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HISTORY

OF

GREEK LITERATIRE.

PART I

T —

CHAPTER XIV.

DRAMATIC TENDENCIES IN THE SIXTH CENTURY. THE RISE

OF TRAGEDY AND SATYRIC DRAMA. THE EXTERNAL
AFPPLIANCES OF GREEK PLAYS,

§ 160. WE have now reviewed a leng series of Epic and
Lyric poems, all of which originated in Asia Minor, and from
there passed into Greece and westward. The development of
the Aolic and Ionic colonies—if colonies they can be called
——had been more rapid than that of the motherland. But
the Ionic literature had also taken quick root and flourished
in the old country. It was probably to Solon or to Peisis-
tratus that we owe the ordering and systematising of the
epos. The elegy found its Hellenic representatives in Solon,
in Theognis and Tyrtazus ; the choral poetry of Terpander and
of Arion made its home not only in Peloponnesus, but with
Stesichorus in Sicily, where the rarity of Homeric recitations
left it open to the poet to bring the old myths into his choral
songs, and give the people what the rhapsodists had elsewhere
supplied. Tt was, in fact, the Aolic songs of Lesbos only
that bloomed and faded on their own soil, without wafting
their seed across the Agean to take root and flourish in older

Greece. But the personal outpourings of anger, of sorrow, of

~, VOL., 1.—2 B
IIIJ'



2 HISTORY OF GREEKR LITERATURE. cu. Xiv,

wisdom, of experience, which the Ionian elegist and iambist
had substituted for the calm of old epic recitation; the
common choric song in honour of the gods, with its accom-
paniments of music and dancing—these had found their way to
Greece, and had soon passed on into peculiar developments.
The chorus of Alcman, the Lydian Greek, had learned to
speak #he poet’s sentiments to his hearers, and so to mediate
between the personality of the elegy and the impersonality of
the choral hymn. The chorus of Stesichorus had learned to
introduce Zke national legends with a new dress and a lyric
treatment, and so long as these legends were alive and growing
in Greek hearts, they were the sheet anchor of Greek poetry
the Atlas whereon the whole world of its literature found a
sure support in all its gyrations.

Both these un-Ionic features are found in the highly
developed and perfectly finished lyrics of Pindar. The myth
is now an integral part of the choric hymn ; so is also the
word of the poet as a master of wisdom addressing the people
through his chorus. But as calm critics have remarked, the
occasion of these remarkable poems was not high enough, or
the subjects worthy enough, for the splendour of their art.
They celebrated local, often trivial, victories; they praised
professional trainers, and obscure ancestors, often, we may
suspect, by means of invented genealogies. And, in any case,
they were the poetry of the aristocracy, and not of the people.
This art was consequently also professional, composed and
performed for patrons and for pay, offered to the gods, not by
the people themselves, but for them, at the hands of singers by
trade. These facts agree with the non-patriotic attitude of
Pindar, on which I have commented in its place.!

The rising democracy of Athens would naturally demand
some very different worship, some very different festivals, from
those of the old aristocracies. The people who now took part
in politics must also take an active part in public religion and
its festivals.2 And for this the first suggestion, as in so many

' § 149.

: Wilamowitz, Herakles, i. p. 77, quotes the Polity of the Athenians

to show how the Demos abolished professional performances of choral
music, and undertook this duty itself. This tract, as is well agreed, 1s not
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other directions, had been given by Peisistratus. With the
intention of raising the people and their life to a higher level,
while he depressed the aristocrats, he had favoured and pro-
moted the worship of Dionysus, hitherto a rustic religion be-
yorid the pale of the epic Pantheon, but fascinating the old
Greeks, as Oriental orgies and cults long afterwards fascinated
the effete world of Plutarch, with its violent emotions and en-
grossing mysteries. This worship of Dionysus was no doubt
diffused through the northern Peloponnesus. We hear of
Arion naturalising the dithyramb at Corinth, in which the
sorrows and escapes of Dionysus were sung by his chorus.

