the proper magnituds,
and a right proportion of part to part. Neither of these
elements would be possible 1f the actlon were 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-
celved on this polnt. ©Not a few ancient authors thought
unity meant the action of one man such as Hercules,
Theseus, Achilles, Ulysses, and others.’ But this is
false and absurd, since one and the seme 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.

>4
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Although the subject matter of an eplc 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 remalning details
such as the journey,8 the sack of 'I'roy,9 and others are
set forth not as the subject matter of the poem but as
episodes 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 the 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 toll of Heracles
in his Herecleid.ll 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,l? Many of these actions were 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 1s a unity although it consists of
many parts, so the tragic action, which has many parts,
is, nevertheless, one. For many parts to become & unity
it is of primary importance that the parts be such as fit

and can be properly joined one to the other., Thils is also
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true in the case of action, and in the same manner. All
sorts of unconnected actions do not produce a unified
action, since unity comes only from those actions which
cling together in such a way that, i1f one 1is granted,
enother follows either necessarily or according to the
laws of probability.

This 1s obvious in any well-constructed Tragedy, as
for example, Sophocles' Ajax. Ajax 1s deprived of
Achilles' weapons and 1s dishonored. Unable to endure
indignity, he becomes a raving manlac. As 1s natural
for one in his state, he acts without reason or reflec-
tion, and finally, 1n his madness, slays the cattle,
mistaking them for Ulysses. Returning to himself, and
the sickening realization of hls disgrace, he takes his
own life and is deniled burial. These actlions--not the
varlous exploits of Ajax during his lifetime--fit and
stay together. Still not any one 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 parts. A part is a true part if, on 1its
removal, either the whole is moved, or it is no longer a
whole. A part whose absence or presence leaves the whole
completely unaffected, cannot be called a part in the

proper sense of the term. Eplsodes, which will be treated
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later, and wholly unconnected actions of the ssme man are
such non-essential parts. For example, the single combat
of Ajax and Hector, which Homerl® treats at length, has

nothing to do with Sophocles' Ajax.
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CHAPTER V

The kind of plot and subject
matter a Tragedy should have.
Tragic and hilstorical Imita-
tion are distinct. The tra-
gedlian's office 1s more phll-
osophlc and difficult. Can
the traglc poet deal with a
true as well as a probable
subject?

Having dealt, in the preceeding chapter, wlth the
proper scope of plot or tragic action, now let us con-
sider the plot itself. This discussion will cover the
usual subject of traglic imitation and the manner in
which Tragedy imitates it. All poetry 1s imitative but
of poetry, especlally the dramatic, of dramatic, espec-
1ally Tragedy, and of Tragedy, especlally the plot 1is
mimetic.

Arguing from the distinction between Imitsestion and
the subject imitated, many have conslidered that there
was & distinction between poetry and the truth, just as
there is a distinction between an Image of Hector and
Hector himself. But if a person will duly enalyze the
imitative offlce of the poet, he willl easlily perceive
the vast gulf separsting poet from historian.

It is foolish to base the distinction between them

on metre alone since the poet 1ls styled such not by reason
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of metre but on the t:iis of imit tien. If the enti -
Greek histories of Eerodotus znd Thucy.? d  or Livy's
work in Latin are rewritten in verse, they will still
be histories.l Vany refuse to admit that Lucan's Phar-
galia is poetry, not only becsuse he chose his subject-
matter from the field of fact, but slso because he fail-
ed to imitate in the true roetic style.-

It is imitation and not metre which distinguishes
the different classes of poets, since the iambic verse
does nct meke Tragedy, nor hexaemeter an Lric, but imita-
tion and the different rurrose with which it is arranged.
There is nothing to stor one from writing the Lﬂﬂiis in
heroic metre, or the Iliad in iambic verse, but this
change will not make the Tregedy an Eric nor the Iiric =
Tragedy.

Nevertheless it is clear that more than a slight
distinction separates the poet and historian. It is also
clear that the distinction is one of kind and nect degree,
for the historian rortrays actual harrenings, while the
roet paints the sort of events that often do hapren.’
This latter task, as Aristotle correctly maintains, is
more difficult and worthy of the rhilesorher, and he did
not hesitate to rut the office of a tragic rcet on & high-
er rlane than the histeorian's, because the rcet exrrecsses
the universal, whereas histery deals more with the rar-

ticular.5
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The poet generally looks for the manner in which a
certain tyre of person will on occasion act or spesk ac-
cording to thé law of probability or necessity, while the
historian merely shows what somebody did or what haprened
to some individuzl. Sophocoles' rortrayal of Ajax, for
example, differs from Thucydides' portrayal of Pericles
or Alcibiadeé, because the roet does nct portray Ajax'
actual words and deeds, but what such a character would
say or do according to the laws of probability or neces-
sity.

Ajax was both a hero and & madman. Therefore the
poet must have knowledge of madmen, and this is primarily
= task for the philosorher. He must also ¥now the Xinds
of madness and the character of individual madmen as well
as the character of a great-souled hero such zs the Ajax
portrayed by the poets. The madness, as Aristotle else-
where assures us, of grect and lofty souls like Alcmaeon
end Ajex is not the medness of the common reoyrle.

The three poets Aeschylus, Eurirides, and Sophocles

in their Philoctetes each rortrayed the crafty and sags-

cious Ulysseg a&s he conceived him, To deo se¢, each had to
know the nature of sagacity and that is the tesk eilther
of the philosopher alcne or of the sagacious. The situa-
tion and reeson itself demand that the poet--esyecially
the tragic roet--be such. To yortray & wise individual,

he must have knowledge of 21]1 wise men; to reint a vir-

41



tuc - 1, he st clearly underst:nd the neture and
+ .. rties of characteristic virtue.

The historian has no concern with this, unl-~- - e
imitate Xenorhon who iritated the roets, and, in his Cyro-
s “*r, creeted an ex voto rotentate. That is the rcet's

office., But vhen Herodectus describes Xerxes, vhen Sal-
lust describes Catiline, .and vhen Tecitus reortrays Tiberi-
us, they do not set forth wickedness of which, in genersl,
there sre meny kinds, but they set forth 1ith 211 truth the
words &snd deeds of their subjects ¢e t7 v 7 e 7 > »d +° ’
not excluding their virtues, if such exist.

From such sources Aristotle gathers the genus of wick-
edness, and therefore, comes to a stop with singulers. Fut
the office of the tragic poet suryesses the histcrien's in
nobility just &8s much as genus :nd srecies suryessse indivi-
duals, inasmuch as their infinite numb-r rules out the rossi-
pility of any sure knowledge of singulers, For this recson,
Plato used to maintain that the vhiloserher mu:t stop when
he arrived at the singulears because, being without number,
they could not come within the score of knewledge,

But Aristotle more than once tells us that tecause T
the ancient philosophers ssw that the singulirs were infinite
and subject to a constant rrocess of destruction and becom-
ing, and because they considered that exact ¥ncwledge con-

cerned itself only snd alweys with indestructi®le unchanging

things, they turned from =z consideration of singulars to @
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study of universals., Therefore, Aristotle says, the rhi-
losopher ccmes to know man in general, not sorme one indivi-
dual of a grour, such as Alcibiades or Socrates; he does
not ¥now dogs, but dog, not horses, but horse--that is, he
comes to know the species of man, dog, and horse,

The same is true of the rcet; when he has a generic
knowledge of man, then he fashions his acticn according to
a set of circumstances. For exemrle, he fashicns nct the
actual Ajax, for no one knows what he actually was, but
Ajax the madman and magnanimous heroj; Oedirus, he dericts
not in terms of truth but in terms of rrobability--z task
the poet well understands,

Aristotle was particularly anxious to make this
truth evident by drawing an argument from ancient Coredy,®
for here the roet first cecnstructed the entire action on
the lines not of truth, but of a just probability, and
then gave to his actors fictitious nemes characteristic 44
of the action he had crezted.

This 18 not quite the case with the tregic proet, te-
cause he has received the action from the ancient roets,
Although he often makes changes in the action, for the
most rart he keeps the traditionzl names of the ch:racters.
If does harren now and then that some or &8ll of the char-
acters' names are fictitioue.

This gives rise to a famous controversy which we can-

not ignere. Is the tragic yoet obliged to dezl with factusl
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subject-matter, or is it rossible for him to do so, in-
esmuch &5 the imitation of yrecetry is schieved by means
of & rlot which is itself nct true, but only probaltle,
both in itself and as regards the yoet whese imitation
deals with events which may harren, rather then with
actual occurrences.

Some, for examrle, have taken their subject-matter
from Holy Scripture, and there is more than one resson
why this can be done. First, although the pcet derives
his subject-matter from history, it ie from hies own re-
sources, generally, that he contributes his errangement
of plot. Although, seccndly, his acters sre historicsl,
he assigns them their cheracters for the meost rart. Fi-
nally, when history has surrlied some of the acters, he
of ten edds others, such as the Nurse, the lescenger, the
0ld Man, and others of this sort.

Furthermore, in the first book of his Rhetoric,’
Aristotle says (although in a slightly different conrec-
tion) that it belongs to the seme faculty to see the true
and the probable, just as it i1s the same faculty which

treats of rrobability and truth. Since prcbability is re-

45

quired in action, and since the foundetion of this rrebsbili-

ty is true rather than false, it follows that & true acticn

is just as admiseible, esrecially since true action cen 21~

g0 be probsble. This is alweys the cacse excert when true
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occurrences &sre nirsculous, wonderful, or are, in cne we-
or another, beyond nature's ordinary rowers of creration.

A well-¥nown example from Sacred Scri_ptureE will
bring this home to you. It is ne less rrobable than true
that Amnon loved his sister and, because of his love, vie- =
1ated her vhom he loved, and that she bore the loss of her
virginity with the greastest grief, Tiven if this were not
true it would, because it is rrobable, seem to be true.

Herce Aristotle is right in allowing subject-matter de-

rived from fect.
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CHAPTER VI

Divieion of the first rert.
Both plot and actions are
twofold., The simple and com-
plex with & discussion of both.
The revereal and recogniticn,
parts of the plot, with ex-
amrles of each. How these dif-
fer and coincide.

Let us now consider the divisiocn of plot or tragic
acticn, which, in ecommon with our former conclusions,
must be envolved from the definition. In our formulaticn
of the definition we maintained not only thet Tregedy is
the imitation of an action which is comylete and of just
magni tude, but also that it must arouse pity and fear as
the emotions proper to Tragedy. Furthermore, it was es-
gential that these emotions or passions be stirred rri-
marily by the very arrangement of the action, rather than 47
by words or unadorned narrative.

Since plot is the firset part, it follows that these
emotions have a necessary beering on the firet part, which
wae discussed in the previous charter, namely, the rlot.
Up to this point more than ore rroof has been given that
plot is the yrrincipal rart of Tragedy and moet essential
t0 ite Therefore, just as the rasrts of Tragedy must be go
combined that the loess of any one part rerresents an equal

lose to the wheole, so must the paesione end emotiong be
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soght cnly in end Tro v the plot iteelf., To yrove this
let us discr~ first, e two tyres of plot wherein the

~feng or e ~ti~ - gve contained; Lhen let uvs corsider

™lot, treref~»e, ' 2ich is the accurate imitation of

true or ~rc.. Yle zction, is twofeld, for the szme rececon

t t the :ctierns @ 72 v termed twofold. For one is simple,
t ~ cother is iuvolved., A plct which jrogrecsses and arrives

at a conclusicn with no clear revers:l or recognition is
celled simrle.l an
We find an examyle of this tyre of plot in Sorhocles'

Ajax, in Seneca's Hercules Furens and in countless other

L

dramas. In these nothing harrens thet is not exrected.
Ajax, cour:{eoﬁs and toc proud to let himeelf be despised,
immediately becomes a raving maniac. When he returns to
his senses, he is overwhelmed with his disgrace and diss

a suicide. Herculee acts in almost the same manner, but
he survives. Neither shows anyvthing new or remarks
his character, inasmuch a= neither ghows thst sudden ocor
unexpected change fror bad to gocd feortune which Aristotle
calls the reversal.® Toth first go mad, then one commits
gsuicide and the other threatens to deo so, 28 in the case
in the generslity of rlots, Possessing little artietic
gkill, they are especially true to life;
rraise because thev =re less effective in mrvine and stir-

ring the emotions.
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The ancient poets found something to flavor the 49
simple plot. Complex rlots provided sufficient sub-
ject-matter on their own strength, but the simple, be-
ing rather weak, called for greater application and a-
bility and needed the amplification which being neither
essential nor irrelevant to the action, Aristotle neat-
1y termed Episode,®

Later,4 in the course of our discussion of quali-
tative parts, we shall see thet Aristotle appesrently em-
ﬁloys this term in two senses; first, meaning a fixed
rart, and secondly, indicating any kind of amplificztion,
although action generally grows and is amplified in a
fixed spot, and, no doubt, Aristotle had this in mind.
But he defines the Eyriscde as whatever the roet intro-
duces fittingly into the subject for the sa¥e of the sub-
ject, but which lies outside the subject-material. The
prolix descriyrtion of the underworld in the Hercules
Furens,® and other such descriptions offer examples. 1In
the 5125,6 the cuarrel of Teucer with Agamemnon and liene-
laus about burying the dead hero is an episode which not
only fits the subject, although outside the subject-ma-
terial, but is inserted by the author for purposes of
amplification.

The simple plot, which needs some such flavoring, 5C
employs both kinds of epiéode, which even in contemyorary

drama have their value. In these episodes, two points are
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rarticularly noteworthy: tirst, the erisodee muet be con-
gistent both with the subject-matter and with themselves

in a probable or necessary sequencej egecondly, Ariestotle”
calle "episodic" those plote which fail in this coneistency,
and warns that both good and bad poete are prone to compose
gsuch pieces. Unekilled poets commit this fault through ig-
norance; good poets de so to stretech out the story either in
and effort te please the spectators or in trying to equal in
both praise and length the rivel roets with whom they hap-
pened to be vying in the customary tragic competitione of the
day. Hence, the poets often employed episodes that were rath-
er unsuitable or even farfetched.

The involved or complex plét rroceeds to its end ac~-
companied by reversal, recognition, or bo th,B Therefore, 51
the complex plot has the two perts we have menticned, namely,
reversal and recognition. Aristotle calls the reversal the
Peripetia. For the mcst part calamitous and tregic ohanges
from good to bad fortune are called by this name, and we
conjecture that Nicander had this meening in mind when he
wrote hie Peripetimse. Still it is clear that, in Tragedy,
all unexpected changes, either from gocd fortune to bad or
from bad to gocd, were called reversals.

Aristotle, a most reliable authority, in his Historia
Animalium,9 calle an unexyected outcome by this same term; he,
the beset of teachers, defines itlC a5 @ change by which the
peries of incidents or train of action veers zround tec its

oprosite. We find a splendid examyle in the Oedipue of
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Seneca, - ¢ s ti en tha cle scene uwedilr fre  Serheocles!
+1- s . 2n t - olcd Coripthi- s’ »CCLe ’ . wim king, 52
. -d, for thet ro sen, thovs™ Y=o ~ors trl - . scc . tidings,

prou "t zheout v~ centrery effect. ., TFStle Uy 1ittle,

Oedipus realizes that he had had his mother te wife. This
is an obvious example of a change or reversal such as we

heve discussed.
Aristotle brings forward a like examyle from the
Iynceue (this was the name of

-

was going along with Lynceus, meaning to slay him, and when

everybody was convinced this would hepyen, just the oprosite
occurred, for Lynceus wue seved, and Danesus was slain. This

is cleerly a change which veers arcund

-

the QOedipus the change is from hapjiness to grief; in the

ILvnceus, the change is "wofold: Lynceus' rief is changed
te jcv, " le .. ne s' ™ T R . te

grief.

The purpose of this revereal is the
or animecsity be produced by the recognition, since these
emotions produce hayjriness and grief, Sometimes it harpens 53
that the reversal and recognition coincide, end Aristotle
udges the plot where thigs occurs the most perfect of all.l
We heve this coincidence of reversel end recognition in the
Oedipus of Sophocles and Seneca. The reversal comes when
Qedirus cuddenly end unexrectedly becores wretched: vhen he

2 ig his mc ther, we have the recognition.
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Another exarple of practic:l coincidence of reversal and

recogniticn is found in the Irhigenia in Tauris.

The story of Joserhl® combines the twoe so rerfectly

th

that it surrasses 211 the plays of the tragedians, for

the emotions it stirs are wonderfully rowerful. Joserh's
brethren start home with their grain. A search for Jose '=
cup, about which they know nothing, is mede on the conditir-

that he in whose possession it is “ound will become Jose-"i':

glave, It is found at last in the sack of the youngest,

(0]

Benjamin, who slcne (since Joserh's loss) is the breath - °

1ife for his father, Jacob., This being the case his bro. :~

ers accompeny him back into slavery where they suddenly
unexyectedly find the greatest joyv--z reversal in the tri - *
gense of the word. The other rart is skillfully fitted

this as cause and effect, They realize Joserh is their
brotler and therein lies the recognition.

Reversal without recogniticn is possible, but recogni-

n
ot

e

tion withcut reversal is net., In the story of

L4
m
41}
rd
&
o
o
D

m

I have o

recognition stire my pity so deeply

m
-t
M

ot

at it despite myself. The plot is nct simple, but perfect-
1y complex since in it reversal and recognition coincide;

it would be impossible to find any action mcre suited to

It is of primary importance to nctice that in this

.- w, 88 in the Tauric Irhigenia, the change tends from

.2~ te joy. In Homer's Qdyssey we find ancther ex-
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Je of re» . 1 :né reco, 1 *tion ceinci ir- Tr % -
je1*> = r né riourn her ¥ ¢l 17, but - r - ortly, - "~ T

1> » recugni.c. rim, she enjeyc & r- t une -c

In such cases of coincidence it is imrortent to note

that not any sort of reverssl can coincide with any sort

[&)]
n

of recognition. A joyful recognition rnust not be united
to a sad reversal nor a joyful reverssl to = sad recogni=-
tion--unless it harren to different characters. In the
story of Joserh, for example, the recognition mcves to-
ward joy #nd hence it demands a joyful reversal. In bcth
soprheocles' and Seneca's Qedirus, reverssl snd recogniticn
tend to sadness. This principle also finde arrlicaticn

in Burirpides’ IIhigenia, where both characters, Irhigenia
and Orestes, attain hapriness both by the revers:zl and the
recogni ticn,

Such is not the case vhen cifferent chiracters cre
involved, as, for examrle, in Homer's QOdyssey. There both
Penelore and thoss who stend on Ulycses' side derive joy
no less from the reverc:l then from the recogniticni beoth
these elements bring grief to the suitors. Their fortune
is unexyrectedly changed for the worse and, in recognizing
Ulysses, each suiter recognizes woe for himeself, The same
is true in Sophocles' Electra where the greatest joy fol-
lows on the mutual recognition of Orestes znd Ilectra, But

other characters are affected differently.
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armle is found when we recognize that socmeone, casually
and without sffecting the play, heas or has nct done some-
thing.4

Such recognitions, however, do not as a rulp gtir
up rity and fear in Tragedies, whereas Trzgedy cenerally
imitates the kind of actions which will. HNence those

recognitions heve ne place in Tragedy since neither harp-

m

piness ncr unharpiness follow from them. As we said, the

2]

x

revercsael must rroduce either haypriness or its orpcsite.
Let us now consider the kind proper to Tragedy. It
is sure that any recogniticn is so czalled on the basis of

s. relationship, as that which is currently called the "rela-

tive recognition" in the schools. He who recognizes must 58
recognize someone and thet person must be recognized, just

as the lover must love some one, who, ,in turn, must be loved.
According to this relationshiyp the recognition is ei-
ther single or double. The single is the recogniticn by
one person of another, and takes rlace vhen the one knows
while the other does not. IFor example, in Sophocles' Elec-
tra, the heroine, who before this had nct ¥nown thet Orestes
vas her brother, recognizes him. Orestees, who had been a-
ware of the relationship fails to recognize Llectra. Again,
in Homer's Odyssey, the MNurse recognizes Ulysses who, al-
though he knew her in former days, failed to recognize her

at that time., In the story of Joserh, tro, his brothers

recognize Joserh; he knew thaet they were his brothers,
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These are the kinds of simple recognition.
The double recognition comes when neither rerson
¥nows the other, and, es a rule, gives rise to & stronger

emotional response. Lurirides' Iyhigeniz in Tauris

an examrle: Irhigenia, whe must yprecsently rut Orestes to

the sword, does nct know he is her brother, nor do=s he lnow

M

she is his sister. First Orestes recognirzes his sister
from a letter she would have him deliver, then she recog-
nizes him when he describes a garment che hed veven., Their
recogniticn of ezach other is certainly of this double kind.

The following kinds are slso celled sreciss of recog-
nitions by Aristotle (if the rassage be not corrurt) but
gseem to be merely modes which change ¢s the events out of
which the recognition arises chenge. Aristotle added them
to Tlease those critics whe wished either te bestow on
—osterity the devices of the tragic roets or tc comrare the
authecrs one vith the other,

The first masnner or mode is one which the oldest
writers emrlowved to clear up uncertainty by attributing to

certain cheracters certain fixed markes whereby cothers might

recoghize them, Then & recognition might ecgily zrise from

1]

the:e signs, Tne merks are of two kinds: theoee with which

2 are born or those acquired after birth. For examrle,
-1thet~h the Thebans were srrung from the Spertans of an 60
earlier d¢ r, the ancients believed that they hed suddenly

ol sy leznces and all, out of the ezrth from the teeth
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of the drzgon slain by Cadmus. These Thebans wers said
to have carried on their bodies the mark of the lance with
vhich they were boern. So toe, unless I am mistaken, in &

work entitled de fera numinis vindicts, Plutarch, & care-

ful writer, mentions thet a2 lance was found cn the body of
s certzin man whose true and zncient Theban origin was in
doubt. Cercinus, too, @n ancient Tragic r1oet, in his
Thyestes builds a recognition from & mark of this sort.0
Other marks are not coengenital but zre accuired after
birth by some mischance or other, These likewice &are of

two kinds: either on the body or outside of it. An ex-

emple of en acquired mark on the body is the scer of Ulys-
ses by vhich the Nurse recognizes him in the QOdyssey. In

pPlautus the scar of Amrhitryo resulting from a wound in-
flicted by Pterelas is another examyle, zlthough no recog-

nition arises from it in the pley. Plautus' necklaces,

()]
-

rings, rattles, geming-boards, and little boxes from which
the plays get thelr names are examrles of extre-corroral
sj_g‘]’lS-

If we put our trust in Aristotle, it malkes & good deazl
of difference how the roet employs these marls, for, he
says, this use of signs had much to de with dremetic artis-
try.7 The recognition which mcves the emotions and 1ro-
duces a sudden change is far surerior to the simrle, Fomer,
to be sure, used one and the same merl in two ways. First,

while the Nurse, Huryclea, ¢t her mistress! command is wash-



"tion. Secondly, Homer emrloys the scar in another way
- gn Ulysses is recognized by Eumaeus and the others to
whom he shows it as a2 meane of winn'ng their belief. This
gecond reccgnﬁ%ion is neither artistic nor does it yroduce

rev "t 1.

The second mode of recognition derends or s¥i11,8

It differs from the first mode just discussed inssmuch
as; in the first, the poet does not gearch out the marke
but correctly uses or -refrains from using those that are
are of themselves part of the subject. In the second mode
the poet creates the signs as, in the Teuric Irhigenia,
Furipides does the letter which reveszis Ilrhigenia's i=-

-

dentity te Orestes,p or the garment vkereby ghe recognizes
him.1C The poet's judgment is on triel when he uses such
signs since people will not put up with everything nor
excuse it as they would something thet was unavoideble,

A third mode is recognition through memery,l1l when
a person's consciousness is awakened by the sight of
something. For example Fomer's Demodocue in the palace
of Alcinous sings of the sack of Troy and many exyploite of
Ulysses (whom the bard did not know) in the hero's own
Iresence.l2 Fis song recalls to Ulysses all that had tsken

place, stirs up deer emotions in his heart and by hies tears

he is recognized. Again, in the firest book of the Aeneid,
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Aenezs seers in Dido's Talacels raintings of Trojan ex-
_leits, his own ¢mong them. . reversal arises from this
. cegnitioen, for he begins to hore for a change in his
ill frrtunes.l4
A fourth mecde, which wes of rather frequent cccurrence
in ancient drama, is recogniticn through reascning., This 63
arises from some mark or from a likeness in cherascter,
aprearance, stature or disrosition. For exeamrle, Electra,
in Aeschylus!' ChoeIhoroe,15 derives & rroef from & lock cof
hair: 'One li¥e me is here; there is no one 1i? ﬁe but
Orestes; he, therefcre, must te herc.,!' And he: Teason-
ing was true. When Ilectra had come to the temb of
Agamerncn to coffer libatione to her deyerted father's
gpirit, she found the lock and recognized it as Orestes!',
From this sign arcse a rroof and from the rroof, recog-
nitiecn,
The fifth is recogniticn through fallacioue rezson-
ing, which finde nc eprlicetion--btut the rezscsage in which
Aristotle trests of it is obviocl sly corrurt and, ur te
the rresent, nc commentater hes jut it to sulfficient
investigation.
™ e sixth  ocde of discovery is, on Aristotle's testi-
1 nys th Pbest ¢of 211, This arises not from marks or signs
sor~1t from &n externsl source, but 1little by little from

the sitr tion and subject itself. Socrheocles in the Oedirus

T »us hes given us & srlendid exarmple of this tvre end

~cneca follows him in it.
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CHAPTER VIII

Suffering, the third rart of a
complex yplot, This must be de-
rived from the action or the

rlct, not surrlied by the actors.
An example of this kind of plot.
Sometimes monstrosities take the
rlace of sufferings. Sufferings
are natural, monstrosities are
not. The pleasure sought in Trag-
edy, its kind and source. Imitation
is pleasant, also sad.

It is quite clear both from its two essential rarts
and from other proofs. that the comrlex, z2s orrosed to the
simrle, is by far the better kind of plot. By the two
essential parts I mean those we have been discussing,
pnamely recoghnition and what Aristotle has celled the re-
versal or perirety. Hence it is natural that our discus-
gion of the complex Plot should be more extensive and our 66
investigation of its constituent parts more ceareful than
our treatment of the simrle rlot.

It has already been stated that prlot ryortrays or
imitates men not inasmuch as they are men, but insasmuch
as they are agents in an action. This is true because
ho—:1lness or its orrosite necessarily aricse from men's
1ives and actions. If every plct should imitate men's
lives 'md actions, it follows that the more rerfect rlot

(which links recogniticn with reversal) should do so in a

higher degree.



The rrimary rurpose of a rlct is to arouse the e-
motions and particularly, as we have said, the two emo-
tions of pity and fear. This purpose must be schieved
by the very structure of the events znd acticns and inde-
pendent of external zid or skillful acting. IHence iAris-
totle enuntiates suffering as the third part of z complex
plot.

The rezson for this assertion is not that the simple
plot is entirely devoid of suffering or emotion, or that
eny plet should or does arouse pitv or fear (the specifiec
emotions of Tragedy) without some reasonable basis found
in the dialogue or the outcome of events, but because 67
these emotions necessarily cemerge, without externzl aid,
from the two parts of & complex plot which we have men-
tioned. It is a characteristic of the complex rlect to
imitzte the kind of actions which, by their outcome, stir
up rity and fear,

Emotions which arise from the plot itself are prefera-
ble to those from an external source, just as recognition
growing out of the sequence of events is superior to an
unconnected discovery. Aristotle gives us & further paral-
1el in his Rhetoric when he sets arguments intrinsic to the
art of rhetoric above the extrinsic tyre.l Just as unskilled
orators, finding no hely in their ¢rt, generally had recourse
te laws, witnesses, written contracts end so on, so, too, un-

skilled roets, ignorant of their own art, made 2 practice of
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tryir- to stir uv rity and fesr vwith the aid - - *1ilful
Cti—o
urirides, in Aristorhanes! comedy,; wittily lays
is charge to Aeschylus (in whose day neither the rever- ¢é
sal nor artistic recognition were precticed). The crit-
ics, toc, note that Aeschylus stirred ur the rassicns and
emotions through the skill of his actors rather than by
any artistic device. This is the case when the zcters
and fear, such as murders, woundings, tortures =nd other
events of this sort, which are extrinsic to tr:gic skill.
Ve have another instance when the poet secks from srec-
tacular equipment an effect which should heve emerged
from the structure of the acticn and eventz., The Greeks
cell such scenic representations "srectacles", and un-
skilled roets, ignorant of the princirles of plct-struc-
2 L - " 2
ture, emrlcoyed them beyond 211 limits end bounds.”
It wes vith this in view that a Greek critic wrote
e follows about Aeschylus:
Therefore Aristorhanes mekes fun
of his bombestic characters. In
the Niobe of Aeschylus the hero-
ine (who gives the play its name)
sits speechless before her chil-
dren's tomb, with veiled hezd for
three days. In the Redempticn of
Fector (that was the name of the
play}, Achilles sits with veiled
head in li¥e manner, saying noth-

ing but a few words in answer te
Fermes.

m
==
>
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Later the same critic goes on to say:
And so he (Aeschylus) used
srectecles snd plots of this
sort more to rroduce amazement
at the marvellcus than skill-
ful decerption.

Other roets lacking in gkill habituslly rortrayved
on the stage azctions which sheuld h:cve been reccunted
in veiled narrative, and events that were mireculocus and
beyond all belief. For examrle, they would show Hirroly-
tus being torn to pieces, liedea slaying her children,
Thyestes devouring his, the metamorrhosis c¢f Prognis in-
toc a bird and Cadmus into a snake. Their reason for so
doing was rertly because they did not understend tragic
structure and partly because they misconceived the e-
motions rroper to Tragedy and the rleasure to be derived
from thems These we shall discuss in their yrorer rlazce.

There is no doubt that the critic (whoever he was),
who rassed the above-quoted judgment on Aeschylus, had
in mind Gorgias, who maintained that Tragedy was some sort
of fraud and that no one had the right tec be deceived or
to deceive by it., This undoubtedly has bezsring on the
guestion of structure.

But Aristotle's advice is excellent vhen he demands
thet the Plot be constructed in such a way that; wi thout
¢ v- ertifice or hely from the actor, one vhc nerely hears
or reads the rlay be deeply moved by rity end fesr. He

ves on to point out thet this is true in the Oeditus and

70
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“"aere ¢rn be ne doubt that he has reference to Sorhecles'

Oediyus Tyrannus.4 Who would not be meved by rity and

fe: r when Cediyus, by & single stroke, is dashed from his
hap ~ stete to & reslization that he hees slain his father,
merried his mother and begotten children of her, And this 71
situsticn grovs out of the arrangement of the subject-ma-
terial, vhether it te read at home or seen on the stage,

But autheors who stir only an audience in the theatre are
derendent rather on the sctor than themeelves and rely

riore on srectacular equirment than on their skill as treage-
dians.,

Furthermore, while striving to stir ur rity and fezar,
these writers (as vas the case with Aecechylus and the
others we mentioned before) arouse only & feeling of
amazement at thelr marvels and meonstrosities. Aristctle
holds that this is not the yurpose of Tragﬂd;,ﬁ esrecial~
1y since tragic sufferings should zrise naturally, where-
as marvels and monstrosities @re unnatural.

Another point Aristotle makes ie thet nct every Yind
of pleasure should be required of & Tregedy, but onlyv its
ovn proyer rleasure, Thnis trogic rleasure is that of rity
or feer or both, and the joet must rroduce it by & just =nd
rrobable imitaticn of actions.© Just &s these emotions in
actuzl life prcduce ¢ srecilic serrcv, so their imitetion
rroduces a specific pleasure.

Hence it is that in the Rhetoric,’ Aristotle Judicious-
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1y holds that there is pleasure in grief and sorrow. P
For example, when we mourn for one vhe is dead, there
jg grief at his loss, but rleasure in remembering him
end, 88 it were, sceing him before us in his deeds and
in his words. L rropos, too, is the incident in the
inepired Homer when Andromache, weering for her husband,
gays that the greatest pleasure had been taken from her
because she did not hear his lasgt words and comrends. If
ghe had, fhe could cherish them in memory night end day.
Lucan's wife Polla continually mourned her husbend, but
ever had his face before her eyes.e

The reason is that every imitation is a source of
pleasure--even imitations of things we shun and hate, &8s,

. . 0 . _ -
for example, the sight of Thersites® well portrayed. Since,

™M

therefore, tragic pleasure ie of a specific kind and arises
from tragic imitation and since the plot imitates it above

all else, this pleasure must be contained in the plot.

Hence the sufferings must be skillfully interwoven with the 73
plot end arrangement of the actions, and must not be =ought
from some other source. They are not excluded, however,

from the thought-element or expression, but these do not
pertain to this part of our discussion. We leave thought

and expression to the writers on Rhetoric.
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CHAPTER IX

By whom, among whom, and how
the passions or emotions are
aroused, WVhat is meant by =
feult cocumitted through want
of ¥nowledge (which is the
source of pity) or by a per-
son who does not realize his
crime., The principal mode of
arousing emcticn. Arrlicetion
of this doctrine.

Now let us consider the passions themselves, namely,
fear and pity, and how they are aroused. This involves
the consideration of three roints: the persons by whom,
the persons among whom, and the manner in which these
passions are stirred.

Every change sought by the emotions termi

n
unhapriness after happriness, or in hapriness after un-

-

}1~~rine s, All ren ore - ~., bad, or in between., Tence
2 rossible yrotagenistes " 737 be either good men whose

h: iness is chane »1 to adve sity, er bad men whose

2}

misery ress=s to hervinescs or, rerhars, the extremely
,icked .c e h  ine g is tvr.ed te disaster, or finally

2 inter ediste Yin of rere n, a man neither rpreeminently
v.:¥ed - -r - tetand_. for -~ ~tue.

* e first situeticrn, - -re the roet dericts a good
*oce~fe o frem ~- in: >t te migery, is nct fecr-insyir-

or ritecus, 1 * zi -1y (¢ icus, Aristetle gives =&n

veunt of such & it -+ti-. in hies Rhetoric.l When some-
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may 1 ;=

+ 41~ has Tarrened to another vhich & 1.2 fe 7
‘an to himself, it yroduces tvity &nd fecr in thet r n's
heart. But no one trembles at the disaster of a2 virtu-

ousS man since no one thinkes that such dissster will over-
take himself because he is good and harriness is the re-
ward of virtue.

Nor is it right for any poet to bring the wicked
from misery to hapriness. ©Such & situation is as untrag-
ic a& czn be since tragic disaster is denied to thoce
whose downfall stirs no pity. But & scoundrel's ruin nev-
er stirs our prity and, hence, his disaster is untragic.

Much less does it make us afrzid.

The situation wherein an extremely bad man falls from
harriness into misery is also inartistic, since no one fecls
pity for an evil character. He is considered to have gotten
his just deserts. lor does his downfall arouse fear, be-
cause no one thinks that a like disaster will befall him-
self. Everybody, to be sure, holds his own rrobity in the
highest regard, and there is no doubt that the majerity of
menkind is more or less good,

But it is the unhapry man who did nct deserve his
misery that arouses our pity and someone like ourselves
who moves us to fear. For exsmple, the criminal rightly
feszrs when he sees a criminal runished, and the ungodly,
when Y~ sees another of his kind ray the renalty. There-

fore, since a good man v ssing from hayriness to miecery,
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There is a distinction between a fault committed
through want of knowledge and az yerson committing -a crime
while he is ignorant. 1If a rerson acts while he is ig-
norant, he obviously does nct know what he ought to do,

s for exsmrle, if he is drunk and overypowered by wine,
and commits & crime while his reason is sunk in slumber
and, so to speak, temporarily dead.

Fe sins through wvant of knocwledge who, while Inow=-
ing whet is right, goes ahead and commits the sct. For
examrle, Cedipus ¥knew that toc slay one's father was the
worst of crimes and yet, yoor man, through want of Inowl-
edege, he went zhead and slew Laius, This arouses our rity.

The first cheracteristic” of the tragic hero i=s that
he be neither preeminently gocd nor rreeminently bad.
Qediyus, a2s we know, wes such, His virtues and vices were
not so outstanding as to produce an undesirable emotional
effect on the audience. 3Secorndly, his unharty condition

must not befzll him a2s 2 result of sinfulneess, Disescter
befalls Oedipus becaucse, =5 we said, his sin was committed
through lack of fcecresight and went of ¥knowledge 2nd, so to
greak, by a srecies of mistake. Finaslly, the tragic hero
gshould have been, before his fzll, in & yosition of highest
honor, in order that hi= disester (which is rendereu greater
by his former greatness) mey increase both fezr @nd rity to-
==L, SRR

g - .

'he most exact tragic action arises from the circum-
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stances just enumerated, because the ercticns srecific
to Tragedy will well pu of their own accord when a hero
such as the one described undergces & change cf fertune.
This model hero is rarely realized by the ancient trage-
dians, but Aristotle always points the ideal.

Up to this point we have considered the rersons by
whom tragic emctions are stirred. low let us see among
whom tregic sction is possible.4 Of necessity, all such
actions must take place among enemies, friends, or yer-
gone who are neitler friends nir enemieeg.

But if an enemy, for example, slayes or threztens
his foe, his action will not arouse our pity, except in-
asmuch as the deed moves us when we recall that we and
the victim possess human nature in common. The reason
we feel no pity is because violence and invective gener-
ally give rise to a deep feeling of hatred. Since all

‘ men are born with the desire fcr revenge, they reesdily
! excuse in another what they see they themselves would do.
i Furthermore, inasmuch &s we have an innate yearning

to hurt our foes, the audience is far from pitying the

ﬁ victim because they consider and judge such action most
b
1 ; . . 2
_.‘;. = ’ L + IL - - - . - bl )
- K N - ’
i
€ t ‘'ween twe or more reople. For example, we hate

‘- for his thieving, the pirate for his pirascy

dulterer for the rission he hae so basely satis-
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Now to discuses the manner and means by which these

emotions sre stirred. This calls for no ordimery powers

'}'gf adaptation for it is hardly within the poet's power tp _

: alter the facts of a traditional story; he often dees change
the manner in which they occur. For exarple, the tradi-
tional story is that Medea, that is, a mcther, slays her_
children. BPBut how she does so makes & world of difference
and the poets very the tale for emotional effect. The
pldest writers said that Vedea's children had been slain 82
by the Corinthians and some tragedians recount that their .

. mother sant them away. In Euripides, the mcther, with full

. ¥nowledge snd consent, slays them. Seneca and the other

'_Hﬁglgodians of a latef.day follcw Buripides' version.

The modes in which the tragic emcticns are stirred

':rgra as follows: the hero either comrits & crime or re-

:gghipl :;om doing soj if he does commit it, he does so

_;?iihpr knowingly or unknowingly; if knowing it not, he

- its hie crime in such a way that he reccgﬁizee'hiu

d either before or after its commission. He comrmits

orime: for example, Orestes slays his mother., Fneow-
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i1 *ly: es l.edea slayirg her children. Un¥nevirgly, but

in such & way thet he reccgnizes his deed after its com-

mi-sion: &es Oedirus kills his father and marries his

mo 'theI‘.
Sometimes the crime and its recognition cccur in

g in that of Astydamas, the ancient Trege-

0

~

the same Tlé&y,

e} 5 u .
dian,” Alcmaeon both slays his mother and later recognires

his deed, Telegonus, in the same manner, recognizes that e
he has killed his father.lC At other times, as in the rlay

of Sorhocles menticned above, either the crime or the recog-
nition occurs. ILaius' murder and Cedirus' reccgnition of

s 4

the crime, the beginning of his marrizge to Jocasta end

[N
m

realization thit she is hiz mother do net haiven in the
geme play, because the intervening sran of tirme vas grezter
than that rermissible in a single dreama.

The last possibility is that a man reaslize the nzture
of th- deed but in such & way that he change his mind be-

fore he commits it or rerents. Thus Hesermcn, in Sorheocles!

g
o}
H

ather vith dravn swore

Antigone, pursues

'nothing.ll This last situation is also the vworst because

m
)
M

stch a cizracter is nct ritizble but edious.l®

The next in merit is the situaticn vhere the deed is
icturly rerretrated in one way or ancther, This, by reason
of tl'e deed itself, has ritiable qualities, for man rities
1 " as men, Aristotle calls this the law of

. @ it comes cuite clese to
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then t, hc.ove »y igs for the deed to he done in ig-
n . nce, and the rel.ti.nshiy discovered afterwerds,

ice there is nothing odiocus in it @nd the discovery

(a)

., 211 cerve to astound us. The best situation of all is
" sre & rerson on the very roint of committing « crime
iogni-ns & friend tefcecre herming him, just as Irhigenic
-~ =~ the Tauriens recocgnizes her brother when she wos on
~ r~int of slayirg hir.,
Since there cre restrictions on the jc0et's choice
- ¢r reeters ence  ince he may not alter his subject-
~tter : t will, Aristotle i1s correct in noeting thet the
neient tragedisr restricted themselves to a small num-
ber of families ...en deeling with =z sub /ect from rest
"stcry.ls From these families they would, with no dif-
“iculty, buid a comprlex rlot end would judiciously and
cerefully exercise thit artistic skill which rractice
and exercise gradually brought to rerfection. They found

their best materisl in the family sagas of Alcmzeon,

by

Oediypus, Orestes, lieleager, Thyesteszs, Telerhus or any
others whc vere involved as @ithef sufferers or agents in
the ¥ind of herritle deed which adrmits of the rmcst correct
tragic treatment.

From this it is clear how careful azn account must be
taken of the subject-matter znd that the entire auestion eb

is one of judgment and choice, esrecially if the toric be
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CHAPTER X

The change of action. Can it
be twofold, anc if so, in the
same Tragedy? Is the =single
cr double chenge vreferablet
Is the action which terninetes

T oy

in disaster after harriness
better than its orrosite?

e have discussed at lengtlh the rerscns by vhom,
snd among whom, znd the maniner in which yity and fear
are etirred., Three roints must now be considered con-
cerning the change from which these circumstances zrise
and on vhich rractically the entire action derends. The
first question is vwhether the change is single or double,
and Wwe hﬁve discussed thet already while treating of other
toyics. The second guesticn is: if the change is double,
cen it be so in the same play? Finally: 1is the change
from misery to hayriness rreferable to the change from

¢~~iness to misery?
That a double change docs exist is clear from the

- .

pl. ‘s of the ancient tragedians. Zurirides' vork establi-
shes the possibility of a harpry ending, although, s Aris-

totle mentions,l almcst all his rlays terminate in tragic

circumstances. What ending is more joyful than in Alcestis,

when the once dead wife is restored to her husband? The

: me is true of the Tauric Iphigenia when brother and sister

nognize each other and both escare. There is no need to
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'ntion further examrles.