But it is more than doubtful ! that the dithyrambs of Attica
were the real ancestors of any poetry but that of the fourth
century, known under the same name. Dithyrambs were in
vogue all through classical Athenian literature, but perhaps
more eminently so before and after the bloom of tragedy.
This latter had, then, its origin in some other choral poetry
which came in with the worship of Dionysus from Doric
neighbours. Among these we know of one whose name gives
us the clue—the goat choruses, in which the singers, with that
peculiar desire of escaping from themselves into some wild
disguise—a desire as universal as civilisation—assumed the
mummery of satyrs, and thus posing as personal companions
of the God, entered with an intenser sympathy into the story of
his anthropomorphic adventures. These choruses seem not
to have been professional, or even strolling, as the early men-
tion of a tent for their background would suggest, but rather
village choruses, prepared for the vintage feasts of the god.

We shall turn presently to the names of the earliest in.
ventors of tragedy, and the few facts known about them, but
it may be well here to say a few words upon the peculiarities
of the Attic drama. It has been shown with great ability by
Von Wilamowitz-Mollendorf, in the book cited, that the cele-
brated definition of tragedy which Aristotle lays down and
expounds in his Foetic, however applicable to tragedy generally,
however applicable it might have been to the tragedies of

by Kenaphnn but by some earlier aristocratic author writing in the days
and in the temper of Alcibiades. Cf. vol. ii. of this work, § 476.
! CL the whole argument in Wilamowitz, Herakles, i. pp. 78-8o.
B2
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Euripides, had he been able to break wholly with tradition
and choose his subjects from actual life, misses the mark as a
description of Attic tragedy.! In fact, the definition omits
essential and includes unessential points. For ZAschylus, the
great creator of this splendid national poetry, in which the
people through their chorus took part ; in which the service of
the god was satisfied ; in which the poet, as a teacher of
wisdom, could speak his word through a transparent disguise
—Aischylus not only determined that the Ionic recitation of
iambics should be fused with the Doric choral song—a fusion
never so complete as to efface the distinctness of each of the
components—but also, like Homer, like Stesichorus, imported
into his new creation the national legends, and determined
once for all that no subject but the lives and acts of the heroes,
as known in epic mythology, should attain the dignity of
the Attic stage. Phrynichus, as we shall see, in the youth
of tragedy’s first development, tried an advance into recent
history. His attempt was condemned by the Athenian public.
To define, therefore, Attic tragedy without mention of the
denr.ite subject-matter to which it was bound, is to omit its
‘essential difference.’

To assert, moreover, with Aristotle, that the ‘purification of
terror and pity ’ was the invariable object, errs in two directions.
In the first place, the poets were probably not conscious of
this @sthetic subtlety, and seem to have openly accepted the
simpler #4/¢ of moral teachers. Such, at least, is the opinion
of Aristophanes, as expressed in his Aregs. In the second
place, there are other emotions than mere pity and terror—
pious awe, fervent patriotism—which are certainly the pro-
minent emotions in our most famous plays. But to Aristotle,
a sceptic and an alien, neither piety nor patriotism were
likely to appear in their proper force. Yet so intimately
were these three factors, faith in the heroic legends, piety to-
wards the gods, devotion to the state, in the life-blood of Attic
tragedy, that with them it sank into decay, and passed through
Euripides into Menander, whose comedies were the successors,
not of Aristophanes’, but of Euripides’ plays. Here, then, is
the proper definition : ‘An Attic tragedy is a story from the

! See this Def. stated and discussed in vol. ii. § 575 of the present work.
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heroic legends, complete in itself, treated poetically in a dig-
nified style to suit a chorus of Attic citizens and two or three
actors, intended also for performance as part of the public
worship of Dionysus.’!

The chorus, then, is the main factor, as we see in the earlier
tragedies of Aschylus, who brought his new creation through all
its stages up to its highest perfection. The long recitation of
the messenger, in which the turning-point of the action is told,
is no make-shift or device, but evidently a relic of the very
earliest form, where the actor had no other function but to tell
his story to the chorus. The freedom in the treatment of
characters, which was so often censured by Alexandrian and
Roman critics, is no inconsistency, but rather the special
point of originality in which the master showed his skill. The
framework of the story was given in the myth ; not so the
finer shades in the character and emotions of the heroes ; it is
only a vapid criticism, based upon a rigid abstraction from
the epic and tragic stories themselves, which compares the
creators with a poor image of their work, and declares them
at fault. The pedants who censured the Medea of Euripides
because she is torn by conflicting emotions, and bursts into
uncontrollable tears before she steels her heart and murders
her children ; the pedants who think that the Iphigenia who
offers her life as a heroine should not have pleaded for that
life with strong crying and tears,? were, after all, but miserable
art critics. Not much better is Horace with his fixed types—
his febilis Tno, his tristis Orestes. Aischylus has even elements
of low and common life upon his stage, though Greek comedy
in all its history was severed from tragedy by a great gulf, and
Plato hazards as a mere drunken fancy what Shakspere has
realised for us—the compatibility of tragic and comic genius in
the same poet.