The possibility of ¢ tragic ending has never been

m

¢'17 4 into questicn and elmest 2ll chean es are rortrayed
- *th an eye tc rroducing an ending of this tyre. Ais we
gsaid before, it is gquite sure that a tragic change is &
rich source of emotion. It is also sure that beth tyres
of change can exist in the same pla;” as, for inetance,
when the ill-fortune of the gocd is changed tec harriness
and the evil yass from herpiness tc misery.

Trere are many examr_ es of this. In the Ilectra of
Sorhocles, the misery  -of Crestes and lLlectraz is changed
to joy while the harpiness of Clytemnestra and Aegvesthus
ig turned to disaster. Such, tce, is the cese in the
Choerhoroe of Aeschylus and Aristotle correctly nct a?
a parallel in Homer's Qdyssey. Ulysses undergoes a change
different from that cof tre suitors; he rasses from nisery
to joy, and their hayryiness terminates in ruin.

This double change meets with higher roruler z17rovel,
but Aristeotle and the student find it less tragic than a
single clhange. The cordinary syecteter dces nct lock for
the rity and fear which emerge from a single chenge. Vhen
he sees the good rrosper after they were unhapryyv, and the
harriness of the evil turned to micery, he derives the
greatest rleasure from such @ change which is 2 sort of
just vengeance sent by heaven. But the srcctaster who is

also a2 student realizes thit such pleasure belecngs to

87
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r,, 2dy rather tkan to Tragedy. Fe understénds th:t such
a chan, e necesserily involves the destruction of that

“1i¢" is of yrimary importance to sn acticn or rlet==1

san any circumstance that rrodgces feer or stirs cur

‘ty. Hence it is thatl the single change is preferable
to the double.

The finzl questicn is whether in a play invelving =& st
single change, the change from hepriness to misery is su-
perior to one where misery terminates in herpiness, .The
answer is clear from preceeding arguments. Ivery complex
plot is superior to & simrle plot. DBut a complex plot is
that which joins recognition end reversal, Reverszal, as
was rointed out at length, is & sudden change from one
state to its orrosite. Tut rity end feer serve te set
off the recognition and reversal to rarticulzr advantage,
But nothing is calculated to combat rity and fecr more
then hayriness. Hence there cen be no doubt which of the
two kinds of change is the more tragic.

Aristotle praises Eurirides for this very recson.®
Although the structure of his rlots often showed faulty
workmanshiy, he is outstanding for his cere in observing
thie change which is particulerly srecific to Tragedy.
Fis rlays usueslly involved a trecric ending, as wes szid
before, although this does not arrear to be zltogether

true in the few rlzys of his which ere

[0)]

till extant.,
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C";x.t‘ A..AJ_k .;{I

Conclusicn cof the first and most
important part. How the poet
should arrenge his action in
‘cordance with the teaching ex-
plained above. VWhen the roet
ghould add cherzcters. When he
should add the episode. The
meaning of complication end so-~
lution. Their artistic use.
Plotes clasgified sccording to
complicaticn and soluticn. The

ol

three kinds of simple ploct,.

Trus fer e have considered the best and reost rer-

T

fect ¥inl of rylot. MNow we nust speak of the manner in

1 dich tT o roet should piece hig plet together., Two Toints

must he Yert in view in the srrangement of =zny tregic rlrt:

4

fdn
{-_l
m
cr
@]
e
n
1

the tlot end ti.e episode. If the tragic roet fai
tinguie* clearly between these two, the recst of his work is
in vein,

Plct is the uvnadorned imitation of an ection. Whet-
ever the rpoet adds over and above this sction is eyicscde,
As we maintained, the parts of a plet must fit together
artistically, In like menner, it is of primeary importasnce
not only that the episodes fit the plet, but also that
they be suitebly and crtistically interwoven with it.

Refore he does anything, the rret whe is bent on com-

posing a worth-while Tragedy

Y
o

ot

¥ill arrange and mep out the

bare, simple action he intends to imitate--without a2dorn-
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rent » ¢ Ilsot.ese In this feshien ke v11ll -~ % cdecide on

[N

t  esgential qualities. TFirst, he asks himself whether
ris plot is simple or cqmylex; then, if 1t is complex,
whether it allows of recognition or reverssl and (for this
ijs important) what kind; next, vhether pity or fear will
arise from the sitvation; firnzlly in whet manner and by
what means the change i: rendered consistent with the
antecedent action.

After he hes determined this, he will give thought
to his characters, mentally essuming their disrositions
and feelings. If the rcet 1receeds in this manner, the
gsrectators will recognize themselves in the roet's char-
acters, whether they be luxury lovers, lustful or wreth-
ful; old men, lads or in their prime; women or slaves.
ore will be said on this roint later, vhen we discuss
charecter, Once the plot has been rlaced together in this
feshicn, it will be time for the £killful inserticen of the
episodes to which we devoted a cursory treatment in an

ezarlicr s=2ction of this trezsticse.

Let us consider & model. The plot of Seneca's Troades

is as follows: after the sack of Troy, the Greeks consult
Calchas as tc how they can return home in safety =nd how
they can render the gods favorseble to therm on the eve of
their derarture; Calchas says thet Polyxenaz and Astyanax
must be slain, and they azre yut to death. Thet is thre

bare plot; not 2 complex rlot, to be sure, bvt simple.
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-verything else is episode. The erisodes are then
¢111fully end prorortionately inserted, &s, for instance,
the dialogue of Agamemnon and Pyrrhusl which grows out of
the plan to slay Polyxena. The entire scene wherein Ulys-

P

ses seeks and at last finds Astyanax is also episodic.”

Li¥e the previous example, it grows from the subject-mat-
ter, that is, the second of the two rlans, which was con-
cerned with hurling Astyanax toc his death. One finds
erisodes in Homer and Vergil, tog, but therc is this dif-
ference. The Epic allows a more extended and diffuse kind
of episode, whereas in Tregedy it must be short and more
confived.5

After the plot has been constructed in this manner,
the poet will perceive that it has two parts. The one
can be rightly termed complication and the other, solutien.
Complication embraces events both intrinsic end extrinsic
to the plot, but the sclution takes in only circumstences
intrinsic to the rlot and scticn.

I call thosec events intrinsic which heve neo hesring
on the episodes and which are nct inecluded to lengthen
out or adorn the rlay, but which are of such & nature
thet the ection would net be a vwhole withort them. The
extrinsic aré the episodes, which do nct enter intec the
dénoument, In fact, erisodes are excluded from the ex-
trinsic events in a comrlex rlct when these events em-

brace the reversal end recognition (vhich male the rlot
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- 1-0) " in a simple plot when they contain the change.

=~ ca's edipus offers examrles of both kindes of ex-

. . 4 g "
..~ ¢ ircidents. The Prolcgue,” wherein Qedirus sreaks

of t * rl-~ue, has ne bearing cn the prlct but is extrineic

to it. 3¢, tee, Oedipus' dialogue with Creon and Tiresias

(i--- -t insofsr as it treats of Laius' murder),® the pro- 03

1ix ¢ ~erirtion of the underworld,® and the sumroning of
the shzdes fre purely eriscdic.
TV ~ dielcgue between Qedipus and the old man, as well

;e = »t of thet between Oedipus and Phorbas, lead little
- 1little te tle change #nd have some bearing on the com-
~licatin~, In fact, the solution begins with these lines:

Yawn, earth! And do thou, ¥ing

of the dark world, ruler of

shades, to lowest Tartarus hurl

this unnatural interchange 'twixt

breood and stock.
These lines contain both change arnd reccgnition. One finds
in them nothing that does not arise from the action, nothing
irrelevant to the plot, nothing that could or should be re-
moved, nothing extrinsic. Just as in th: syeeches of the
lessenger, Qedipus, and Jocasta, as is quite obvious to any-
one, there is ne trace of the eriscdic.

Both complication and solution demand z syecific manner

of artistic treatment. The complication must not be entire-
ly episodic, nor may it embrace events entirely irrelevant,

nor such as are prolix or superfluous to an extreme, The

solution excludes the episodic, the irrelevant, the Trolix

94
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Tor, o rurenfllovus § a3- . nier or form, Secondly, if
27l tis siv 1le, 39l must be skillful; if it
e 07 tice - contain & recognition and

ittio ev1 L, T, i twrrn must preperly include
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Beth coirlice tien = ¢ #-luticn ere liable {r incompe-
't ralivoo = ete tle . vointed out that many poets

- ye built ur el s oery licetion only to fail in the

-slution: nthers Lccte 700 iTdich gave a clever scolution

to &n incdequrte ¢r  lico Lien,
Silre theo k iy CF 1ic: “ion and soluticn, are so

3 - t, it - ~ree x» * s - that a Tragedy is the same

cer 1.t t- = -z ... 7 r o +he grounds that its plot

A S o5 S R _ - ~.ample, Aeschylus in his

- AwThrpe ~
= ————————

o *~¢1 8 in his Electra heave treated the
< st fect, ™.t " - wo plays are distinct because, in
¢ ., the ccrrlic. ti+ and solution are diffcrent. ITach
ylrt o corrlozn i cludes & recogniticn, although
Aesc ~-lu=T <id net succeed s well ag Sorhocles in this

Fad

1 - tete Bt oguch T points of structure were hardly
el n . oeeh3loot oo,
1 Fir-lyti- of Buripides and Seneca's play of the
c¢ffer snct™ - example. MNany other plays, as

1l -~ g2, ervl . - comyeared and contraested, but such
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is vt our rresnt virrcl . ZC 2ro1 Tiro 7 s e in a
gt r thet is ¢1ltc -other hesty 2nd suc . zn.,  Tut v -t
w.te this well:s cGiff-rence of +lot cel v @ or di " rence

in comrlication and sclution; the different kinde of plct

are simple end complex; the sinryle is o
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The first type of simple riot

ering, filled with emotion and feeling, such as the
E ’

Hurcules Furens of Seneca, and Sorhceles' Ajax. In these

plays we find rage end madness which vltimetely destroy
the hero, The second is the Tragedy ol character in which
we either describe or meld far ocurselves sorme man, excellent
end gocd, who is a model of character., If & recet vere to

describe in tragic style the filisl devoticn of Aenezs dur-

jo N
@

ing the sack of Troy,lC we would en examrle of this

o0

type of simple plot. Such a subject would offer a rich
ource of roble rentiments. The last tyre is the spec-
* ecular., slthcugh, 8 with the Tregedy of cherecter. 1e
h-ve ne extant odel of this lest, = dreana bazsed on the
zdventures of Aeneas or Ulysses in the underworldll weould

rrovide an examrle.lf
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CHAPTER XII

Dénouement by the Deug ex
Machinas. Two wrong uses of
This stage artifice. Exryla-
nation of Aristotle's state-
ment in the letaprhysics on

the Deus ex llachine., Three
uses of this device that are
allowed. HExtra-dremstic ror-
‘tiong of & rlay. kLxplanation
of a passage in Aristotle that
hes not been understood until
the present day. The solution
by the Deus ex llachina in the
Hercules Oetaeus. Other ex-
amrles,

In the vreceeding charter we discussed, among other
& i H &

)

topics, the question of complicaticn and solution. These

T

5

are  utu: lly derendent, and the one can neither be discuss-

nor understoeod without the other., Ariztotle sproke of

F-

=

both in witty style, using as an exarrle those who first

]

tie and rresently untie & Ynot. ‘It often haryens that they
can scarcely untie whet they heave tied, or, overcome by the
dgifficulty of the rroblem, they are forced to give ur the
atterpt a2ltogether. In like manner, the roet often weaves
a complication which is beyond &ll solution--at least any
plausible one.

The writers of Tregedy found & solution to this prob-

lem which they called the Deus ex llachina, and which became

quite cormon, Devoid of skill and, as a rule, contrary to

art, it is the one escare for a poet when he carnot success-

96
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by themselves, since ncthing is beyond God's powers of
solution.

From this it becomes clear to what use the device
could be put, although scholars seem to have misunderstocd
jts applicability. This artifice assumes two forms, one
of which employs & god, while the other dces nct, The first
gave rise tec the proverbial exypression "Deus ex Nachina';
Aristotle spezks of the second #s "bringing ur the engine“.g

As to the first, nothing is more common than the em=-
ployment of a divine agent with thies device. The knot is
loosed by Juriter in Plautus' Amrhitrye, by Arclloe in Eu-
ripides' Orestes, by Minerva in hies JIon and by Diana in
the same poet's Hippolytus. When the action became badly
tangled, & divinity unrevelled it--the only rossible cure of
for a poorly constructed plot. This procedure is censured
time and time again by Lucisn and other writers who echeo
Plato's words in the Cratylus® about bringing on the divini-
ty and having recourse tc aid from on high.

As to the second form, thies stage artifice rresente &

ready means of escare even without divine intervention.

When a character is inescaprably cornered, he glides offestage
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.1 the "engine", as was the case with ledea in Jurirides!'
+1:v. . Then Jason wes abcut to destroy her, the "engine"
T

- brought on and she wes carried off, &s is hinted in the

folleowing lines:

&

Ceése thy vorry. If thou
hast a request to make of mnie,
speek thy mind., But never
wilt thou lay hands on me.
The Sun, sire of my sire,

hes given me & chariot ag &

d n

se ageinst rmy fces,
Seneca imitates this in his lines:

Whet means th:st sudden noisef
'Tis arms they are ﬁe}ing

ready, end they seck me for my
slaying. To the lrftv ro0of

of our ralace ‘_1] I ount,

now the bloody vork th been
bcgun.

mut oy could this be done save with some device thet weas
brought ento the stage?
This leads to & famous passage in the firet bool of

Aristotle's Metaphysics® which deserves an incident:sl ex-

planation here, because it throws light on the problem
under discussion. Hence we are nct overreaching the =score
of our trectice if we mention it.

It ie common knowledge that Anexegoreas attrituted the
order of the universe to llind znd the rest of the thiloso-
rhers mocked him by calling him "the Mind"., But Ansxagoras'
postulate is correct if one understands by "Mind" the Divine
Intelligence. Aristotle, vho zdmitted nothing withovt a

rational exrlanaticn :nd even investigeted divine mattere

18]
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in t e 1light of natur 1 re:son, according to his commenta-

-

tor Si- ‘licius, differed fror Plete anﬁltﬁe snecienie on th
st .iect of Anaxe nric! ".odind', Aristotle maintained that
s zowe e brou it in kTt 7ad%, like an "engine", and
_~c:_ed by it when other esc:7e was imrossible.

Thr reee e ig ¢ follovgs

But Anaxagores used his Mind
28 a theatrical machine in

c
4

trecting of creaticn. TV hen
at a loss for the reascn why
creetion was necessary
brought on the engine, =
though in all other things
he brought forwarda any rea-
scn for their existence rath-
er thaen ettribute them to 1ind,
Aristotle had in view the theatricel use of the device and
by "bringing up the engine" he means "tc escare and slip
off." He does not mean that Anaxagoras (es Cicero and
r) had recourse to a god who was in the machine
but that he had his "Mind" instesd of & machine znd used
it in place of one sc that, with its helpr, he escared just
cs l'edea did.

The learned coiner of proverbs failed to see this,
Theege vhe remembered Ansxagorss only vith words of scorn
failed teoco,--cg if being first te comyose so meny thou-
send rroverbs vwere less noteworthy then the fset that he

W/

passed over & few, If it were any concern of mine, I
could asserble in & few deys & just commentery vhich would
easily prrove how that great man, after the manner of men

failed in many ways. He often was incorrect in his

o

100
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norance of another--esrecially vhen his vork is teco grest
to be disparaged whether one consider his extreme teil,
his laudsble desire to 1.in neme for *i:-elf in 1it retuvr
or his great erudition.

But to get back to the Deus ex liachina. Whether this

artifice employs & divine =gent or not, either use is con-
demned by Aristotle, The poet cen avoid both these faulty
uses of the device just zs he cen aveid the defect of com-

Ll

1. No one doubts

plication which shows ur in the solutic
th't the first use (where & god unrevels the knot) is wrong.
As fer as the second is concerned, the =zituation could have 102
been develored in such & wey thit the device would hove
been unnecessary &nd ledea (to cite & concrete instance)
could have gradually, in one way or =@nother extriceted her-
gelf and escayed. The entiré rlot of Iurirides' rl:zy could
have easily been freed from its defects.

Up to now ve hive discussed the tvwo uses of the Deus

ex liachina which must be avoided., 10w let us examine the

(]

three ways in which it mey be rrorerly errloyed. Scholsrs
have misunderstood ne rassage in Aristotle more then +h-

one wherein he sets forth his teaching en this reoint,
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This ressage, along with meny others, tes b en subjected
to the hershe=t criticism, st.ndir s it .oes in the
cherter on chrracters, whereas it belongs to the earlier
charter which treate of complicetion 2nd solution.f The
element of character hus no bearing on the déncuerent--
the Deus ex lizachina has even less on the cherecter ele-
ment. Thie device is occesioned by the complicaticn but,
as wes stated above, belongs in the seluticn, IFurther-
more, both complication :ind soluticn belong te the first
gualitative yart of Tragedy, rlct, while chiracter con-
stitutes the seccnd,

After meking it clear thet the soluticn must aricse
from the plet, that is, the complication, and net from
the Deus ex Machina, Aristotle points to three legitimate
uses of thiec device. It mucst be reserved for matters
ext-Trnal to the drama, or for rast events beyeond humen
inevledge, or for events vet toc come vhich must he re-
rorted or foretold.®

llo one has yet clearly enough comrrehended what Aris-
totle meant by matters externzl te the dreme and ve eghsll
essey &#n exrlsnaticn without delsy. He meant that evente
in the course of the play which belong to the erisodes were
extra-drametic, The epicscde zlvayc lies outsgide the v:oin

action ag vas rroved at some length in the vrreceeding cher-

ter, where we showed th:t the erisode cnuld be remcved vith-

out disturbing the zction =nd th:t it wvos errloved for vur-

163
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roses of adornment. But the episode belongs in the com-
plication, not in the solutien. If, therefore, he warns

that the Deus ex Nachina is to be used in matters external

to the drama, and if nothing is external to the drams ex-
cert episodic events, @nd if these events belong to the
complication, Aristotle's warning is to employ the Deus
ex Machina not in the solution, but in the complication.
Even this use is restricted by two excertions to the rule, 104

g8 we shall presently prove.

We findan example of t° Tro- o0 e oo
device in the prologue vher :+ 1 U o U
mon and held in high honcr. R i b
the rrologue of his Ajax. PoooT . e
(of Seneca). XEurirides has - -c T

the Ion and Venus that of the Hiprolytus.
Euripides was fond of setting forth his subject in a

prologue. But plot deals with future events, being

compounds
ed of present and future actions. Yet the power to knew
ant foretell the future belongs to the gods alone and, hence,
it is proper that a god foretell--from the machine--some
future event in the play. In the Phoenissae, Joczsta, & mor-
tal, foretells the future since it was a ypart of the pley
and not extra-dramstic.

In pest events leyvond human Ikncwledge the qguestion is

whether the legitimete use of the Deus ex ¥Yachine ie con-

fined to the denouement or is admissable elsevhere in the

play. It is used in both cemplicetion and solutien, ™™



93

1> soluticn of Durirides' Fi clytus, for examprle,
T ma errlains et hed not T o0 el could not heve been 105
n v 1=-n: 1ly, thst Venus k. d 1. .- =d this Tunishﬂent on
i- _olytus. But it is in the corrlic tion of Sorhocles'
Ajex trat T inerve tells Ulyss:r 3z "7 :t ajex had done when
Ulys.. s could net otherwic:» 1 . :'n of it.

The third use is for events yet to come anQ again
there a2re instances of its employvment in both soluticn
and cormpliceticn. In the sclution of Lurirides' Orestes,
Apollo foretells what will presently come to pass end
effects a reconcilistion between Orestese and Venelaus
vhich gives rise to the dénouement. Mercury in the same

roet's Ion exrlaing the 1lot in the crurse of the com-

h

rlication.,

It vould seem thet Aristctle hed the dencuement in
mind when he tre: ted this device and he &llowed its cc-
casional use in this part of the play. What follows

vould be & reconstruction of his orinion cn the matter

the Deus ex lachina must salways be used in the comprli-
cation unless the situation forces the poet to emrloy it
elsewhere and its use is unavoidable.