Tragedy, therefore, inasinuch as itabsorbed and reproduced
in its own torm all, or almost all, the earlier species of poetry—
the epic recitation, the iambic repartee, the elegist’s philosophy,
the melic song of excitement with musical accompaniment, the
choral song of Dorian lands—is the climax and the consum-
mation of Hellenic song. It was perfected by a single genius

' Wilamowitz, og. cit. p. 107. 3 Cf. below, §§ 203, 217.
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in a single generation, and when two rivals arose who took from
him the torch, and kept alive the flame—Sophocles could make
no advance, and Euripides shows the imminence of decay.

§ 161. We have referred to a rustic and jovial dithyramb
common among the lower classes in Pelopunnesus, where
the choruses imitated the sports and manners of satyrs in
attendance on the god, and it is not improbable that these
came more into fashion according as the serious choruses
to Dionysus wandered from their original purpose, and were
even applied to celebrate other personages than the god
Dionysus. The proverb oiéér mpoc rov Awrveor (¢ there is no
Dionysus in it’) preserves the objections of old-fashioned
people to such innovations, and these objections were per-
manently respected by the essentially satyric dithyramb, which
was brought to Athens by PraTinas! of Phlius, who with
Cheerilus and other poets put it on the stage as a proper com-
pletion and necessary adjunct to the nascent tragedy. This
Pratinas was a brilliant poet, to judge from a fragment pre-
served by Athenzus, in which he complains of the increasing
prominence of the instrumental accompaniments to the
dithyrambs, possibly those of his rival Lasus, and vindicates
for his chorus their proper functions.? He is called the son of

' According to Fick (Griech. Fersonemnamen, p. xxxv), this name,
which is derived from the Doric form for mpares, and is a collateral form
for mpwrives ( = wpwriovos), should be pronounced Mparivas. I cannot find
any direct authority in the classics for this quantity.

’ Tis & 8dpuBos 88e ; Ti Tdle Ta xopevparta;
wis UBpis Euohev éml Awvvoidla ToAvrdraya Bunéray ;
duds éuds & Bpdutos* éué del wehadely, due Sel maTayeiv
W’ Bpea olpevor perd NaidSwy
ola Te kbkvoy Eyovra mowiAdrrepor wéhas.
Tar aotbar karéorare [liepls Bacihear: & & aldAds
irrepoy xupevéTw* kal ydp ol bmrnpéras.
Kapw pdvor Bupapdyors Te meypaylairt véwy 0eder ropolywy
{upsym U'Tpnrﬂ..u‘.fns_
waie, waie Tov Pply’ dodov
woikidov wpoayxéovTa’
QAéye Tdy dAeaimarokdAauoy,
AaroBapuima wapaweopuluoBdray @
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Pyrrhonides, and said to have composed thirty-two satyric
dramas with fifty tragedies ; he contested in Ol 70 with
Aschylus and Ckerilus, but was only once successful in carry-
ing off the first prize. His son Aristias was equally celebrated
as a satyric dramatist, and was second when Aschylus won
with the Sewven against Thebes, but apparently with a satyric
drama of his father’'s. Charilus was active from 524 to 468 B.C.
(if we believe Suidas), and is celebrated as one of the old trage-
dians, but still more for his satyric drama, which appears from
the proverb, *When Cheerilus was king among the Satyrs.’

§ 162. In fact all the early dramatists, not excluding
Aschylus, laid great stress upon this peculiar style, which,
however, passed out of fashion in the next century, especially
when Furipides had devised the expedient of supplying its
place with a melodrama, or tragedy with comic elements, like
the Alcestis. The remarkable point about the satyric drama is
its marked separation from comedy, and its close attachment to
tragedy. It is called °sporfive tragedy, and was never com-
posed by comic poets. We have only one extant specimen—
the Cydops of Euripides—in which we observe that the pro-
tagonist or hero (Odysseus) is not the least ridiculed or lowered
in position ; in fact, we have no play in which he appears so
respectable, but he is accompanied by a chorus of satyrs whose
odes show no small traces of the old phallic songs in the
rural dithyramb. The general character of the subjects left us in
the titles of the satyric plays, and of the fragments (many of
which, among the fragments of AEschylus and Sophocles, strike
us by their open coarseness), lead us to compare the satyric
drama of the Greeks to that peculiar species of drama among us
which is comic, though quite distinct from comedy, and which
treats some familiar legend or fairy tale with grotesque and
conventional accessories. The reader will already have guessed
that I refer to the panfomimes of the English stage, in which
the earlier part is some adaptation of a well-known fairy tale,

bwal Tpuwdvy Sépas wewrhaouévoy,
fiv iBod dbe oot Belia
xal wobbs Siagpipd, OpiapBodifipauBe

kigodxar bvaf Gxove Tav eudy Adpiov yopsiar,
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such as Sinbad or Blue Beard, in which there are horrible and
tragic adventures, and generally a respectable chief character,
coupled with grotesque accessories and conventional dancing,
This curious parallel will illustrate to the English reader many
of the difficulties in the position of the satyric drama at Athens.

It is remarkable that the old dithyrambs were spoken
of as introductions to the more solemn cyclic choirs, whereas
their dramatic outcome was always played after the tragedies.
The critics are ready with sthetical reasons for this, but we
are left at a loss for historical facts. Though a flavour of
humour was not foreign to the tragedy of Euripides, nor even
to that of Aschylus, there seems no doubt that the early Greek
drama did not afford scope for the violent contrasts so striking
in Shakespeare, and preferred to relegate the low and the
grotesque into a separate play associated with solemn tragedy.
The extant Cyclops is a sort of farce without much extrava-
gance, observing in its hero the decorum suited to a tragic
writer, and giving to Silenus and to his attendant satyrs an
evidently conventional character of laziness, drunkenness and
license. The real contest was in that day among the tragedies,
and this afterpiece was probably given while the public was
discussing the previous plays. In later days the satyric drama
seems to have been abandoned, and therefore all the other
extant specimens were lost. It is a misfortune that we do not
possess at least one from the hands of an acknowledged
master in this department, or from the epoch when it had real
importance. But the Cydgps explains to us the structure and
style of these pieces. These few words may suffice to dispose
of this byway of the Greek drama. I now return to the more
important history of serious tragedy.