Sometimes events will cccur or heve occecurred vhich
are beyond the range of human knowledge. Vher Lﬁe yoet

cannot avoid this, by all means let him use the Deus ex

liachina in the soluticn. There are f=w such cases in

Iuripides since most of his situaticns were avoidable.
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There are few rast events beyond the score

edgg future events of this sort are rarely necessary ex-

cept in setting forth the subject-matter in the rrologue.
Furthermore meny unknowable events need never be

.

known=--zs in the Herculer Oetaeus. In the Trechinise, th

inspired Sorhocles did not even use the character of Alecn

while the zuthor of the Qetaeus vwiehed her to Ynov Fercul
wnile

hed been translated to heaven. ZRut vhy« Was no other so

La

tion vossibletY Did this yrocedure looce the knct? It ef

4

fected a2 change, to be sure, but since Fercules changed for

the better, the play changed for the worse because it has

a harpy ending (foreign to Tragedy) when it cou’ d have

ed in sorrow, Hence, the introduction of the Deus ex la=-

——

china is without reason and mo For, from

the machine, the hero syeake the

Why, since I hold the reslms
of starry heaven end at lest
have attained the skies, dost
by lamentation bid me taste
of death? Give o'er; for nov
hes my velour borne me to the
stars and to the gods them-

selves. e

Then fthe following:
The yools of ritiless Ceocyvtus
1

hold me not, nor hes the dar
skiff borne o'er my shade.,ll

A

4And he glides off on the "engine" to the voint where Alcrens

rurt srealk the feolloving lines:

(=1

Stey but a littlel~==-he has
vanished from my sight, is
gone, to the stars faring,
Am T deceived or do my eyes
but deem they saw my son9l®

of man's knowl-

L~

Ei:

1

nd -
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The solution, therefore, is like that in Plautus’

i itryo, vhere Juriter speeks from the mach

But this was &

1= =

Be of gocd cheer., I zm here
with aid, Amphitryon, for thee
and thine. Thou hast naught

to fear. GSeers, sccthesayers-=~
have ncne of them., I will msle
known to thee future and rest
alike.1ld

ne:

much wiser use of the device than in

play because the crowd had to be placated, as

Rhegus. There

s When a strife had arisen over

95

the slain hero

and Hector stood under grave susricion, the situation

explained from the machine and the tumult

was a corron r

vas quelled.

emedy in such situetions. Furthermore,

-

wa.s

=

This

Jupiter,

in the Amphitryo says he will tell cf events rast and future.

There were no

Alcmena could have, indee

such events in Seneca's Hercules QOetacus.

o
w
2
>
o
} J
o
B
b
D

what hed occurred.

In both T

lays the ending is harry. Amph?

Thy will shall be done: and
keep thy word with me, I beg
thee, I'll in and see rmy wife!
o more of old Tiresias!

Now, syectators, for the sake
of Jove Almﬁghtx, give us some
loud alylause.l

And in the Hercules Cetaeus, Alcmena says:

But no! thoeu are divine, and
deathless the heavens vroseess
thee. 1In thy triumphant en-
trance I believe, Yow will I
taeke me to the realm of Thebes
and there rroclaim the new rod
added to their termples,l9

remained ignorant of

4
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H

Seneca left out nothing excext the "Give [rour o - leave-

of tre comic roet., =srd this the juoicior vriting of &
schoc?™ ster!

Ve o 0
No doubt he had in mind the denouerent in Sorhocles!

Philoctetes, where the knot is leoosed by lerculecs from the

5

mechine. Phileoctetes could not be led by aeny huran effrrt

to betake himegelf to Troy. Ience ell future events had te

pe foretold,--and by whom better than Fercules? S3Since Phil-

-

octetes hed set his mind against

o

eaving his desert isle it

would take the weight of divine authority to ferce him to

3

leave. But no rarallel exists between this situation an

-

the Hercules Cetaeus of Senece.

The pessage quoted below is the one from the Poetics

which treats of the complication and soluticn and which we
gaid shruld be transferred to an earlier cherter:

From this one sees that the
dénouerent alsec should arise

out of the plot itself and not
depend on & stage-artifice, a

in Vedea or in the story of the
(arrested) derarture of the Creesks
in the Iliad. The artifice must
be reserved for matters ottside
the play=--for rast events bevon
humcn knowledge, or events vet to
come, which recuire to be foretold

or announced; since it ie the privi-
lege of the gods to know everything.l

.

If ore feile to see immediately that this rassage is out of
rl:ce, either his attertion hes wandered, or he never ha

it fixed on the matter at hend. This becor s rarticulsrly

cleer if the v ssage is excised, end if we 1link together

the cc  onts irmedistely rreceeding and inmedistely follow-

L—‘
0
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ing it. Both adjacent passages are concerned with the
prorer rortraiture of character. 11C

I considered that this admonition should find a rlace
in the course of our discussion because, #long with other
points, it escaped my careful attention in my commentary to
Aristotle's treatise., ©5till the transposition of some pas-
gages which have been noticed in my com entary now seem so
imyortént that, unless they are transyrsed,_ve would be un-
able to find rhyme or reason in his teaching.

Yet how few there are today who see the usefulness of
true and genuine criticism or vwho devote themselves to
weighty problems? This criticism, however, can scarcely
defend jtself or operate unless aided by 211 the learning
and every science known to the mind of man., But let us get

on with our discussion.
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CHAPTLR XIIT

The gradual development of Trag-
edy. Characters and roints to

be noticed about them., Narration
or exposition., Its use, ©score
and subject-matter., Its charsac-
teristics. Authors.

Two proofs combine to demonstrate thet Tragedy gradu-
211y developed (just as Comedy did) until it arrived at
the point of its highest perfection. Reason and practice
rrove this and Aristotle's corments on the subject sub-
stantiate our own observations.

The same developrient is noticeable in all rcetry in
general, which falls into three classes: yure expository
or narrative poetry; that which imitates by means of charac-
ter; and finally, the type which combines the other two.
Although Tragedy did not inmediately emerge from rure ner-
rative, at its fullest develorment it is & comrletely dis-
tinct form. In the beginning Tregedy allowed but one char-
acter, presently a few sre found, and in its full flower a
larger cast is introduced,

There cen be no doubt thet there were many exemrles of

the monologue, such as Lycophron's tour de force of cryrtic

langueare wherein a single character, Cassandra, is brought
on the sta@e.l Very few carry the acticn in Aeschvlus!

Seven Against Thebes: IZkteocles, the lecscenger, Isrene,

111
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‘mtd ne, - 2 .ald ¢ | the ( Hrus. . t el loys
fc_:r in his Perr~~, v 've there are, ~ 70 AT L (0=
=, only . “r ¢ 17 :ters: .t~ &, the . en~er, the "~ ret

of Darius, and Xerxes,

The following rointe may bte noticed with regerd to
characters. The tragic toet either derives his subject
from tradition (which har:ens in the majerity of cases), or

he creztes it (which is of much less frequent occurrence).

n

If he creates it, he creates his charscters as well. Aga- 11
thon did this end it was the comron prectice in Comedy.
If the poet derives his subject, he either derives all his
characters, or creates some or fashicns & name for them,
Created characters are either such as are found in life
or are rure products of the mind. Those from life are class-
jfied either by their age (such as the 01d ¥an), or by their
conditicn (such &s the Slave), or by their dutv or rrofes-
gion (such as the lessenger, the Sherherd, the I'erald, the
mele or female Nurse), or by nation (as the Thrygian in Lu-
rirides' Orestes). Ixemrles of charcecters existing only in
the mind are Hunger, Sleer, Rumor, ILuxury, end others of
this sc-t.
Al though two charecters mey not ve altogether identi-
c@l, & poet may suitably essign to one of his sctors the
~me of a cherszcter in & kindred story--eerecially if the

ory is not too commonly known. In that way the roet a-

=

voids that disagreeable affectation which msrlrs the rrivate
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tuter ' 17 strric. Or the poet may designate a character

.m - e t " 1 . meaning of a character's nare. These may

‘- * 7, i -tions, and they must be made with erudition
~ut t it 7oplay. This is usual in Comedy, where, for
. - ", - ¢+ -acter is called Pamphilus., Why?

This is how he liveds he fell

in easily with the ways of all

of his acqueintances, gave him-
self ur to his company, and join-
ed heartily in their rvrsuitF.E

Almost the same thing that haprens in the case of
characters haprens to the narrative. I‘hen the characters

1=

are few, they complete the actirn vith salmost sheer nar-

1

rative. What is Aeschylus' Seven Against Thebes excert a

narrative which has received its asdornment by the weight
Joive Teorn, o -
o » -, poets contrived the simple plot &nd gradu-
ally developed the complex, BIoth of thece are completely

exist

'...l
o
ct
(2]
m

distinct from sheer nirrative inesmuch as y
apart from words. For example, if a yerson can mentally
contemplate the fate of Oediyus, he rerceives the plct be-
caucse the emrticne sre rtresent.

What one syesker recounts in narration must be acted
out by several characters when yvlot is emploved. FHence it
ig that Aristotle excludes narrstive form from his defini-
tion of Tragedy--not because Tragedy lacks all narrative,

but because it does not derive its essence either through

or from narrative., Tragedy employs the form of action,
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not 1 tion,

i ~yztive is neither essential to nor a part of Trag-
edy, but en aid to the action &nd steging of & rlay. For
there are some scenes that are naturally imrossible, vheth-
er they be obviously false or rossess an aryearance of truth.
Others afe rossible, such as liedea's murder of her children,
Again, possible events are sometimes rrobable, such as Ajax'
guicide--a probable action for a grest~soculed hero whose
disgrace made him a madman. Other rossible situaticns are
¢- rently improbable, such &s Cedipus' unwitting marriage
with his mother., Some actions, such as scourgings, can be
shown on '"he stage; cothers, like nurders,>cen e represent-
ed only with difficulty; still others, such as Hirrelytus
being torn to bits, are sltogether impossible of reyresen=-
tation--unless some ector is willing to heve himeself dis-
1 » ired., OSuch things did sometimes heyren in the amrhi-
+¥ 3 tre, under the Roman emrerors, fto rrovide pleasure for
t - mob.

Yarration, suprlying by verbal rerort wvhat is lacking
to the actual rerresentation, comes to the rescue in all
such sitvations and recounts what cennct be chown on the
stege, Ve allow the poet broad licensae--net to deceive
but to instruct--as the ancient rhilosorhers and fables
teech us, Gcenes of the ¥ind menticned zbove either can-
net be s rwn cr, if they are, lose in credibility for that

very reason, as Horace correctly roints out,?

114
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The same is true of situations that are arrarently
improbable, for narration gives &n air of rrobability to i
any situsticn--even to events th.t havec never occurred,
and herein lies not the least virtue of the narrative form.

In the szme way, since language can e%hibit all things, it
recounts situations that could be rerresented only with

great difficulty or net at &ll: or examrle, past events,

A

s the death of Firrolytus, Astyanax, or Tolyxena; rresent,
gsuch as the battle arrey in the Thebais or the rresence
and actions of the chiefs before the gates in leschylus'

Seven Against Thebes; or future events either by means of

the Deus ex llachina, (such es Hercules' prorhecy in the

Philcoctetes and Apollo's in the Orestes @s well ¢s in other

plays), or on the stage, as in the prorhecy of Prometheus in
Aeschylus' rlay cr the utterances of Cassandra in both Acs-
chylus' and Seneca's versicns of the Agememnon,

Narratives of this kind are generally rut in the mouths
of gods, seers, or heroes who poesess lnowledge of the fu-
ture and foretell it, OSometimes, however, cnother character.
acting on their warning cr advice, makes the rrorhecy. Thus
in the Ajax, & liessenger forebodes the hero's death by the
inspiration of the seer, Calches.?

Fence those who hold to the opinion that nerrative is

confined to the llessenger character =zre greatly in error,

l_l
'_l
(o)

In Aeschylus' Seven Against Thebes, the Scout, 2rd in Sorho-

1 - =
cles' Orestes,” the Nurse become lessengers. On the stage
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anyone can narrate an incident, as in the Hercules Furens

Theseus tells of the hero's deeds in the underworld. The
rhetoricians, Aristnfle, znd other auth rities are at one
in calling this rrocess a nerrative cr recital. TForver's
passages which unfold the story by sheer narration and
Euripides' prologues beleng to this kind of expesitery
narrative,

A rossible reascn for the opinicn mentioned at the
beginning of the prcceeding reragrarh is the fact that the
Latin poets yut theif narratives into the nouths of l'essen-
gers., But all that the Romans lack almost entirely, even
when striving to attain it, rresents iteelf tc ‘he minds of
the Greek tragedians in abundance although their efferts ée
directed elsewhere,

The Greeks has two kinds of narrative, cne Tor true
events, the other for events narrated c¢s true., These had
their names even when talking nonsense. VWhen narrating
rresent events, they even fashioned & ¥ind of aryearance of
what wes occurring not only &s to time but elso as to rlace.
We have an example in Furipides' Phoenicsze when the Tutor
roints out to Antigone the chiefs before the city gates. 117
This 1s an imitaticn of Homsr's Helen, who does the sazme
thing in the third book of the Iliad, but in neither ras-
sage is it a true narrative. The sreaker is interrurted
and roints out peorle; he does not merely narrscte. Mnally,

they betray themselves on their own testimony beczuse they
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term this ~ -~ of narrative a "pointing out" -

~‘¢:s .11 Bson for the name is found in t-~ A N 7
. N Vi 13 ‘re clearly defineéd.

r1 ion concerns itself with five subjectes at the
m~ . e first is the character about whom comethrng is
+~1d, ‘hem 7 be only one character, such as Hiprolytus

in Seneca's ylay of that name, or there mey ve many, as
1 .1lyxens and sAstyanax in the Troades.
The second subject consists in things derne by or to
a ch racter. IYor examyle:
The dauntless maid did not
shrink back, but, facing the
stro¥e, etood there with stern
lock and courageous.®
The third subject ie rlace. For example:
Its further eide is gently
larred by Rheteum's waters;
it= frent is surrounded by
& yplain, vhile a ve Jxes,
=10r1ng gently up in the
manner of a theatre, _hems
in the middle sypace.”
The fourth is time vhich is sometines arely ~ lerited
¢« in the foll wing line:
Two jortions of her course
had kindly night well-nigh
]&Sfed‘
At o*-'r times in the course of = narretive, the time isg
7 % by o 'r circumstances, as in the fo lowing:
As a fugitive flees the city
with unsafe step, making his
swift way with speeding feet.

Sometimes the series and sequence of events is merelvy hinted,
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11 r vhen cne action follows snother as in tke fcll- -

¢ le:

After the boy fell headlong
from the lofty tower, and the
throng of Greeke wert for the
crime it wrought, that ssme
host turned to & second crime.®

The fifth is manner, For examyle:

A spirit so bold strikes the
hearts of all and--strange
rrodigy--Pyrrhus ies slow to
kill. VWhen his hand, thrust
forth, had buried deer the
sword, with the death-strole
her blood leared cut in a
gsudden stream_through the
gaping wound.—"

The manrer is more obvious in the follcocwing lines from

Seneca's Hiprolytus:

Then, truly, the plunging

horses, driven by mad fear,

broke from control, struggled

to vwrench' their necks from the
yoke, and, rearing up, hurled
their burden to the ground,
Beadlong on his face he plunged
and, zs he fell, entangled his
body in the clinging reirs; and
the more he struggled, the tight-
er he drew those firm-holding ceils.ll

The rhetorician usually edds the reason for a narrated

,

scticn, vheress the tragic poetl meles nc mention of it,
presurrosing thet the reeson is slready }nown by the audi-
ence. The five subjects menticoned ahove again sllow of
amplification and torics or elements, as they are called,

have been found for this process. GSome of these torics

are aprlicable to Tragedy.
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Thus a chsracter is described by his arrearance,
deeds, morzl nature, death, and what follows on his death.
Exeﬁples of 21l these ere found here and theve in the dif-
ferent Tregedies., A deed is nerrated as being sad, bold,
cruel, calculated to inspire rity or fear. The other sub-
jects admit of li¥e torics for amrlification which each one
can discover for himself. The mesters of oratory have shown
the way. Inzsmuch as they heve overlcoked no detail, we
think there is no need to repeat their precerts.

The ancient rhetoricians established three principal 12C
cheracteristics for nerration: it must be clear, brief,
and convincing.l2 Clarity arrlies to =11 ﬁerratives, brevity
to some and conviction to 211, but mcre co to narretives
which recount events that hesve nct zctually occurred. Al-

though amcng the Latin rcets, lucius Senece wes an outstand-

—_—

ing narrator as, for instance, he sghows in his Hirrolytus
and Troades, I shell take my examples frorm the Greek drama.

Turipides' Hecuba provides a mcdel for clear narrative,
and Sophocles, in Zlectra, is culte conviunecing although his
narrative is not factual. ZIvery writer should keep this
example from Sorhocles before his eyes, because ncthing is
gaid in a false narretive that could not be caid in a true
one; time, place, manner end rivals, fcor whom a country and
anything else can be invented.

Sorhocles scorned clarity but gave teo his narrative

m

the meagnificence which is chrracteristic of Tragedy. Atti-

cism (the style of writing affected by Sorhocles) zlso re-



107

sected unadorned clarity in narrative. FHomer is a mcdel
o

of brevity; with Burirides brevity leads to confusicn.

Sophocles and Seneca before beginning a narrctive rassage

some times disclose the situstion with a word and rresently

go on with the story. The most rerfect example of brevity

we find in the wvoras of lorer's Antilochug: 121
Fzllen is Patroclus, and they
are fighting around his body,

naked, for his armor is held
by Hector of the glancing helm,

3

The rhetoricians note this resesage, because in two lines
Fomer hes omitted nothing essential to the narrative.

Sophocles imitates this in his Llectra when the
lessenger says:

Orestes is dead, I syi%k, ex-
rressing it concisely.—=

and presently there follows that insrired end rerfect nar-
retive.19® Seneca does the seme in h's Hirrolytus, when
the Messenger rerorts:

Hirpolytus, woe ig me, lies in
lamentable death,

Then he goes on to an accurete account of the details,l”
This was celled rapidity by the Greek rhetoricians
end they were minded to male it & charecteristic of every

narration. Aristctle has given his opinion on the matter

teed

by citing a witty and homely exarple. e says:

Fowadays it is said, absurdly
encugh, that the nirr:tion
shculd be rarid. Remember what
the man said teo the bhaker who
asled vhether he wes te malé the 122
cake hard or soft: ‘'What, can't
you make it right?' Just sco here.
«ssrighitness does nct ceonsist
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¢ither in rapidity or in con-
ciaenigs, but in the hapry
mean.

Furthermore, as beauty is & characteristic of the
whole body but is most merked on the face, so yure Latin
gtyle is a quality of language but is outstanding in nar-
raetive and this, esyecially, must be taken inte account.
The mcet skilled and well-nigh inimitable master of nar-
ration is Thucydides, who yossesses something of the
tragic element in his etyle. He also, like Sorhocles,
has the magnificence of Atticism, even if he omits, alters,
or brings in some incongruous detail. The inspired and
heavenly felicity of Herodotus' style comes from his rleas-
antness, and this in a mode of exyression which the Athe-
nians, and much more the other Greeks, failed to match.

And the Athenians were amazingly eloquent.

In Latin, Ovid is the master whether he narrates fic-
tion plausibly, or intricate details with clarity, or both
with elegance, or any kind of story naturally and directly.

He treate fictional topies in the Metamorrhoses, the Fasti

are filled with astrology and obscure antiquarisn problems,
eand his works deal with character, even when he writes in
fun or jest,

He achieves this yerfection of style with the vocabu-
lary of ordinary speech, saying cxactly what He means and
in such a way that anybody can understand., ¢ amazing is

his felicity of etyle that it seerms anyone could do the

12
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same; but no one can. Yo one stve a man of magnificent
inspiration, would dare try, =nd even the wise despair

of matching Ovid. His works sre a treasure-house of pithy
sayings and ordinary torics such &s covardice, the arts,
t* 2 brevity of beauty, disdain for wealth,

Fiction is not his only subject. Iiven in the Fasti

+

he tells many vales derived from history, such as t

.
1§

e
story of Lucretia.l® TUhat author's work deservee to be
compared with his straightforward rowers of exypression--
a talent which the unschocled boor desrises and the edu-
cated gentlem=n reverences, although he has no hore of
equalling i1t? Here is raridity:

'There is night enough left.
Let us to =saddle and away to
the city'. They arrrove the
rlan, The steeds ar
and had carried their

to their journeyv's end. Straight-
vey they seek the roval ralace,

No guard wetcned the door.,<b

Human thought can scarcely match this raridity. 1o steed

could. The following reassage gives another example of rey-
id narratives

Thus she sat, this was the dress
she wore, she held her wool so,
her fleowing hair lay this way on
her shoulders, this was her ex-
pression, these the words she
sroe, such her comrlexion, her
face, the beauty of her Jnrs.‘l

Altrougn we possess only the first half of the FPasti,

1 rurity, simpliecity and charm of his estrological lere

must r = us envious. But we doc not understand, and the
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g .- cr tics who e t' charges themselves do not under-

‘- L1 t they me- 1 V¥ n t’ gy say certain changes could be
"3, At le ~t they hive nct proved it by their own efforts
writing in s similer vein.

Ovid's Tristis and Lristulae ex Ponto shoulé be recom=-

nded to vo. ng resders cll the more because they #re so

D)
o

free from litersry conceit~-a quality they proesess in com- 1l
mon with most of his other works. All of them er: models

1

of Latinity. 5o much so that Vuretue, 22 the bes

m
ot
{
™
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.
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of fine " riting without affcctation since the Rennaissance,
thevernt thet =nyv ceritic vhe would disyerage o grest an
author as Ovid deserved, lils the rortent of & sheer struck
by lightni g, to bs ~uvrifi - with sulyhur.?g Joserh Scali-
~or © shered his orinicn,

+

ing rre than once from his gifted son

P T I

I rec-?2

\
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o
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t*at Julive Lceliger,<° in his Rhetoricsz (which hss rerished
glong vith other Loeks from his en), had recomrended Ovid's
works as the rerfect examrle of writing from every roint of
view, and he reaffirmed therein whetever Ovid said merely
vecause he hed seid it.

But Ovid's natural brilliance, raridity, simrlicity--
q*lities thet are esrvecially cutstending in narretive dis-
¢ 7. '--excecd our fondest wish. The next thing, therefore,

to subject tr 1 to correct criticel standards. The crit-
s ¢« mof redundancy. Granted thzt the charge is

. It is ¢~ true of the ocean, vet no cne could imrose

1 +*:~ *“:e ocean's ebb and flow, The same is the

[u]
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case with rivers; the more megnificent they are, the less 1=z

regard do they hzve for banks &and bvridges, whereas fountains

-+

and pocls stay within their bounds., Just &s
have practically nothing, envy those vho hove life's gocds
ijn abundsnce, so these sterved and famiched critics, vhen
they look askance at the riches of others have the boldness
to systemastize the art of writing.

Still the tragic poet must use moderation inasmuch as

his literary genre is more severe., Then, too, as we shall

explein later in discussing elocution, the ides recuires

m

distinction. At present we must say that men vho were
hardly Ovid's equals bestow true rreise orn his ledes, which,
being a Tragedy, has arrlicetion here., In the eighth book

of hig Instituticnes Oratoriae, Quintilian, who wrs just as

shery & critic 2s Senecz of other reople's writing rraicses
e rassage from this Ovidian Tragedy in the feollowing words:

But they acquire grezater force
by a change in the figure emrloved,
2s in the following:

"Is it so bitter, then, to
die?" For this is more vigorous
than the simrle statement, "Death
ie not bitter." A similar effect
may be rroduced by transference
of the statement from the generzl 127
to the particular. For examrle,
elthough the direct statement
would be, "To hurt is easy, but to
do good is hard". O0Ovid gives this
reflection inereased force when he
makes Medea say,

"I had the yower tec save, and

ask you then if I have the

rower to ruing "<
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At this point, I must menticn the author of the ook

e causis corruptae elocuentiae, who seems to exnibit

quintilian's talentes--in fact, many scholers attribute this
bveok to Quintilian's pen.?? This auther maintains thet no

work of Asinius or lessalla is as brilliaent as Ovid's ledea

or the Thvestes of Varius.

Iveryone knows that the ancients judged Varius' rlay
worthy of Virgil end rany considered th t Virgil had written
ite Rut I could never brirng rmyself to agree vith them since
the extant fragments disrlsy neither coneistency ncr fault-
less style. They lack Vergil's emotional tower znd often
show a tendency toward the ostentztiocvs monner vhiceh marts

the rhetorical declaimer. But I have slways felt thet the

[¢)]

chorus which begins "At long last the ncble pelace', we

deserving of praise, end I have ever apyrecicted the excel-

-
st

lence of its ending:

Let whetever rrince whe will

take his stend on the slirrery
surmit of power. Let me be
content with the sweetness of

a life at peace. In somc hid-

den ncok may I enjoy my hours of
gentle leisure; mey my life flow
on in silence far frocm the rublic
eyve. \When my undisturbed deys sre
dore, let me die in old zge the
death of a common man. Death
weighs heavy on him who dies well-
¥nowvn to &ll, while himself he did
net know.
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CHAPTIR XIV

Characters, the second essenticsl
part of Tregedy. What character
dizlogue is =nd some exemrles
thereof. Four yrecerts for cher-
scter-drewing., Fow gocd, arrro-
priste &nd consistent a cheracter
should be.

Wow we heve recsed over the rough rortions of the road
'y

(end they were truly rough), and go on to the second part

of Tragedy, namely, character., Chsracter deservedly tales

mn
ot

g
O
I+
—
bt

I

the second plece immediately after vlct. Plot i
tatien of actiocn, and just s we =are termed har ¥ or the
reverse according te our scticns, so, according tc our char-

actere we are called this kind or that ¥ind of rvsr-- -,

What the Greelks called ethos, the Latins, s'rce *-- a
no other 1< ¢7 ex~res vz it, ter ~u« = -~ :, The rascn is,

e Falius hes correctly stated,l 1 ¢ tiie v 1w S1 &rs
not so much a complex of customs zg & cuality of character
vhich differs with the individual according to his habits,
emotion, country, age, gocd or bad fortune: =zccording to
habit, when a poet paints a character as just, mild, or
gself-restrained; according tc emotion, when & pcet creates a
lover or'en iraecible rerson; according to naticn, azs Greek
or Latin; sccording to age, &s when the roet assigns & role
in his pley to a boy, & youth, & man in his rrime or in his

old age; according to gocd fertune, when he dericts = victor
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You must mark well the man-
ners of every age.~<

Perhars Aristotle was the first to point out what
manner of character is proiler to the different ages of a 130
man's life. His excellent account is found in th
book of the Rhetoric,5 and the tragic poet and orstor alilke
must seek their information from this sane source. The
treatment of character is common to the tregedien, teo other
poets, and to the msn.of eloquence, but the tragic and com-
ic poets require this ability in & special way.

Aristotle defined character in the dramatic sense as:
esesthat which reveals the moral
purpose of the agents, that is,

the sort of thing they secek or
&void, where that i= not obvious.%

Jiis aefinitien i¢ @ learned one, but rather chscure. Whet
o1 .ag fa th 0 Ve discourse which reveals character is
tlv t ““wrein we ¢n g to grasp the srealker's morel purpeose,
..t fr- ny reveletion on his rart but from the very qual-

ity of ris cheracter.

I tirk ;e 1ing is obvious encugh. If, for exem-

ley, 1 7r1oet cr~ tes a tyrant, and this charascter, lile
v cide ot r t, confesses that he will violate justice
"t "7 tbrone, his discourse is net rroyerly indicetive
of U . o.r in " Aristotelian sense, The reascn is the t -



tre actor, by his own revelation and with no skill on th

-~ »%t of the poet, shows forth end &dmits his meral pur-
rrze, Such is the follewing rassage from Plautus:

I am angered now with no mes
anger but with that whereyith
I learned to sack cities,’

In Virgil we have another example of the same:

Annea-=for I will own it--since
he death of my hapless lord
Sychaeus, and the st ttcring of

our home by & brother's
he (A;ne ) alone he
will.”

ey do no in their dis se, display the characteristics
They do not, their discours play the charact: 5t

of a tyrant, a man in anger, or & love-lorn womenj they

rather, zn opren confession of their feelings,.

On the other hand, the following syeech is truly in-

dicative of character by resson of the love of desrairing

Queen Dido:

If I have hed strength to for-
gee this great sorrow, I sghall
also, sister, have strength to
endure it. Yet this one ser-
vice, Anna, do for me-=-for thee
zlone that traiter made his
friend, to thee he confided even
his secret thoughts, alore thou
knowest the hour for easy access
to him-=-go, sister, =nd humbly
adiress our haughty foe. I nev-
er conspired with the Dsnasans at
Aulis to recet out the Trojan race,

™~

“ro her verds we come te ¥now the every feeline of a women

0, 1litlrvegh che has lost 211 hope, still tries everv mes
te vin brel A~neasg' love,
“re o ach of Fing Latinus to Turnus at the beginnine

[

oo
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~f e twelfth ~ .} of t-~ Aeneid, and some of Turnus'

~ e i the ¢:"—se of the - beclk #re also indicative

¢! rszcter. . thi - is recre r-oveaeling than the verds of
¢ .. Anchie - ir the sixth T-ok of the seme roer

1 recognizes his son. In the Creek Ljic, some of JAchil-

108! fr L irad s - .ct 5 reverl nie charscter, and <= ;éielly
t - Boor telli s cf the - -~grege from Agamemnonf can we

recegnire the herc fro, tig verds,

=

Tn this res: ~ct, the older vriters excell the two
reug (CZeneca the Llder), =nd much
1 ~re the cther vriters vhose weor' e are yublished in that 133

volwe " 'ich ;res under " nec: 's neme.- Ience, our ex-

;o oles 2332, frr trer st oot Te telen from the older au-
oS, e do nct mnsse ¢ cc~us of Latin Tragedy that is
- tic in e r tosel 7 the word. With few excep-
tions, the extant plays smack o: the declaimer's base con-

ceits, and have corrupted, in a particular manner, the dis-
course which is indicative of character,

We could take our examples from Sophocles, unless we
prefer to draw them from the Latins inasmuch &5 we hove
tegun to felleow this rrocedure. Terence ieg by fer the

leader in this field, and we cannot read or reczll to min

fete

his character discourse without exreriencing the deerest

pleasure, Certazinly he, zbove 11 the rest, understocd the

nature of charm end has given excellent exrression to the

principles con charzcter outlined by Aristetle in the second
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1 vak of his Fhet-ric:.l* Terence is truly the d:rli--

of + uses £rnd the celi,.” t of tle * e, Pem vy oo
¢ writer fzells short of Terentian elegence, grace, wit,

: . charm, the smaller is his share of refinement in writ-
j‘-‘, -.

Horace, & critic of kecn discernment, everyvhere in-

ra

sists on this. lNoweadays the younger GCceliger, before him,

Erasmus, and Varro before both of them, understcod Terence's

peculiar excellence. Varro hed re:con for his stetermentll

i

that Caecilius' strong point wes plot, Terence's was char-

fl
ot
h]

)

scter, and Plautus' was dislogue. And he states these char-
scteristics in their Jristotelisn order: 1ot is Tirst and
most imrortant, then character vhich is next in importance,

I

and finally dislogue which is the least imrortant of the
trree, Ve have noted elsevlier. the reccscns Tor Varro's
preference for Plautine dislogue. Varro, as the ancient
writers hive mentioned, wes excessively devcted to the ar-
chaic language of an carlier dey. Those who rezd "emotiong!
instead of "plets" in Virro's state ent do so because
Cherisius attributes to Caecilius great emctionsl rower,
They did nct, hovever, understand the meaning of plot, or
the rossibility that one sutheor could rossess €1ill in beth

fields.

e

ere are some examples from Terence. TFirst, 2 mild

m
3
3]
0
=y
(D
3

134



118

By heaven, I telieve. TFcr I
know vour charscter is cne be-
fitting a freeman. DBut I am
afraid_you will become tco care-

less.l‘
An irascible ~ ins 155
Woe is me! VWhat shall I dof?
vhet shall I achieve? What
ghall I shout out? What com-
rlaint shall I make? O heaven,
] : 1%
earth and Neptune's seas!-

A 1lad in gocd fortune:

wayn't I now break out into
ecstasy? O heavens! this is &
moment vhen I could bear dis-
eplution for fear life reollute
this exg]t:tinn with some dig-

tress. "~

An old man in distress;

What the plague does this ill
luck mean? I can't account for
it, only I believe that's what
I was born for, enduring dis-
tresses, I'm the first to 1
come aware of our troubles,
first to find eve 'tvﬂnt out, the
first toco to give the bad news,
Any trouble and I aslone bear the
annoysnce, 1o

2 woman of honeor who finds her husband

Veas there ever any more mon-

strous wickedness? And vhen 136
't'= t'eJr wives, their youth

ig pasttl

Here is the spreech of an o0ld men who justly and charscter-

istically describes and urbraids his sons
I am ready that you should be
called my son just so far as
you do what befits you: if wyot
act octherwise you will see me find the
fitting way to deal with you.



Ay,

from such &
ment, When

idn't busy
No, Sir,
cause of my
here on &
vice,
glery.

1 2re i the

ffection beecrusge hig son
verity -
(cod services of his
The
ous
eatisf
look to my

only, while
heve shared

no, had
the time
en th rocor

Beceuse ' 2erence's
o+ rrcter
~_eult, touches cur nmrst
cruld be o uduced;
tis never enters the minds
==t

¢ leu . crch-en - of

cr - if net cereful, t-

Sir, got

cfme old man, now

te

the father himself admits,
slaves, he

‘];_.ht 8
ere all these
on ny eccount only,
action?
clothes?
household exr

more of it,
for enjovment,-=-I heve

uege alweys gives ¢

kie y, 346 i 1
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all this comes merely

vant of employ-
I was young I
myself with love.

I was off to Asia be-
lack of meens, and
service, active ser-

both money and

rerentent with true

fetherly

s gone, banished with undue se-

After mentioning

coes on to

= =R
& & say e

L

t me thinking. 'What?

men to he so

All these maids tt
_'.‘-1] ‘.-1‘1 l‘ -_‘ t

enditure teo be for me
my only son, *Eo should
the -enjoyment ecually,

gsince youth is

} adriv-

18

boy out by my injustice,

tting
feelings. Countless exem
This guality of

who are only eager for

seemly.

Indeed, if

rropriety becomes an

occ ~i'n for ccriic tre. t. 2nt.

fact that

8T e cecoxdl L te T s Lifferent tyres of charscter, and
S Y 3 7—1(\1.':- +1 re serious of these -t,.-.,_ s, Tn
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The rect give rleasure but teach ncthing; of ten they in-

feect and corrurt charzcter and, hence, they do more harm
then good.
To meet this charge Aristotle wighed this tc be his

rrimery rrecert regsrding ch:racter, nemely, thet it be
grod. In the fzce of Plato's deniel he meintained nct only
that the characters of a Tragedy could be good but that

they chould be gocd insofar as the rlan of the rlsy vould
s1lcw. He rroved his roint by examrles from the tragic
poets, vho followed this rule even though it had not yet

veen formulated.

The lster critics whe heve branded some of the old
plays with the accusaticn thet sll cr rmost of the characters
ere bad hold the seme view, XIurirides' Crestes affords =n
example in which the charecters of all the yrincipal actors
are bad excert in the case of Pylades.

Aristotle's intention vas not that only the morally
vest characters be shown on the stero, or, i7 other char-
ccters are shown vht sre obvicusly evil, thal they must
be rortreyed as gocd., .Ile meant thet, as far as was possi=-
ble, the toet should bring forwerd in the ssme rlay more ver-
sons of high morsl character; fcr, slthough toth good and bcd
sere required in a play, =nd the dreme draws its fitness from
the one as well as the other, morally gocd chrrecters are
rreferable inasmuch =8, when seen cn the stsege, they are mcre

beneficial to the audience.
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..e sscond roint is teo 1 ‘e the cheracters arrropriate.
Arrropristeness need not conflict with gcodness since good
characters differ greatly not only from bad but even am
themselves. For instance, they differ sccording to sex,
age, end conditien. Gorgias used to say that, whe
was the topic for discussion, it did not have tc be exam-
ined generically, nor was it necessary to confuse the issue
by treating of virtue as e vhole. He thought that the indi-
vidual virtues ought te be considered in order, that is,

each one should be given his own,

er one loolks
3t the intellectual or moral virtues, he will find a great

dgifference according te the relatien of the subject. As to

gex, man's virtue differs from woman's; as to age, what is
virtue in a boy is not in & man; as to condition, the wvirtue

of a master differs from thet of a slave, For examrle, the

intellectual ‘virtue of ryrudence is wesal in a woman, imper-
fect ‘n & boy, and non-existent in & sleve, The same ig
true of the deliberative feculty end of wisdom,

Hence Furiyides is deservedly criticized for putting

the brillisnt reflections of AnaxXagoras into the mouth of

].’El’l’c’!lif}'e.“" Fe eleso gre nted the virtue of _'r:rr(_‘;glpcgz to

on matters of the gravest import, vhereas both these quali-
ties lie beyvond the nasture of women's cheracter. The venl-
ness of body and mind characteristic of their sex hrce been

i

i
[ =]
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assigned tc them by Ulrien, the lawyer, while cormenting
on the senate's decree nzmed after C. Velleius Tutor,
end in other racssages of his writings. :ust es Ulpian 142
points out womzn's lack of obligations so, on the stage,
the deliberations of & woman =re useless and voin,
The same is true of slaves. I mean the slaves scen

on the stage vho sre such by nature's choice and not

they were captured in war. This is why the rhiloscrhers

(6]

wvisely judge that since the virtue of slaves and boys is im-

-

nerfect, the slrve's muet be with referesnce teo his master
and the boy's with reference to his father. Neither is vir-

tuous with reference to himself, It is enough for the boy

if he can obey his father and the slaves their master.
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reat difference between thes
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characters and characters belonging to other clzsses, just

as the character of a woman muest differ from th of 1.
They must not only have virtues common to both in a differ-

ent degree but should rossecs entirely different choractasr-
= = . = i
igtice., TFor example, Sorhocleg~Y and the comic poet llen-

w

ender say that silence is vwoman's greatest virtue, but no
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The third point is to make the charscters like the

reality. They can be unlike the reality in two ways--part-

-

y or entirely. It would be entirely unreal, for example
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SR *- ~.d aseign the character of Ajex
_ e clear that Ajax was brave, wa "I , -

=T, id ignorant of all yretence, whi’

wae peaceful, timid, wily, &nd shrewd. It wou ) -

1y unreal if, after an author had begun to dey ,
should devise for him quslities altogether at - TG
the character and disposition of Ajex. Forace .-
both cases in the following lines:

You who write, either follow

tradition or invent such fables

as are not incongruous. If you

hive to represent the rencwned

Achilles, let him be indefati-

gable, wrathful, inexorable,

courageous. Let him deny that

laws were made for him,<

Aristotle drew a distinction and called the first un-
reel and the second inconeistent, <’ Hence, his lsst point
is that the characters be consietent--thet ie, that the
game person be alwaye the same without any chang: of char-
acter. If, for instance, a character is portrsyed as harsh,
ceruel, or wrathful at the beginning, let him continue to be
guch right to the end of the play. The same holds good for
a character who is charming, kindly, and mild at the orening
But sometimes it is possible that a character ought

to be inconsistent, such as Ajai, wvho is mad and then re-
turne to his right mind. Then he must be consistently in-

consistent--that is, the suitability and consistency of

both easrects must be maintsined in beth asrects of = cher-

144
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et

cater. Tt T oot T, " t
1. 'k to what is probable &nd necessary; it is necessary
- who, a8 the saying goes, has lucid intervals be
i --~* tent. Still, in thie very incpneistency, there is
. (. *t in consistency vhen, sccording to the two mental
-+~~~ different characteristics ar assigned to the same

r -~ .

_+~igtotle remarks that Iuriyides sins against the firs

rul¢c " .n, in his Qrestes, he makes Menelaus a base char-
p—
ccter, .lthough the story did not require it.”™ Fut good

~~ t, "ike a good painter should alweys seek whet is best,
¢’:Tly in Tragedy which imitaetes the better things.
uriri: 8 also eins against the second rule when, as we &l-

o0 ntioned, he presents a Melanirpe vwho speaks clever

Although Aristotle gives no example, Aeschylus sine

ageinst the third rule. As Dio Chr:scstrw2¢ tells us

0
o

well, he brought on the stege, in his Philoctetes, &n

Ulyveses vho was not wily and treacherous like the corresrond-

ing character in the plays of Euripides and Sophocles, but

who was stern and more severe than his charecter required.
Eurirides sins agein ageinst the fourth rule, The

heroine of his Iphigenia at Aulis is ridiculously inconsis-

tent; at first she basely prays to avert desth, and & 1ittle
later, in an entirely inconsistent manner, she willingly

offers herself to the sacrificial ¥nife,3C
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CHAPTER XV

The third part of Tragedy, the 147
threefold element of thought.

The first of theee which the

Greeks call the sentiment,

Different ovrinions on this,.

Aristotle's epinion. Its func-

tion., The second, wrich the
Greeks call the maxim, with
different tyres. Aristotle's
division of them. To whom they
should be acscigned., Thelir rlace
in Tragedy. The third. Its use
and abuse.

te

[N

The discussion of thought follows on the trectment
of character._ Since the thought element is not peculiar
to Tragedy but cormon to the whole field of eloguence--
indeed, character is riore essential to Tregedy--Aristotle
tells us that he hes discussed the thought element at

gsufficient length in its proper place, nemely, in his Rheto-

2

Iig.l In the Poetics,® as the yrroverd goes, he merely
"points out the source".

Eence, we, too, shall treat it briefly, but somewhat
more cleerly and fully. The thought element is threefold.
The first is what the Grecks called sentiment, the second
they called the maxim., They arrarently ¥knew ncthing of the
third, and the later Roman writers seem to have been entire-
1y teco fond of it.

The first includes almost every mental concept which,

once formed, we exrress in the various ¥inds of sentenceeg, 14

i
m






129

-

¢ ste of diccour- ., feor «ech of which th( - hed & sreciel
name. We would pursue this subject diffusely if our work
wes one of critical cstentation and if cur motive was &
vain disrley of erudition rather then sheer utility.

Fof Aristotle,1C theze were figures of dicticn rather
than casts of thcught and he was of the 6yirjcn that the
poet need not pay toc much attention te them. Ilzture, he
peinteined, dictstes these ferms, and it is more the work
of the actor to take care to enunciate them than of the
poet tc compose them.