§ 163. All our authorities are agreed that despite the various
approaches and hints at tragedy before Z/espis—the Pelopon-
nesians counted sixteen poets of Dorian tragedy before him—
he was really the originator of that sort of poetry. We only
know that he belonged to the deme or village of lcaria, on the
borders of the Megarid, and doubtless in constant intercourse
with these people, among whom the worship of Dionysus
was said to be particularly at home. It is to be noticed that the
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neighbouring town of Eleusis, to which all Icarians must have
constantly come, was apparently the chief place for the deeper
worship of Dionysus Zagreus, and it is not unreasonable to
suppose that this double experience of the local choruses to
Dionysus at Icaria, and the solemn mimic rites of the mys-
teries, were the determining features of his great discovery.
For in what did this discovery consist? As was well known,
tragic elements were present in Homer, and the characteristic
dialogues in the old epics were far more dramatic than the
early tragedies not only of Thespis, but of Aschylus. The
misfortunes of heroes had already been sung by the dithyrambic
choruses at Sicyon, and a mimetic character given to such per-
formances by the expressive gestures of the choirs of Lasus.
We have no reason to think that Thespis added a dialogue to
the cyclic choruses, or lyrical element from which he started.
From what 1s told us we merely infer that he to some extent
separated the leader of the chorus from the rest,and made him
introduce and interrupt the choral parts with some sort of epic
recitation. What metre he used for this recitation we know
not, nor the subjects he treated, for the titles transmitted by
Suidas are of forgeries by Heracleides Ponticus, and Thespis
probably left nothing written. Yet he certainly aimed at some
illusion, by which he escaped fron. himself, and entered into
the feelings of another person, when he undertook, as we are
told, to perform the part of leader to his chorus. For he dis-
guised himself, and so far imitated reality that Solon is said (by
Plutarch) to have been greatly offended at the performance, and
to have indignantly denounced the deliberate lying implied in his
acting. Of course we must cast aside the nonsense, talked by
Horace, of his being a strolling player, going about in a cart to
fairs and markets. Not only did Horace confuse the origins
of tragedy and of comedy, but the poetical requirements of
the Athenian public trained by the enlightened policies of
Solon and Peisistratus. In the Athens where Lasus, and
Simonides, and Anacreon, and presently Pindar, found favour,
no rude village song could find favour ; nay, we rather see an
over-artificial taste prevailing in the lyric poetry of that date.
Thespis composed his dramas from about Ol 61 for city
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feasts and for an educated audience. The mere setting up of a
stage, and donning of a mask, could notin such an atmosphere
give to any poet the title of a great originator. Though the
story just cited from Plutarch contradicts the inference, we
would fain believe that an acquaintance with the mysteries, and
deeper theology of the day, suggested to Thespis the represen-
tation of human sorrow for a moral purpose. There seems no
trace of this idea in the earlier dithyrambs, which sang or acted
the adventures of Dionysus merely as a cult, and not as a
moral lesson. But it seems that with Thespis may have arisen
the great conception which we see full-blown in ZAschylus—the
intention of the drama to purify human sympathy by exercising
it on great and apparently disproportioned afflictions of heroic
men, when the iron hand of a stern and unforgiving Providence
chastises old transgressions, or represses the revolt of private
judgment against estabiished ordinance,

§ 164. It is quite plain that the portraiture of suffering was
fully comprehended by the next among the old tragedians,
Phrynichus, son of Polyphradmon, whom Aristophanes! often
refers to as an old master of quaint sweetness, and in his
day still a favourite with the last generation. There are several
other persons of the name, one of them a comic poet,? so that
we cannot be sure concerning the allusions to him. His son
Polyphradmon, evidently called after the grandfather, seems to
have contended with Aschylus. We have not sufficient fragments
remaining to form a strict judgment, nor can we now decide
how much of the development of tragedy was directly due to him.
He is said to have been the first to introduce female characters,
and to use the trochaic tetrameter in tragedy. It is also cer
tain that he understood the use of dialogue, by separating the

' Ay, 748 : Evley Gomepel péirra
Spivixos auBpooiwy ueAéwy ameBdorero xapwby
asl @épwy yAvkeiay ¢ddy,

Vesp. 219 : wwvvpl{ovres puérn
apxatopereqibuvippurixfpara,

Cf. also v. 269. I quote uniformly from the sth ed. of Dindorf’s Pocte
Scenict.

2 Cf. on these various persons the discussion of Meineke, /fist. Com.
Grac, pp. 146, sq.
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actor from the leader of the chorus, and making them respond
to each other. Trimeters and Ionics @ minore were metres not
unknown to him, but he was most esteemed among later Greeks
for his lyrical excellence, as the scholiasts on Aristophanes tell us.
Pausanias!® alludes to his having first introduced the fatal brand
in the story of Meleager in Greek tragedy, not, however, as an
invention of his own, and quotes the lines in question.? His
Phanisse was a particularly celebrated play; but we must
imagine chiefly a succession of lyrical choruses, with little or
no action, like the earlier tragedies of Aschylus. It seems
that the play was brought out 3 by Themistocles as Choregus,
and with special reference to his own achievements. which were
growing old in the memories of the Athenians, in Ol 75, 4;
and this is the earliest exact notice we have of a tragic com-
petition such as was afterwards the rule at Athens. It is said
that this play was the model on which Aschylus formed his
Perse. More celebrated is the story of the Capture of Miletus
(Md\firov @Awaic), brought out by the poet in Ol 71, which
described lyrically the capture and destruction of the greatest
of Ionic cities. The whole theatre, says Herodotus, burst into
tears, fined him 1,000 drachmas for having reminded them
of their domestic troubles, and directed that no one for the
future should use this drama.* There has been a great deal
of @sthetic lucubration on this celebrated act of the Athenian
public—much talk of the ideal, and the desire to escape from
the woes of common life into an ideal atmosphere. I feel
more confidence in the critics who suspect a political reason
for the play, and still more for the heavy fine. Possibly
the poet belonged to a party who had urged active aid for
Miletus, and his drama was a bitter and telling reproof to
the timid or peace party, who may, nevertheless, have been
politically the leaders of the people, and able to inflict upon
him a fine for harrowing the public mind with his painful and
i o
s Kpuepdy yap ol
fixvker pbpov, wrela 8¢ wv pAdE karedaloaro,
darob wepfopévov parpds w' aivas KaKowunydrou,
* Themist, 5, as Plutarch tells us,
* vi. 21. I suppose he means—use this story for a drama.
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distressing play. We see from the success of schylus’
Perse that they had no objection to being reminded of their
domestic successes—certainly domestic in as real a sense as
the events of Miletus—and I fancy covert allusions to present
politics or other events were always well received by the
Athenians; but they were certainly right to discourage the pre-
senting of recent events upon the stage, for Greek tragedy was
in no way suited for historical purposes.