The o0ld masters of rhetoric made five divisions of
thought (and trested them at such length s to rake the
rezder sick),-~demonstreticn, refutaticn, emectional eryecl,
emplification, end diminution. We demonstr:te what is not
clear; we refute our opronent's arguments; we aypryeal to the

emctions when our reasons lack cogency or by way of making

M

them sink in more deeply; we embellisgh wheat is meagre and

tone down what is too strong., All these torics, as I said,
one finds in the works of the rhetoricians. Accerding to
Aristotle:

The thought of the perscncges

is ghown in everything to be
effected by their lancusge--

in every effort to prove or dis-
rrove, to arcuse emoticn, or to
moximize or minimize thinge,ll

This element is almost 2s extensive in its score g the ort

~

« 7 oratery, end meets the eve ezt
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But tre erennd, vhiek +the Mra " o170 4he o vip
~ e i~ ceorcerred ik individval ~-afreret o, Tlote, Av
Alexander, for example. Nor is it any sort of 2 general
statement, such as "black is the contrery of white" but
n1ly such as are concerned with questicns of practical con-
duct, ccurses of iction tc ve chosen »or avoided.l2 TFor
exarrle:

He who can fortid & sin and
fails to do so, hide the sirner
commit it,
Sometimes the raxim roints out = truth, as when T say:

Virtue is the mean betveen
the extremes of vice.

It is the prart of a mighty
monarch te give ccurage to a
king.
Therefore, a maxim either encourages, a&s when I say

o

o
~
B

—

Rend yourself to this that
be more willing to 1i
to speak.

™ THee " n of the Febrews exrressed the sire sentiment
in elr nt lerguece:

T OoU o
= s i -
) &

-+
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Store away

do vour tre

Or it dissuades us, as when I say:

151
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It ie & truth that everyone
ought to measure himeelf b
his gtn proper foct and stand-
ard, 14

The maxim of etatement may be simple, ae:

Death is the ultiTgta boundary
of human affairs.™

Or it may be complex, as:
Better wilt thou live, Licinius,
by neither always pressing out
to sea nor too cloesely hugging
the dangerous shore in ceutious
fear of storms.l16
Some there are who consider that an affirmative maxim
necesearily requiree the contrary negetive statement. For
example:
Riotous living must never be
the object of our search.
Yoderation is the queen of
virtues.
This, again is simple and stated without proof, as:
Gold is cheaper than virtue.
Or proof end explanation are suprlied. Aristotle called
thie an epilogue or explanatory gentence.t’ TYor example:
Gold yields to virtue for
gold perishes while virtue
abides.

0f the maxime vhich make a statement some are probabdble,

*Tis only from the sturdy and
the good {Eat sturdy youthe
are born,1t

}y 88%

Nothing is altogether harry.lg

152
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¢t .c 3 ¥eepr to the truth in fect, but go be cd it in t :ir
- er of ex*rer-icn, &s;
1 is a bubble.="
Arjstotle,21 too, hee reduced the maxims to fixed forrs,
but kis clessification differs from the one we heve given.
ve first gives the simrle maxim, a=:

Chiefest of blessings is health
for a man, <<

The simple maxim is twofold., KEither it exrresses a self-

N

evident truth (a&s in the example I have just given--Tor no
one would doubt the truth of that dictum), or it exrrecses
gsomething new or unexpected, but which is cle:ir at a glance,
once the view igc stated. Seneca has many such mexims, =&s,

for examrle, the following:

Least should he will who hes
much right.~

The second Aristotelian type has a surrlement attached
and this, again, is twofold. In the first, the mexim is
part cf an enthymeme, &as:

One must be moderate in teach-
ing for it brings listlesgness
and jeslousy in its walke,<%
The other hae the essential charzcter of the enthyreme

h

l'ortal creatures cught to cherjisg
mertal, not irmertal thcughts.‘s

The latter, in vhich the recson for the view ¢ ~resr d ig 185
simply implied, @re reckcned more zypicaling. Zc it i = %+

we derived great rleasure from the maxim in vour The - -

— - -
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"1t encv~h on mexims, Since they are nct essential to
Tr. ~~4v, =ltrhcugh suitable for it, Aristotle ders not dwell

ep Y- L in hi- Peretics. Yet & tragic pcet ought te Inew in-

-
il

m
(-’-

to 1 " re routr & maxim should be rut, and vhich #nd
kind of mexi are suitable for his different kinds of char-
ccters,

Generally speaking, the uge of maxims is more ayprropri-
zste to elderly men than to those in their rrime, end to the
hero rather then to a cormmon man. This is especially true
of maxims that enunciate a propositicn, for theyr amount te

human oracular utterances. Iut exyerience comes next te the

divine {(es & source of wisdnrﬂ. Since a maxim is a genersal
statement gathered little by little from individual exyeri-
ences in life, and since they cannot be understcod excert
with the help of time and exyerience, the uttering of maxims
must be suitable for that age which by common consent gar-

ners universal truths from individual exrteriences, The

elderly man can do this, nor need he surrylement hie mexim

. )

with proof. His exrerience wins feor him resyect and cre-
dence.

Secondly, let the mexim be on a subject in vwhich the

m

‘er is experienced.. It is not arrropriate for a2 slave
cr ¢ shepherd or for & woman cr a beyv to generalize on mat-
. rs of state, customs of society, questions of ph

cr education. Nor would I follow Hurirides in Tuttine
1 28 in putting
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i i+ into * ~ ~utln of Urse v o T o¢ e ntly sur T ook

vt (fe cter, In thisy r they -1 O -, ecor ce of

being witty or wise, which conflicts with vhet they feel.
7o one who is overcome by the violence of his rain can
reason, ZFut, as the philosorhers realized, the maxim de-

pends on one's rower to reason because it rroceeds from

ndividuzl instances to universal truths.

[N

I might mention as an instance in yoint thé orening
of Seneca's Troades, which is of singular excellence. Yet
I know men who consider it unsuitable becsuse of Hecuba's
great grief. Among these is that brillisnt scholar, my
friend, Apollonius Scottus who is 2n honor to his high
position. Still Burirides is &t fault in more instances
1 ~

i 1 heve two special benefits, even in Tragedy.

.

a=T=ty ti.; help to arouse the emotirns. yhen & yperson
heare exyressed as a general truth the orinion which he
himeelf holds sbout a particuler case, he cannot hely be-

ing moved and feeling joy in his soul. This is especially

go vhen the maxims concern subjects that find srrlication

4
._h
m
o
D
i
@

in some particular connection, as, for examrle,

in straitened circumstances should hear Sorhccles' maxim

Poverty is a dread disease frr
the poor.

Or, when he must contend with & shrew for a wife, he will

enjey Buripides' lines:
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Though sea and earth
meny & monster, none
more baneful than woman

The same holds good for the rpeople as & whole, and
drama cen be mcre reed'ly accommodated to the peorle than
o individuals. For example, in the days of the deroncracy

t 3 ’ o Y
the Athenians gave great rraise-to the swey of kings, The
reason was that they found plessure in Fomer's axiom, where
the rule of the many is scorned and supreme sway is in the
hande of one ruler. The maxim runs s fellows:

A nmultitude of mesters is no

goocd thing; let there he one

master, one king, to whom the

son of crrc?od-crunsrl“*rg
¥rornos hath

granted it, even

the scertre end judgments,
™

that he may rule among you.+=’

The Romans praised liberty when they were ruled by em-

perore, They loudly applauded Xurirides' dictum:
Nothing destroys a state more
than the rule of =2 tyrant.
When a king holds sway life is
not lived under yorular lew,
but he commends beoth stete and
lev.'.2€

“hen & mexim cannot be coined, the tragic roet should
use one already at hand. If its meaning is not obvious

oy

it must be bolstered by sdding & reason. TFor example, when

o

Eurirides says that children ought neot to be educated he

has 2 reason resdy:

It makes them idle; and there-
with they earn lT—\ﬁ‘T ana

Jealousy hrcughout the city.

o
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it i- thrt e - oavtheritiss Gistio~ 7. ¢ T otue

Ji~"c eof oo e Gthenzn o2 Ten CorioTe P
are immediately evident; cnd those which ¢ :wcc . clee~ in F

1ight of the added explanation. Ience, (rets ¢ teve re-

course to the Steic raradox devert from tvre tv diti -01 ... -

1]

im because therce reradoxes tre mere yorul = ¢crr . iud -

£

mit, at mest, an improtable rreof. The znlrc: ¢l "o "7 i3

-

is such and he ig little more than a sill;r »el: t,-~

i

n o g & & s . 1 . .
The second benefitdl of the mexim is .t ite sduition

invests & syeech with meral cherecter, for e nel e o
utterance of a morel mind, Generally srecd 'lig, 35 N
ims are sound, they display the spesker g¢ ¢ .. T . ood
moral character. TFor exsmple, when Pyrrhus says:

Whate'er he will, 'tis the
victer's right to do.*

Agememnon rerlies

Least shoulg he will who has
much rjght.°5

Maxims are employed in, at mcst, three ways. First,

they may be grefted on here and there in the course cof a
speech, or hold a place of prominence as in the Tollowines
Death weighs heavy on him w
dies well-known te all, whi

. - . = 4

himself he did not ¥know. o4
Or secondly, they mey be scatiered throughout & sreech and

joined one with sanother., Thus Fecuba for sixty-eix lines

D

jul
m

in the prologue of Senece's Troades rroves thst human hap-

piness is freil., TFinally, mexims meyv constitute rart of o

= cl



reriodic sentence such =s those which move our hearts and
arouse our admiration in the vorks of Tacitus.

The third asrect of the thought element is vhot the
Romans call a pithy or suprise-ending st:tement. Suck
statements used to be employved at the cenclusicn of a srteech

and later as a mesns of amplification., The long series of
gententious sayings in the final charter of Quintilian'e

treatise on the educaticn of orators seems toc rrove that the

epigrammatic element had found a place in literature,d®

Then, Martial, whose terse style was in advance of his 108
age, borrowed from the Grecks their not ungraceful but still
rather rough epigram and adorned it with & conclusicn. Fe

alone made use of the rungency vhich he had learned from the
rhetoricians of his own day; other writers abused it. They

not only diminished noble emotions but destroyved character

and rendered Tragedy & weak and spineless thing, sc that

‘
m
Iy
1=
m

Fabius found their rlag t and insipid.

=

Erigrams of this sort occur endlegsly in the elder

Seneca's Suesoriese end Controversise, but
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1~

sbout them., Fence, they have 1reserved unimraired their
dignity, majesty, end splendor ur tc the dev vherecn this
bene began to grip the literary world. We need net exclude

Acecius and Paccuvius (whose vices ocutweighed their virtues)

from the list of those who were free from this affectetion.
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metrerius is it 7 LT royes
~wa v e tyetorddios vttt -
T R A I
sur iti - 3xou ol ~ g
tke ¢ Legtince f cret-- to
its destructicr.”

—ecially is this true cf Tr-_:dy. T-rcnius then goes orf

Young men were not yvet en-
compacsed by the practice of
declaiming vhen Sorhocles and
BEuripides found words for prop-
er expression. The learned man
in his study had not vet destroy-
ed the inspirsticen of natursl
genius vhen Pindar snd the nine
lyric roets mede bg]d to sing songs
in Fomeric verse,”"

What he means is that these poets imitated Tomeric

diction inasmuch ag it is simple, lofty and vigeorous--not

weak, not perversely impassicned, not brended with the gtrik-

tentious seyings were few and far between, they occasioned
pleasure--2s is usually the csce with the unususl. TPut once
they became overabundant they undermined beth menners and
speech.

I recall an epigram in Homer--one introduced just in the
right place. I mention it to show thet sc grest a man, Los-
gessed of god-like genius, devoted to 211 pursuits of study
but especially to the whole field of elcquence, was aware
even in his own day of wvhat was to be a later trend in 1lit-

erature. Hector had derarted, never to again return. An-

dromache, was yiteously weeping with her handmsids, =s was

o
)
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e ‘ : - of griefs--was

, L ) - . ) uces the fol-

So be‘nilgg they Hector, while yet
he lived.

We mourn for the dead. They, because foreboding so moved
their minds, weep for him who wes still alive. Fence this
epigram is in emotional good taste and, eince ve rarely
mourn for the living, rossesses the element cf surprise.
Although Virgil rerely uses the erigram, he does so

with supreme good taste. For example, he seys of the Tro-
Jans:

Could they, ceptured, suffer

captivity? Did th% fires of

Troy consume them? 9
But he based it on Ennius' lines:

Which could not perish on the

Dardan plaine, nor, when carp-

tured, could not be captured,

ntr, when burned, could not te

consumed.4

If you wish examples, compare Sophccles' Trachiriae

with the Hercules Qetaeus which is now read among the yplays
of Seneca. You will readily discern the difference hetween
brilliant, majestic language and diction that ie wealkened

by undue apreal to the emctions. Ae often as the Latin poet
gtrives for the heights of eloquence, he fells to the depths
of bombast. In the Greek play, the worde of Hercules are

truly inspired in the epeech which begins:
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Oh, I that have toiled with

my hands and with my shoulders

in many ilrash and unutterable

deed.eves
When the Latin poet translates this, with almest an equel
dignity of detail and diction, the sreech runs along with-
out affectation or pedantic sentiment. The fact that a
1ater writer can copy it successfully reveals the rurity

of dictien found in old Tragedy.

¥ith the possible excertion of the younger Seneca,

(¥1]

hardly any extant Latin roet rossesses this rurity of dic-

tion. For example, look at the uninspired sentiment of the

.

Qetaean Hercules as he spezks his last words. First he ut-
ters sore ncble enough thoughts in lofty language; then he
goes on to say:

If the fates unchanging have
willed that by a woman's hand

1 fall, if through distaff so
bage the thread of my death has
run, ah me! that I might have
fallen by Juno's hate! 'Twculd
be by woman's hand, but of one
who holds the heavens.?

For the seke of & single raradcx the roet links Junec
with an insignificant mortel and males her & weran like

Deianira, his wife. ZYor thus his argument may proceed, H

(8]

wisghed their womanhood to be the element comron to bothj
they differ inasmuch as Deianira is mcrtal while Juno's
sphere is heaven. As if to say "woman" includes the nction
of "goddess", or the concert "man" implies the concert of
"god"! Although the poets allowed beth sexes among the

divinities, still no one would spealk in the afeore-menticned
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T T e i, c'¢lly trve .7 ¢ 17 10 o=
a , ytu i 1y her sex, but if you say "woman", you ex-

clt " “ivinity.

5 said to

et

Another objection is the faect that Juno
"hold the heavens". But it is rather the heavens which
hold her, unless you would say that he holds a house vho
1ives in it or whom the house holds, But a roet vwho vish-
ed to rlay the fool to the detriment of good reascn end to
talk in that fashion had to aprropriate mentsl keenness to
himeelf.

In the same passage there sre other examples of the
game sort. When Hercules bemoans the fact that he must di=x
while idle and insctive, he couches his grief in different
aphorisms, all tending to the same point. TFor instance:

eeeethought which racks me
more, (shame to my manhood
the last day of Alcides ha
seen no monster slain. Ah
woe is me! I am squanderi
my life for no return.

)

P e 0 e

g

0 thou ruler of the world,
ve gods, once witnesses of my
deeds, O earth entire, ig it re-
solved your Hercules ghculd_per-
ish by such death as thig?4d

In the hour of his pain, even of death itself, he has a-
bundant leisure for reflection.

The following plumbs the depthe of feebleness:
Vhy on Jove as father do I

call? Why wretched man, by

right of the Thunderer do I

claim heavent Now, now will
Amphitryon be deemed my sire,?44
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CHAPTER XVI

The fourth essential part,
diction or elocution--
particularly that proper

to Tragedy. Requirements
for imitation; points to be
avolded. How tragedlans
differ from other poets and
eamong themselves. The style
of the ancient, middle and
later tragedians. The Greek
tragic poets; their virtues
and vices. The later poets.
Some apposite remarks.

Now we shall treat the fourth part, namely, 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 Tragedy.
We certalinly hope to do so at length some time or other.

His remarks concerning eloguence and the general
notions on this matter found in the Poetics are extremely
Jejune. He touches on them only because a careful
philosopher in treating of poetlc skill must omit nothing
pertinent. A fuller discussion, which certainly would not
have forwarded hls purpose, must be left to the energy of
-the grammarlans.,

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
1ts proper place. How successful I shall be, I cannot say,

b. 1n that enormous task I shall summon many witnesses from
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antiquity before the bar of eritical judgment.

As far as tragic diction 1is concerned, no one has yet
discussed it apart from Tragedy as a whole and, hence, 1t
is not clearly understood. Nor has Arlistotle shown the
way in the field of Greek drama. Still it 1s a toplc that
must not be overlooked, but must be left to the sesnergy 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 1ts becoming raiment and dress.

They say the great Sophocles imitated Homer, although
he had Aeschylus as an exemplar, and followed the former
who wrote in the eplc style when he could have followed
the latter who wrote in Sophocles' own genre. Although
there are points of difference between the two forms there
1s 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 1t is, if I am not mistaken, that in the Theaetetus,
Plato calls Homer the prince of tragic poets as Epicharmus
1s 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.® I would glve the same rank to Virgil
among the Latins. Nothing could be called more exquisite,
nothing more tragic or dignified than Virgilian diction.
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A certaln Greek used to say that Sophocles was
Homer's only disciple and it 1s obvious that Homer was a
sort of divinlty for the traglc poets. It is my judgment,
therefore, that the more careful a poet 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 iInterpolations that are little better than
blotches appear in Homerlc texts--the work of an unskilled
hand. Small as the extant portions of Aristotle's Poetics
are, they contaln 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 lacunsée with words read elsewhere in the
poet's works. This iIs the source of so many unsuitable
half-lines, the insertion of which results in incoherence.

Therefore, Virgll'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 ean imitation,

Sophocles 1s 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 go beyond him for theatrical interest.

Another polnt 1s 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 Acclus and Paccuvius till
it stood perfected, as some believe, in the works of
Varius. Although Ovid had given 1t, 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 dayl 1t hardly breathed the breath of life.
This late Tragedy was not only far inferior to the middle
Tragedles but also praised much less than the early
Tragedies, since some, even in the Augustan age did not
heslitate to prefer Accius' plays to all the others. If 169
Acclus' 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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Paccuvlius, Sophocles, Seneca, and, perhaps, iIn 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
thelr 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 lambic trimeter for their Tragedies. With pos-
sibly one exceptlion in each line the feet are dissyllabic.
For example, the following line of Acclus would be a tragic
trimeter:

S

— — V] — v —
Prasclarioremque alterum involare me

And also the first line of Seneca's Hercules Furens:

soror Tonantis, hoc enim' solum mihi

The second line of the same play is not quite so neat:

%

— v o ul— — —_

-\
Nomen relictum est, semper alienum Iovem

The third:

P

Ac templa su&mi vldua 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--still the later tragedians did not
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avoid this fault. But enough about that.

Let us now turn to the question of imlitation in
diction. For this I am of the opinion--as Quintillian was
before me in his work on the education of the orator--
that all the authors should hbe read, even those of con-
flicting schools of eloquence, This must be done with
caution and judlciously 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 reboant? [pe-echol, lychnus®
[lamp], and daedalasfcunningly wrought]. Their own
authority and good usage have granted these words & place
in the language. I would prefer to stop with these than
put my trust in others or coin new oneé on the same root,

I would hardly allow boat [roars] as did the poet who
when hé read in Plasutus that,

Heaven roars with the groaning
of the men,

then wrote 1n his own Tragedy:

The rattling of the chariots
roars,

Nor would I allow emplasmata [?] nor pharmaca [drugs]. Much
less would I permit pathicus [one who submits to unnatural

lust] as did the writer who said:

The pathic rules the whole
world with his nod.
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' .8 1line 1s 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 amiculus’ [a dear friend], giggl}gg?
[poor little], gemmulus9 [a little budf] s ocellilo
laar1ing eyes), retortu11ll [twisted back slightly?]. Even
Earvulusl2 [a little 1ad] 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:

ran to nis fatbor's igs o 172

welcomed by_sinful sword,

he fell,.,.15

To be sure, diminutives are a means for expressing

contempt and Aristophanes often uses them for this pur-
pose. But meanwhlile many have employed them without re-
straint, even using scrupulus [a little doubt or anxiety]
without scruple. For example--indeed a man of high rankl
in the world of letters--has written the following line,
and in an anspestic system:

Unis mihi nﬁﬁclscrﬁpﬁlﬁé restat.

[one 1ittle anxisfy now

remains for me]

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 [pausing anxiety], although this adjective occurs

in the excellent speech of complaint spoken by Hercules:
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" .+, now the uttermost gangs
of anxiety torture me.l

And he goes on in more outstanding style in the chorus:

And free your heart from the
troubles that bring anxlety.

Syncopated forms should &lso be avolded such as

asprum Y}ough,--shortened from asEerum]. 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. [gggggggf
que 1s separated by tmesis in the second line of the
following passag@:

«sesquicquid alis aera findit,
quod utero cunque cunctorum
arens Tellus creavit.
%....Whatever cleaves the air
on wings, whatsoever Mother
Earth hes brought forth from
her womb.)

Words that are daringly filgurative 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 Virgll is a man of excellent
taste, he has used the proper name Dido in the nominative
but Elisae in the dative, not Didoni,--and Elisam in the

accusative, not Didonem.16 If there 1s need of a genitilve,

I would prefer Didus to Didonis even though the inflection

be based on the Greek declension.

On the other hand, I would prefer tyrannidem
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&despotic rulé] to the Greek accusative form tyrannida
which oceurs in the verse:

To destroy the despot'!s rule

while keeping the citizens

safe.
But 1t would be better to avold the word altogether
unless forced to use 1t, since the word tyrannus [k
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 amlcum
Eriend], an appositional accusative, rather than using the

vocative of address which 1s found in the following line:

As I see, nmy friend[é vocativé},
the common mistake holds you.

I would also be careful in my use of verbs., I would
say nmussat [Be silent or mutter].which Virgil uses more
than once,17 rather than mussitat, which is not an eplc or
tragle 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 merul [i have deserved} in

preference to the deponent meritus sum, as:

S1 bene quid de te merui.
[if ever I deserved well of theeJ 18

Someone has imitated this, in a Tragedy, a&s follows:

Per sl 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 plece., Suffice it to say
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now . .at I would no more use suopte [g strengthened form
of the third personal pronominal adjectlive in the ablative
casq] than tis [?rchaic genitive singular of tu, the
second personal pronouﬂ] or mis [érchaic ablative of the
first personal pronominal adjectivé] or sas {archaic
accusative feminine plural of the third personal pro-
nominal adjectiv{] .

And I would not use words, no matter how pure and
accepted they are in some meanings, if they cloak an
obscéene significance. When words are foul in any or every
context, then we must 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 leas 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 wvulgar expressions, like adulterers on
other men's wives, In this way Buripides wittily makes an
obscene remark about Helen with impunity because he puts 175
it in the mouths of the Satyr chorus.l9 Words of this sort
would meet us at every turn if more of the Satyr plays wers
extant,

One should avold words that are not in polite good
usage such as leno [g white slaver] or carnifex [9 hang-
man]; but not all polite terms are suitable for Tragedy.

I would use the words tribunus [g tribuné], praetor
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[a praetoé] and aedilis [én aedilé only under compulsion--
possibly because my ears have not yet learned to bear these
words. The Romans, too, cultivated foreign nemes for these
either because they were beneath the traglc personages, or
not of sufficiently lofty dignity, or because a sultable
reversal would not arise from them.

I would not admit the oaths of the comlc poets, such
as hercule [by Hercules{], aedepol ‘by Pollux!], pol [py
Pollux{l,aecastor [ﬁy Castorlj and profecto [;ndeedi].

Nor their verbs, as:

essonnuminis ludibria
inspecta nosse, nota floccl

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. .|

Technical terms should also be avoided, such as words

that are peculiar to philosophy, mathematics, and the other
sclences. For example, seudum [?ather than seu dum] » OX
usuceapio [acquire ownership by long use--a juridical
technical terﬁ]. Nor would I say what the most elogquent

man of our day did--even in a transferred meaning--when he

spoke of a supplex libellus [humble petition] :

eeeonlil libelll supplices
Queis Brutum abesse civitatis
vindicem,
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[+...nothing the humble
petitions whereby Brutus
the savior of the state
was banlshed.]

In a play based on Scripture, I would not use the

technical terms praedestinare [to predestine] or libera

voluntas [free-will] which now form the basis for off-
stage Tragedles--very complex Tragedles, or, perhaps you
prefer to call them involved. This latter term, libera
voluntas, is indeed written in separate words but 1s
practically the same whether expressed &s & single word
or in a phrase. No phrase c¢could be more commonplace,
ordinary and popular and it is, therefore, especially
suitable for comedy and oratory. Examples of such split

expressions are: dicto esse audientem [}o obeyj,

sermones commutare [;o converse], gerere rempubllicem

(to lead a public 1ife] and the 1like. I do not know
whether our amezement or our indignation is greater when
we note such phrases 1n the Tragedies of the greatest
[pontemporarj] 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 meke two principal observations: first, the mode of
imitation whereby tragic poets differ from other poets, and,
secondly, how they differ among themselves. They differ
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 lambics), although the tragic
poets sometimes vary thelr metre.

Iet me dlgress, for a moment, far afield from both
imitation and expression. Aristotle 1s correct in con-
trasting tragic and iambic poets.20 The iambic poets,
whether they be scurrilous, joyful, or drecll, utter
countless things which the dignity of Tragedy rejects.
This 1s true whether one looks to diction, choice of
words, feeling, or (gnd few take this Into account) the
arrangement and combination of syllables.

First, I would have the Tragedian withdraw from
Comedy because, if you can beligve i1t, some traglc writers
have barely avoided it. I would banish far from the field
of Tragedy even felicitous and bold metaphors which on
first sight are appesasling. To put it briefly, I would
reject in Tragedy everything which I find particularly
commendable in jiamblec 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
anclent authors in diction aﬁd in the very fundamental
matter of pure Latin styls.

Among Virgil's Cataslepton we find today two ex-
amples of the scazon., The first<l is written against

Tullius Cimber, the rhetoricien, and the other<? is

believed to have been written when Virgil was on his way
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I' <.rus. I say "is believed" because I cannot yet bring
myself to admit these poems as authentic works of Virgil,
although they gilve us a good 1dea of this type of poem.
Both pleces, despite thelr extreme brevity, make obvlous
the great difference in style and how inappropriate the
manner of the scazon would be in Tragedy. This 1s es-
peclally true of diction because the scazon allows pert-
ness and waggishness in language whereas the diction of
Tragedy is ever serious and grave.

This becomes clear from the second of Virgil's
scazons (the first 1s only five lines long) which runs

as follows:

Get ye hence! away, ye empty 179
squads of rhetoriciens, ye
words inflated, but not with
Attic dew! And ye, Selius
and Tarquitius and Varro, a
tribe of pedants soaking in
fat, get ye hence, ye empty
cymbals of our youth! And
thou, 0 Sextus Sabinus, my
chiefest care, farewell!
Now fare ye well, ye goodly
youths!

We are spreading our
salls for blissful havens,
in quest of great Siro's
wise words, and from all
care will redeem our life.
Get ye hence, ye Muses!
Yea, away now even with
you, ye sweet Muses! For
the truth we must avow--
ye have been sweet. And
yet, come ye back to my
pages, though with modesty
and but seldom.?

To say nothing of the style, which has nothing in cc on
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with Tragedy, I would never use in a serious drama the word
manipulus [a squad], mor natio [a tribe], nor madere [in
the sense of "to sosk"], 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 when,
as a boy and young man I wrote Tragedies. It wes 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 sultable.

But the power of correct and feliecitous metaphor is
the power of a felicitous man and a mark of no ordinary
talent. So, too, as Aristotle says,24 not everyone has
the ability to judge for what type of diction the metaphors
would be sultable and proper. When I was young I was
passionately fond of many Aeschylean metaphors; some of
these my sense of restralnt and moderatlion would today
make me pass over in silence.

I would borrow largely from Pindar, but 1f I eam wise,
I would avoid certain aspects of his diction--especially
those which, in arrangement of words and boldness of
metaphor, come gquite close to the dithyramb. I would

avold these in order that, while striving for too much
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grandeur and loftiness--and failing to attain them--I
may not at times fall to bombast.

Commonplace minds do not run afoul of this literary
fault. We have proof of this iIn the Greek writers
Eratosthenes and Ion; since thelr works were free from
fault they won praise for belng authors of mediocre
ability. But the minds of beautiful and exalted writers
not only fall to shun the pompous style, but are even fond
of it, The anclent critics do not excuse elther Homer or
Sophocles of thls 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, findar is. Yet he does not walk the earth but
is borne aléng; 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 fleld 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 sbundance the noble impetus
of vast inspiration, extraordinary sublimity, abundance in

dictlon, and majesty in the whole field of style.27 Then,
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too, he has a marvellous power for character portrayal--
particularly for certaln types which constantly occur in
Tragedy, such as the self-controlled man, the devoted man,
the man of magnificence.

Pindar deserves his title of "trumpet of the Muses"
glven to him by the ancient critics. ©No reader 1s so
sluggish and indolent that Pindar cannot snatch him up,
infleme him, enkindle him. Ever swift, his swiftness is
sometimes so sudden that, when you least expect 1t, moving
almost like a god, he transcends heaven rather than seeks
it. ‘

The pleasantness in which Pindar abounds is the best
of flavorings for choral passages--especially when the
poet's plot forsakes him. Then, in the midst of lofty
and severe language, and the distressing seriousness
which 1s sought therefrom; will be milk and honey and
flowers--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 detalls possess a marvellous powsr to
allure the mind and especially the imagination--even in
stern and unpleasant stories, Hence the tragic poet must
meke them dear to his heart. We are not treating of this
matter for the present although such details‘are of great
benefit for elocution, and it is most important to follow

them. But it would be of great service to imitate all the

183



160

writers who will benefit us in this matter. Such is my
advice.

The second difference we wish to treat is the dif-
ference among tragic poets themselves. They differ first
in period and secondly in talent. A man who confuses the
period28 of Paccuvius or Accius with that?® of Lucretius
or Virgil (when Varius began to write) or, what 1s more
laughable, with the period®® of Annseus Seneca, would not
produce speech but a crazy-qullt of language.

A few years‘ago in this country the learned young men
used to make sport of their own reputation and others:!
patience by what was a kind of accepted good usage. But
it was to their own unpopularity and almost brought

belles lettres into disrepute that they "thought they head

spoken marvellous wel11"%l because they had raked together
from Festus32 or Marcellus®® some words or phrases current
in the most widely separated periods. For example, plerum
["for the most part", archaiq] or plurimum |"for the most
part", classicai] or morta [pne of the Fates in Livius
Andronicusil or endo [grchaic for iél or nenu [}rchaic for

non | or adgrettus [oid 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 word
seemed to some too ordinary and they preferred the de-

ponent form cluetur. The self-styled viceroys and demi-

gods of literature adopted this latter form as theilr own.
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I suppose they were afrald 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 Clcero was not ashamed to be understood and wrote a
style that people could understand; often his speeches
were addressed to the people--s8s 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 1t were a treasure.
Others of a simpler turn of mind who hardly ever read
the best authors were of the opinion that this indulgence
in archaism was a Virgllian or an Ovidlan tralt. Virgil
refrained altogether from unusual words; Ovid, who pos-
sessed singularly good taste if anyone dld, borrowed from
the archalc only its magnificence. These older forms such

as gquianam [for guia], urbis [ﬁof a c¢ity"--hardly an

archaic form), sulei [for sulse ], olli [for illijand the

like I would allow in Tragedy if they are used judiciously
to lend & serious tone to the work.

Sallust and Tacitus, two followers of the Atticism of
Thucydides, have given us & shining example of this even in
history, thelr chosen field. But if you teke from them
the archalsms so useful for thls purpose, you deprive
their works of the largest portion of their majesty--even

if Quintilian would scarcely allow in his day the adverb

185



le2

. pldo [Pcompletelyﬂj as a word in good usage.°% 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 1ts 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", 96
For example, the peerless Joseph Scallger and Florens
Christianus have translated some plays of the ancient
Greeks 1n the style of Paccuvius and Accius. These
translations should be carefully read with a three-fold
purpose: flrst, 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 Jjudgment, as Virgil does from Ennlus.

I, myself, many years ago made some translations in
this style. Whlle I was writing this present treatise I
found among my papers the opening scene of Sophocles!
Electra done into archaic Latin.®? I thought that I
should include it for the benefit of the young writers I

mentioned before.
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Attendant --- Orestes 187
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 1s the

anclent Argos, which thou didst
desire, the grove of the
phrensy-stricken daughter of
Inachus, and thls, 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 sll-opulent
Mycenae: and this the habilta-
tion of the Pelopldae teeming
with murders, whence I formerly,
having received thee from thine
own slister, 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
gire. Now therefore, Orestes,
and thou Pylades, dearest of
forelgn friends, what is need-
ful to do we must quickly con-
slder, since already the bril-
liant 1light of the sun wakes
clear the morning carols of the
birds, and the dark nlight has 188
gone from heaven. Ere, there-
fore, any of the inhabitants
walk forth from his dwelling,

we must confer in counsel,

slnce we are come to that point
where there ls 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
8o thou both urgest us forward
and art among the first to follow
us. Wherefore my determination I
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will unfold; and do thou,

lending an alert attentlon

to my words, if in aught I miss
of what i1s 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 slasugh-
ter of my hend." 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 1s
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 maske use of some such tale as
this, that thou art a Phoclan
stranger, coming from Phanoteus,
since he 1s the chlefest of the
foreign allies they have. But
announce, 8dding an oath, that
Orestes 1s 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-slided vessel,
which thou alsoc 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, PFor what does this paln -
me, when, dead in words, in deeds
I shall be safe, and bear away
renown? I Indeed thlnk no
expression 1ll-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 1life 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,
0 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 nmy
country, but master of my
wealth and restorer of my
house, Thils now I have said,
but, old man, be it at once
thy care, having gone, to
execute with csution thy duty,
but we will go forth, for 1%
is the season; which indeed

is to mankind the greatest
arblter 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 detalls
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 tragiec poet differs from another, so small 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 . 1t a few plays from the pens of the later writers.

‘svertheless, we can compare Lucius wilth Marcus58

and the author of the Hercules Oetaeus with the author

of 1 Thebais,59 and derive some benefit from the com-
>+ 'ison., I did this recently with great care &and at

<~ 9 length with these very authors and recommend thls
satudy of mine to the reader's perusal, so that I will not
be saylng the same thing twice.

But 1f we should ever allow on the stage the license
to declaim, I would wish that the plays of Lucan were
extant. His talent was certalnly a worthy one, which
achieved maturity before his reputation did. Even in his
eplic, Pharsalia, there are many passages possessing a dis-

tinctly tragic tone, and surely the reversal is magni-

ficent and unusual--the chief warrlor of the world is slain,

and that not even by & hero; he 1s not only stripped of
life and honor but even barred from burial,

There 1s a Tragedy with a complex plot--such as
fortune displays too freely on this great stage of the
Universe whenever it practices its cruel dramatlc art.
It makes no difference that the subject matter be true.
As we saild before, a situation does not lose its prob-
abllity because 1t 1s true, although the grammarians
have, perhaps, failed to understand this point.

But to return to the Pharsalia. Its maxims are
often spirited, the style 1s emlnent and in the Stolc

oA . I em always cheered by Cato,%0 whose name
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alone encouraged those descendants of Romulus and gave
dignified vigor to a languid pen. I admit 1ts high Stoic
coloring and 1ts inferlority to Virglil's work--the very
thought of comparison would seem sacrlleglous to some
minds. But 1f one were not greater than the other, he
would not on this account be like the other. Virgil's
style differs from Iumcan's as do the perlods in which
they wrote.

Those who now openly disparage Lucan's work are
guilty of excesslvely harsh criticism. Such was not the
case 1n antiquity when people recognized his reputation,
praised him sincerely, almost paid him reverence. Among
those who did so were Fabius,41 Statius,42 and Martial,4d
This was especlally true after Lucan's death, when there
was no need for servile flattery and adulation.

Statius said that he had given more to the world than
Seneca. Statius' brief birthday poem?? to Lucan is extant
and I would rather have written that in one day than the
Thebals which, as Statius boasts, took twelve years to
complete.45 It is a splendid little poem in which Lucan
is set before all the Roman writers of ability--as the
equal of some and different from almost all who are
mentioned.

But what was he compared to Ennius, ILucretius,

Varro Atacinus, Ovid, and Virgil? ©None of these wrote in
the manner of Lucan, none gave such free rein to natural

inclination. In him this vast freedom wins our wonder;
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it is not, however, mellowed by the sound style of the
ancient writers. I would prefer 1t if Tragedy returned
to the purlty of the old style,--with the added provision
that not even & single maxim should rear its head.

I speak now of the declamatory traglc poems, Al-
though these may be very excellent, stlill they were
introduced after the best periods of writing. The author
who excelled in declamatory composition became prominent
either becaﬁse such declamations coated over both the
directness and purlity 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 too narrow
to leave room for Imltatlion--unless we include the Greeks,
to whom we are 1indebted for the tragic form in its entirety.
We have already spoken briefly of Aeschylus whose diction,
although noble, 1s more vigorous and brilliaent than 1t is
perfect. But at times I would rather have a single meta-
phor of his than twenty unsuitable or perverse sentences
of the other writers.

Of the other Greek tragic poets, Fabius often won-
dered which of the two (I mean Euripides and Sophocles)
was superior as a poet. He was, so to spesak, afrald to
come to any conclusion. Slnce 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-

gedlans. Sophocles was brilliant, yet austere, compressed,
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yet lofty, and sublime. He observed propriety in character
portrayal, he was forceful in emotlonal expression, and
majestic in both.

FBuripides pald close attention to details, was subtle
in his maxims, abundant in his plots--a rhetorician 1in the
theatre and, at times, 1ittle more than a comlic poet on
the traglc stage. dJust as he was the model of orators,
so too, esmong other comlc poets, he was Menander's model.
Students of rhetorlc in perticular should make a careful
study of his plays. Often will you recognize the satiric
element--1I speak now of the Satyr drama then common 1n 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 1t i1s because of
thls element that Aristophanes holds up to scorn the
"phrasicles"4€ 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 mekes his male characters naturally in-
appropriste and hils female roles dramatically so, because
Tragedy has to do with ideas that are outstanding in ex-
cellence. PFurthermore, he was concelted to the polnt of
cerelessness--for example, in his prologues. These are
always after the same pattern and often revealed

necllgence to contemporary asudiences and to his present-day
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A ra. They often give away the turning-point of his
plot (and thus destroy the spectator!s interest), or some
¢« aracter, who is part of the change, unwittingly does so.
Jocasta and Electra are examples of this fault. Jocasta
foretells the caming of Polynices, and Electra that of

Menelaus.

His characterization is often degraded, as in the
persons of Telephus, Oeneus, Phoenix, Bellerophon, and
others. He brings Into his plays paupers, beggars, and
cripples which 1s, I think, undigniflied on the stage. We
mst not discount the correctness of the criticlsm found
in the 01ld Comedy because it sometimes lapses into cal-
umny as Aristophanes often does.

Often, too, EBuripldes 1s careless in constructing his
plots, as, for example, in the Phoenlssae and in more than
one other play. He was more an oracle than a promoter of
wisdom; he was not only a guide to virtue but the surest
master of the diseretion which Sophocles portrayed in 1life
as he portrayed all the other virtues on the stage.
Sophocles was perfect In this respect--the Virgll of the
theatre. We hope one day to give space to a discussion
of these matters in a work on Aristarchus--if God allows
us to complete the task.

That saintly man, Gregory, bishop of Nazianzus, who
possessed exalted inspiration in other fields but was -
beyond all praise as a Theologian, gave us an acceptable

1" .« .9 of pletas [gevotiodl in his sermon on the
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Sufferings of Christ. His approval of this Virgilian
virtue came at the very tiﬁe when even wicked Julian the
Apostate would not allow pagan literature in the house of
God and when orthodox young men were forbldden to read the
writings of the ancients.

It was either zeal for pletas or holy indignation or
the critical need or other motlves which wrested his
spirited defense of the classics from this great man who
was in all else tranqull. He also tried other defenses
of the classics in poetry. But in this poetry of his--1if
indeed 1t is his, since Suldas, who ascribes thirty
thousand verses to him, does not make specific mention of
it--there are many details that a skilled critic would
brand as defective. For instance, as the critics would
put 1t, he employs long vowels without distinction or
discrimination as to quantity. Then the Greeks, & nation
given to acting as Juvenal says,48 flocked to follow him
in this praectice. But, as the older critics note, Homer
took this liberty only rarely and never rashly.

Read the opening of Gregory's poem to the Mother of
God, from the prologue to which I shall now quote. What
sort of poetry is this?

To escort succession to life

Dear Lady, whence our dishonored
nature

and t e following:
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£+ ~n thy friends to the

banquet. Happy thou art,

happy because thou hast

done such deeds.
From such license%? was born the kind of verse commonly
called "political",%0 in which many authors wrote whole
volumes. An example of this 1s as follows:

Accurately my friend must

you learn my whole inquiry

of this one letter.

and another:

My flesh-loving soul admires

the woods and undertakes

everything toward the achleve-

ment of lts desire.
The former example 1s from the beginning of the Chlllades
of Joannis Tzetzes®l and the latter the opening lines of
the Annals of Constantinus Manassis.®%

Although these writers give some useful information

which we must not scorn, nevertheless they could have done
without the charm of this sort of inspiration! One must
not write loose metre for dldactlic purposes when the prose
of everyday language 1s at hand. We pass no judgment on
Manassis' treatise on the structure of drama so that we
mey not seem to be reproaching in such minute details an
author whose peer antiquity scarcely knew among 1lts great
men. Surely you do not expect me to add any comment from
my own treatise. Choose for yourself some apposite re-
marks although I have made some in their proper place

above--not maliciously but with respect to the tragic

skill which 1s the subject of our discussion.

200



173

If the blemlshes and faults of earlier writers are
carefully and judiciously criticlzed, a perfect style is
the result--just as Aristotle notes in the formatlon of an
orator that, according to the popular proverb, the best
laws are sometlimes born from corrupt customs. Everyone
today knows our two emlnent contemporaries--Mark Antony
Muret.us,":’:3 the outstanding Latin purist of our day, and
George Buchanan,54 the distinguished poet. You would say
that nothing was beyond the scope of thelr talents. Yet
when they turned their pens to drematic composition, you
would say that Muretus had put his foot in the buskilin of
Tragedy and Buchanan hils in the comic sock--so completely
did they fall to understand that they were subject to the
law and norm of ancient drama,

Nothing could be more insignificant than Muretus!'
Caesar or more commonplace than Buchanan's Jeghte,55
since they hardly ever rise. Some portions of their plays
lie prostrate in a manner so uninspired as to belie bellef.
Look at the following passage from Muretus:

We all follow thee as our

leader. See thou to it

that thou art at hand when

need there be.
The situatlon, the vocabulary, the diction and metre
obviously tend to the comle. Another example:

Go rather with courage and

claim thy name lest it think

it 1s belng neglected and

mocked.