There remain about seven titles of Phrynichus’ plays, most
of them the names of nations, which seems to imply the im-
portance of his chorus. All the older tragic poets were said to
be dancing-masters, and to have taught anyone who wished to
learn ; it is even said that the Athenians appointed Phrynichus
to a military command, on account of his skill in performing
the Pyrrhic war dance.

§ 165. Having now given a sufficient account of the forerun-
ners of Aschylus, it may be well to say something of the ma-
terials at the disposal of the Greek tragic poets, of their theatres,
stage, actors, and general appouintments.!

It is necessary to give a brief description of the Greek
theatres themselves, in order to help the reader better to imagine
for himself the old tragic performances, and in order to obviate
certain errors which were current on the subject, and have only
been removed by recent researches. The earliest stone theatre
of which we know the date was the theatre of Dionysus at
Athens, built (OL 70) against the south slope of the Acropolis.
It was adorned and enlarged by the orator Lycurgus (about Ol.
112), when administering the finances. We are told that before
its building a wooden structure was used for plays, but that on
the occasion of a contest between Aschylus and Pratinas it
broke down, and then the Athenians determined to erect a
permanent one for the purpose. We are not told where
the old wooden theatre was situated, but as the story implies
that the spectators fell (for the stage always remained a

' These questions have been discussed in several special works, founded
upon recent researches. Those of Albert Miiller (Griech. Biiknenalter-
thiimer) and of Mr. Haigh (Zhe Attic Theatre, Oxford, 1889), are both
excellent.  Dr. Dorpfeld’s researches are not yet fully reported.
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wooden platform), it is unlikely that the old site could have
coincided with the new, where the steep incline of the hiil
made all artificial scaffolding unnecessary. If the site was re-
tained, we should imagine the audience of the primitive trage-
dies and, no doubt, of the older cyclic choruses, to have sat all
round the performance, so that while at one side the hill served
for tiers of seats, on the other a corresponding incline was con-
structed of wood. It would then have been this side only
which could break down, and the new stone theatre may have
been on the modified principle of enlarging one side of the
primitive amphitheatre to hold all the spectators, and giving the
actors a better stage with a rear and side entrances—a necessary
change when the various illusions of varying dress and scenery
were invented and came into use. While this conjecture would
explain the occurrence of the accident on the present site of
the theatre, it must be carefully noted that quite a different place
at Athens also bore the name of orchestra,' or dancing place,
and may have had wooden seats applied in the same way. This
orchestra was a small platform on the north slope of the Areo-
pagus, just above the agora, on which the statues of Harmodius
and Aristogeiton, and these only, were set up. Being above the
throng of the agora, it seems to have been used in later days
as a place for book-stalls. However this may be, the stone
theatre of Dionysus became the model for similar buildings all
over the Greek world, which everywhere (except at Mantinea)
utilised the slope of a hill for the erection of stone seats in
ascending tiers. These great buildings were also used by
democracies for their public assemblies. Many of them still
remain, though in no case, of course, has the wooden stage
survived ; but most of them have been modified by Roman
work, especially in the form of permanent and lofty walls of
masonry at the back of the stage. Happily in some cities the
Roman theatre was built separately, and near the Greek, and
this is the case at Athens and at Syracuse. The others which
are most perfect, such as that of Aspendus in Pamphylia, and

' This word is never used for the middle of the theatre by Aristophanes,

or by any of the early Cowic poets. Its absence from the Frage. Com,
Grec. is striking.
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Taormina in Sicily, contain Greek and Roman work jumbled
together. But there are remains throughout all Greek-speaking
lands of these theatres, in which plays were performed as soon
as Athens had shown the way. At Epidauros, Argos, Mantinea,
Megalopolis, in the Peloponnesus alone, there are huge remains
of Greek theatres. The smallest and steepest known to me is
that of Chezronea in Beeotia.