And there are other examples without end.
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We find just as many Iin Buchanan's work, such as the

following remark of Jebhte:

I admit 1t. But meanwhile,

gsee to it that all is well

at home and heed your

father's wish,
If this were not iIn verse form it would be sheer pross,
So, too, the following words of the priest to Jephte should
be written not as verse, but as continuous prose:

To be wretched or not lles

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 1s 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. What 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
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as absque controversia [without debaté], or floceci pendere

[to care not a straw for|, or retortulum cicinnum [?], or

siderum simlles ocellos [1ittle eyes like the stars], or

ita seres habet [gs the Chinese put it--—], or vir optime

[my fine fellow |, or rem loqueris ipsam [now you're

talking], or other expressions of this sort.

We must examine, too, whether his imitation of Tragedy
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 mald herself comes on
with eyes 1n modesty cast
down, but yet her face is
radlant and the dying
splendor of her beauty
shines beyond its wont;
as Phoebus! light 1s wont
to appear more glorilous
at the moment of hls set-
ting, when the stars come
back to their stations
and the uncertain daylight
is dimmed gy the approach
of night.5

In imitation of these lines Buchanan wrote the following:

Just as the splendor of
the sun is wont to please
us more as 1t swoops to
rest In the Tartessian
waves, and the breath and
hues of summer's last rose
holds more delight for our
avid eyesS....

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 1. 1y are joined in the above quotation. Nor do the
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roses have any more connection with tragic grandeur.
Their scent or breath, unless I am mistaken, is not an
object of sight and therefore must be distinguished from
color.
Furthermore, I would exclude from & choral passage

any satirical element such as the followiﬁg:

Since theft was the purpose

on both slides, he rejoices

in making sport of the

gaping crows.

For Horace had said:
eese8 lawyer, risen from a
Quinquevir shg%l delude the
geping raven.

Buchanan mocks at us in the length of tlme covered
by hils drama--which 1s at least two months. Everyone
knows that one must bewall the loss of one's virginity
for that period according to the familiar custom of the
Hebrews. And in the very narrative which we are now dis-
cussing, it 1s clearly stated that she is said to have
returned to her father after two months and he fulfilled
his vow in her regard, I fear he fulfilled it in a
manner different from what the tragic poet lmagined.

But we will treat of this at length elsewhere.

I would not call the glirl's mother Storge, for there
is a distinction between an emotion and the person who
experiences it. Storge [1ove] is the emotlon; Stergusa

is a woman who loves. Hence her name should have been

Stergusa on the analogy of Creusa, If you bring Storge
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into a Tragedy, she wlll be a character such as Violence
in Aeschylus, or Rumor in Virgll, or Poverty in Aristo-
phanes, or Luxury in Plautus.

When the poets introduce these characters they are
called mental, since they are not real but exist only
objectively in the mind. There is nothing of this sort
in Buchanan's play, for a character actually exists and
e name 1s sought for her. It is just as if I should
hear of Oedipus! mother and not know that her name is
Jocasta. Hence, the author must go to & story in a
similar vein for a name for his character; or he must
coin one that 1s sultable.

He should have done the same with the name of the
girl, who was a great hero's daughter. Sacred Scrip-
ture®8® tells us she was an only child, a virgin con-
secrated to God, but Buchanan gives her the name Iphis,
adopted from the poets. But why Iphis, whom the anclents
concelved 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 that crime through which
the poets wish Sappho to be spoken of as "manly".59
Nothing more shameful can be imagined. Iphis herself
condemns her own love, as we see Iln the following well-
known verses from the gifted Ovid:

(Oh, what will be the end
of me) whom a love pos-
sesses that no one ever

heard of, a strange and
monstrous love? If the
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gods wlshed 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.

I omit an intervening line and continue the quotation:

..es8nd in the whole animal

world there 1s no female

smitten Yith love for

female.®
Subsequently Iphis confesses she is more & madwoman thean
Pasiphae, who loved a bull. Finally:

Why, Juno, guardlan of the

marriasge rites, and why,

Hymenaeus, do you come to

this ceremonial, where

there is no bridegroon,

where both of us who

marry are brides?62

The story goes on to tell how Iphis was changed into

a male, and certainly Iphis is a man's name, for it means
"swift", "quick", "strong". Again I ask what connection
1s there between this name and such & girl as the char-
acter in Buchanan's play--the daughter of a mighty chief,
a woman at whose side stood the Spirit of God, Who, &8s 1t
is said, dwelt within her? If she must be given a Hebrew
name, a&s all the holy women are in the 01d Testament, I
could call 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 1s cherished more and hence, such a daughter is
spoken of as the "very soul of her parents'.

Let her name be changed, therefore, to Jechida, on
the analogy of Sara,63 for both names become suitable and

proper although each has another use. Surely Iphis and

any woman of her ilk--if such there ever was--is obviously

an offering unworthy of God, Who abominates all impurity--
but especially such as even the poets desplsed. Yet, she
was dedlcated to God, or, according to Buchanan, she was
offered as a victim to Him. How can this be when in
Tragedy only one who 1s a virgin 1is offered even to
Achlilles! Mark well the example clted from Seneca of
Polyxena, whose complete modesty, even at the hour of her
death, both Euripldes and Ovid praise to the skiles.

My opinion 1s that the one and only rule and norm,
both for living and writing, 1is good judgment. The man
whom judgment forsakes loses the exercise and benefit of
true knowledge in all things--especially such wherein he
thinks he cannot follow Aristotle to his profit. But far
be it from 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 dlsparaged anyone;
his criticism in all cases was for his own benefit and
for the profit of posterity.

Let us proceed, therefore. I would certainly not
caell a frlend--such as the one introduced in Buchanan's

play--Symmachus. As we know from military science,
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f. 1 1 allles are called symmachl; Homer calls them

€ ':url, and the Latin wrlters speak of them as
auxiliares. For example, Rhesus and Sarpedon were allles
of the Trojans, the latter from Lycia esnd the former from
Thrace. It 1s not everyone who has the ability to coin
names and dub people.

Buchanan's Baptist deserves censure, for 1t 1s a
tragic Comedy. The author unwittingly admits this when he
prefaces his play with a Terentian prologue, for in
Tragedy one of the actors speaks the prologue, as Poly-

dorus in Buripides'Hecuba, Hecuba in Seneca's Troades,

Juno in the same author's Hercules Furens, and Jocasta 1n

Euripides' Phoenlssae.

The diction 1s altogether commonplace--in the comilc
rather than the traglc tradition. To begin with, his
words are altogether slavish. For example, nebulo [én

idle rascal), conventicula {peetings], garrire [fo praté],

vir bone [éood siﬁ], homuncull [;ittle fellows]. He even
uses socculi, the diminutive form, in the followlng:
Whose slippers (socculis)
I would be unworthy to
remove.

Terence himself does not use the diminutive:

My servants run to me; they
take off my shoes (soccos).

65
To dismiss the matter, I would say that there 1s no
occaslon for the word soccus [phoé} in Tragedy. It is a

comic word, particularly appropriate to those Comedies in
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which Greek characters were Introduced in Greek dress.
Among the Romans soccl were & sign of effemlnacy. Pliny
says of the emperor Galus (Caligula):
eseeWho, iIn the height of
effeminacy, donned pearl-
studded shoes.66
Such then are some examples of hls modes of ex-

presslion. Some are not even Latin! For example, con-

coquere consilia [}o cook up plansi] instead of inire

consilia [po form or make plané] in the following lines:

esse2 heinous c¢rime is being

plotted, plans are belng

secretly cooked up.
There are other Instances like thls, but the one is enough
to show they should be avoided. Otherwise I would not even
mention them, for, to satisfy me, both Muretus' and
Buchanan's plays would have to be recast in another mold.

Still in one way or another we must derive profit

from judging correctly those primarily who can make mis-
takes--provided that we be slncere and that malice and
111-wlll play no part in our purpose., But these motlves
are not suitable to a noble soul, much less a lofty one.
Certainly we must not feel fear that we may seem harsh in
eriticizing anyone since we give our critlicism with this
hope--that we would not excuse a shortcoming even in our- 211
selves. But we write some of our comments even with the
confidence that envy will grant us this, namely, that some

worka, even of the anclient authors, have not met with full

approval.



182

CHAPTER XVII

The remalining two parts,
melody and spectacle, which
are the least essentilal.

Why no treatment of these 1is
necessary. The quantitative
parts as Arlstotle 1lists them.
Incidental discussion of each.
Why this 1s sufficient.

The fifth part is melody which Aristotle has called
the greatest of the pleasurable accessories of Tragedy.l
The sixth 1s spectacle, that 1s, the decorative element
which embraces the costumes of the actors and stage
adornment. Aristotle himself in two ways excuses us,
even warns us against any elaborate treatment of these
points, The first way 1s by his example, for 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 1s that melody and
spectacle are not characteristic of the tragic poet or of
any poet because they lle outslde the scope of his par-
tlcular sklll. Melody 1s the business of the muslclan
and spectacle 1s more a matter for the costumers than the
poet.2 But it 1s true that the poets, among other detalls,
sometimes composed the musle for thelr plays. Sophocles
did so, and the grammarians note that he played the
cithara in his Thamzris.3
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The second argument? is that a Tragedy i1s complete
without melody and spectacle. No one who has ever read
Sophocles or Buripides or Seneca looks for these elements
and he judges a play independent of them. A written
speech 1s étill a complete and perfect speech without
the elements of gesture and dellvery; we do not see or
hear Cicero and Demosthenes delivering their speeches,
yet we read and admire them. There 1s thls difference
between the orator and the tragedian: the orator de-
pends on himself for gesture and delivery, whereas the
traglc poet looks to another for melody and spectacle.
Hence, the writer oﬁ rhetoric of necessity must treat of
elocution, but the author of a hand-book on Tragedy need
not discuss melody and spectacle.

There remain for our consideration the quantitative
parts--the separate sections into which a Tragedy ls
divided. According to Aristotle® these were: prologue,
episode, exode, and a choral portion. This last 1s 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 Terencd, it means just what the
ancient writers spoke of as-the parabasis. The only
difference 1s that the prologue stands at the beginning
and the parabasls 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 hls 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 maintalned that, in Euripldes, the pro-
logue was the first speech. This was put in the mouth
of one actor and no other actor interrupted during the
course of the prologue which often contalned an explana-
tion of the play's plot. Thls method is peculiar to
Euripides, and he employs 1t in almost every play.

Aristotle called the prologue that whole part which
precedes the entrance of the chorus;6 but he points out
the position of the prologue rather than defines 1lts
purpose. The eplsode is all that comes in between two
whole choral :'-1ongs,'7 for in Greek Tragedy the chorus
sings some parts and recites others.

Arlistotle sulted 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 1s & song Of the
¢. rus without anapests or trochees. To these he added
the c. mos, a lamentation sung by chorus and actors in
concert.®

Many writers have already described how the chorus
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made 1ts 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 1n rows,
there were three rows of filve. But thls 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 iIn the Latln 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 a part of the Tragedy and forms a unity
with the other portions of the play. Aristotle approves
a chorus of thls kind. Or the choral ode may have no
connection with the subject matter of the play--a prac-
tice which Sophocles sometimes follows and Seneca after
him, although not so often.

Since many of these polnts scarcely apply to Latin
Tragedy, and since several critics--Ceesar Scaliger in
particular--have discussed the quantitative parts of
Tragedy, there 1s 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 sald 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
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disc ssed, I ml "t say, as I have already said, they

pertain neither to me nor to any poe
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CONCLUSION 216

Noble Honerdius, these are the thoughts that have
occurred to me. From what I have sald, 1t becomes clear
that Aristotle's excellent statement 1s true: the office
of the tragic poet is that of a phllosopher. He treats
of man in general and must have a clear understanding of
men's actions and the qualities of these actions, 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 to accurately divide and dis-
tribute hls maeterial, for some detalls pertain to indivi-
dual character, others to human nature in general. Still
others are proper to the logician--just as in the art of
eloguence (which also comes into our present consideration),
the judgment and duty of the orator is taken up with some
matters which belong to the statesman's province, as, for
example, maxims and general arguments which pertain to the 217
state or its citizens. 1In the Supplices, Euripides shows
this at length while treating of the forms of government.

To be sure, moral character is within the province of
the statesman; so, too, that art which portrays moral
character is subject to the sclence of statesmanship--just
as the art of horsemanship 1s subject to the art of

leadership in war. This latter gives a soldier to his
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general and the former, a citizen to his civil chilef,.
Whatever 1s left, the poet claims for his own; in his
case art completes the work which nature has begun. But
unless one wins the pleasursable accessory of reputation,
he learns in vain whet any man may teach.

Furthermore, each man to his inclination., Aristotle
dld not vie with Sophocles in a contest of Tragedies, nor

was Sophocles ashamed to lknow the rules which, under the

guldance of nature rather than reason, he was the first to -

fix in meny aspects of Tragedy. So it is that the gram-
marians are talking high-flown nonsense when they claim
this honor for themselves., They are boldly bursting in
upon the harvest and possessions of another. Just as he
who has no seat in the theatre should stand with dignity,
so since everything on the stage has already been taken,
we will set those critics among the mourners that they may
weep. That is what they'gre always doing.

Our task we have fulfilled &s best we could--not as we
hoped to but as time, which was obviously short, allowed.
As you sees, we have gathered what memory suggested. This
we did for your pleasure, being more intent on fulfilling
our obligation than on éareful research. Some of our re-
marks are rather subtle; others are less pleasant 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 astonlished 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 thing: 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 thelr friend home-grown things;
perhaps some eggs fresh from the straw and the hen that
laid them, and even luctucae [}ettuce], turnips, asparagus
and other ordinary dishes. But first, as the maln course,
they show their guest at the table a joyous and willing
smile which reveals a noble mind. If you have elther
learned how to excuse this or, of yourself, can do so and
can meintain e fondness for the everyday fare, you will
always be on the same terms of friendship with me. I
shall see to 1t that you find a guest who, while not
altogether rustic, is no less candid than he 1s apprecla-

tive of you.
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DEDICATORY POEM 219

0 Honerdlus, 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 1life, recelve thou
what in a few hours we have hastened to fashlon for thee
whilst love for thee urged on our eager task,

The book itself--nought could clearer be--dld grow of
its own accord; ofiits own accord 1t reached its goal.

'Tis something when commands are harsh to make one's way
through the deep and to wlillingly seek what one may not
scorn. Such is the spirlited steed who, knowing it not,
stands at the goel all covered with the dust of the Olymplc
course. Such 1ls the seaman who, knowing 1t not, cleaves
the ocean waves whilst he 1s swept from the mighty river's
mouth.

Perhaps there will be one or another, struck with the
glory of the stage, whom thou wilt read who will wish to
know these things. If anyone seeks for ski1ll, brevity
and simplicity will give him his reader. Let their writing
be swift, but unlaborious, although hastened. Too late did

I write this to thee, aftgr Thamara.
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Iliad, VI, 500.
Aeneild, VII, 295 f.

Phoenissae) is

112.

Ennius, apud Macrobius, Saturnalia, VI, 1, 60.

Sophocles, Trachiniae, 1Q46 ff.

Seneca, Hercules Qetasus, 1179-1183.

Ibid., 1170-1176.
Ibid,., 1246 ff.

NOTES ON CHAPTER XVI

Theaetetus, 152E.

Republic, X, 595B.
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8.
9.
10.
11.
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13,
14.

15.
16.

17.
18.
19.
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Ibid., 598D.

Georgics, III, 223.
Aeneid, I, 726.

Georgics, IV, 179.
Catullus, XXX, 2.
Ibid., III, 16.

Appuleius, Metamorphoses, X, 253.

Catullus, III, 18.

Horace, Odes, II, 2, 24 has inretorto, but retortulus
does not seem to occur in classical Latin. Apparently
Buchanan or some other contemporary dramatist coined
this diminutive of which Helnsius disapproves.

Cf.p. 175.

E.g. Virgil, Aeneid, IV, 328.

Seneca, Thyestes, 144 f.

The point of Heinsius' remark on this line (perhaps
the work of a contemporary Latinist) 1s the false
quantity given to the first u of scrupulus. This
vowel is long e.g. in Terence, Andria, V, iv, 37,
from which the line was apparently bo rrowed. The
proper quentity would make the llne scan as follows:

ey e u_‘l____] —_ U U

Unus mihi nunc'scrupulus restat.
This, even allowing for all possible substitutions,
would not fit Into the scheme of the anapestic
dimeter.

Apud Cicero, Tusculan Disputations, II, 9, 2l.

As a matter of fact Elisae occurs three times (Aeneld,
IV, 335; 610; V 3), but In each instance it is a
genltive! ©No other oblique case is used by Virgil.

In Aeneld, IV, 383 an accusative form Dido (or Didon
as some mss, read) is found.

Aeneld, XI, 345; XII, 657; Georgics, IV, 188.
Aeneid, IV, 317.

Cyclops, 180.



20.
21.
22,

23.

24,

25,

26.
27,
28,
29,
30.
3l.
32.

33.

34,

55,
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Pctlcs, 1448b.

Catalepton, 2.
Ibid., 5.

We follow the text as glven 1n the Loeb edition,
which differs in some respects from that quoted by
Heinsius. The Loeb text represents, 1t would seem,
a better set of readings. We alter this, however,
and make it conform to the Heinslus text in the
flrst line in order to preserve the point of his
objection to the word manipulus, which 1s not read
in the lLoeb.

Poetics, 1459a.

Son of Phoebus Apollo who took over the chariot of
the sun for one day. Unable to control the horses,
he was almost destroying the earth by fire when
Jupiter struck him with a thunderbolt. Ovid
(Metamorphoses, II, 1-328) gives the story.

"Longinus", On the Sublime, XXXIII, 5.

Cf. Horace, Odes, IV, 2.

Early (archaic) Latin.

Golden Age of Latin Literature.

Silver or Late Latin,

Catullus, LXXXIV, 3.

Festus (2nd cent. A.D.) abridged the de Verborum
Significatu of M. Verrius Flaccus. Paulus Diaconus
(Bth cent. A.D.) further abridged Festus' abridgment.

These abridgments are among our most vealuable sources
for the study of early Latin.

Nonius Marcellus (4th Cent. A.D.) composed a manual
(de Compendiosa Doctrina) on points of grammar and
antigquities. He iIncluded quotations from lost
authors, especlally of the archaic period.

Institutiones Oratoriae, VIII, 11i, 25,

Lucian's " .... Lexiphanes ridicules the affectations
of the archaists and purists, and their efforts after
the peculiar word ...." (Wright, Short History of
Greek Literature, p. 498.) -




36.

37

38.

39.

40,
4].
4z.
43.
44,
43.
46.
47.
48.
49.
50.

51.

52.

53.

54.

55.
56.
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Plautus, Mostellaria, I, 111, 121,

Since the archalc tang of the translation given in
the Oxford Series (Buckley, T.A. ed., The Tragedles
of Sophocles In Engllsh Prose, Harper, N.Y. 1884,
pp. 110-113) does 1in English what Helnsius sought
to do in Latin, we judged that 1t would be apposite
to include it.

The two Senecas.

Both these plays are now attributed to the younger
Sensca,

The hero of the Pharsalia.

Quintilian, Institutiones Oratoriase, X, i, 90.

Statius, Sllvae, II, 7.

Martial, Epigrams, VII, 21, 22, 23.

Statius, Silvee, II, 7.

Thebals, XII, 811.

Aristophanes, Acharnlans, 444, 447; Clouds, 943.

Acharnians, 398; Peace, 532; Frogs, 942.

Juvenal, Satires, IIT, 100.
The license 1s metrical.

"Political" verse 1s based on accent rather than on
syllabic quantity.

Tzetzes, Constantinopolitan grammarian and poet of
the 12th century.

Manassls wrote a 12th century Chronicle in 6733 lines
of accentual verse, covering from the Creation to the
year 1081.

Muretus, 1526-1585,

Buchanan, a Scotech humanist, 1506-1582.

Cf. Judges, 11.

Seneca, Troades, 1137-1142.
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57. Ho: ‘e, Satires, II, 5, 56.
58. Juc- s, 11l.
59. Cf. Horace, Eplstles, I, 19, 28. A mlsinterpretation?

60. Metamorphoses, IX, 727-731.

61. Ibid., 733 f.

62. Ibid., 762 f.

63. Cf. Genesis, 17, 15.

64, Cf. Matthew, 3, 11; Mark, 1, 7; John, 1, 27.

65. Terence, Heauton Timorumenos, I, i, 72.

66. Naturalis Historia, 9, 35, 56, Sectlion 114; cf. 37,
2, 6, Section 117.

NOTES ON CHAPTER XVII

1. Poetics, 1450Db.
2. Ibid.

3. The play 1s not extant. Cf, Athenaeus, Deipnoso-
phistee, 20F.

4, Poetiecs, 1450a.
5. Ibid., 1452b.
6. Ibid.

7. Ibid.

8. Ibid.

9. Ibid.
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