The whole circuit of seats, generally semicircular (sometimes
even a greater, but never a less segment of a circle), was called ro
xoihor, and held the sitting room (éé@Ator) of the spectators, who
were called ke theatre, as we say t/ie house, in old times. It was
separated into concentric strips by one or more walks called
dwaldpara. A radiating series of flights of steps (karuropai), as-
cending from below, divided these strips of seats into wedge-
formed divisions (kepridec). In most cases, the spectators came
in at the sides, between the stage and the seats, and ascended
by these steps. The seats were broad and comfortable, but each
person brought a cushion, or had it brought for him by a slave,
who was not allowed to wait during the performance. In some
later theatres there were outside staircases, which brought the
spectators to the top of the theatre, where they entered the
highest level through a colonnade. The audience had ne cover-
ing over them, and were exposed to all extremes of weather.
We do not know what was done in the case of rain, but
it is probable that the stage had a penthouse projecting from
the back wall, which protected the actors. The price of
admission was fixed at two obols for the Athenian theatre,
which went to the manager for its support, and which was paid
from the public funds to the poorer citizens at Athens, in the
days of the Athenian Empire, by way of affording all of them the
opportunity of joint religious enjoyment which the feast of
Dionysus offered Women and boys were admitted to the tra-
gedies, but the former were certainly excluded from the comedies
in older days, and for obvious reasons. There were reserved
seats in front. and the privilege of admission to them (mpoeépia)
was highly prized. It was given to magistrates and foreign
ambassadors in early days, but on the marble armchairs of the
front Tow in the theatre of Dionysus, as re-discovered in 186z,
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the names of religious dignitaries are inscribed, the priest
of Dionysus Eleutherios possessing the central stall. This
arrangement may not, however, date before the days of He-
rodes Atticus. Thereis no evidence whatever that the Athenian
democracy allowed the front seats to be reserved for the richer
classes who could pay a higher entrance fee.!

The current statement that the Athenian theatre held
nearly 30,000 (cf. Mr. Haigh, 0p. cit. p. 122) is based on the
misprision of a remark in Plato’s Symposium, and has long
since been rejected by me after a careful measurement. Dr,
Dorpfeld’s plan will show 15,000 to be the maximum. But
Greek theatres were large and open. It is consequently evident
that all could not have seen or heard delicate points. This
had no small effect upon the way in which Greek tragedies were
brought upon the stage. Nevertheless, in the great theatre of
Syracuse, I myself tested its acoustic properties, and found
that a friend talking in his ordinary tone could be heard
perfectly at the farthest seat—this, too, with the back of the
stage open ; whereas it was in the old performances closed
by lofty scenes, and an upper story from which gods were
shown.

§ 166. We pass from the circle of spectators to the part of the
building (épxfierpa) corresponding to the pit of modern theatres,
The greater part of this was smoothed, empty, and strewed with
sand, hence called koviorpa. In the centre was an altar to Dio-
nysus (Bvuéln), the relic of the old times when nothing but
choral dances had been held in the area round the altar. But
in the part nearest the stage, which corresponds to our stage
boxes and orchestra, was a raised floor of wood, called, more
specially and scenically, orchestra, or dancing place of the
chorus, beginning at the altar, and communicating by steps
with the stage, which was somewhat higher. The chorus was a
sort of stage audience, at times addressing the actors, and
answering them through their leader, at times reflecting upon
them independently, especially in the choral songs, which

' This has been often asserted, owing to a misconception of the pas-
sage in Plato, Ao/, Socr. § 26, which speaks of buying the work of Anaxa-
goras at the other orchestra above mentioned for a drachme,
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divided what we may call the acts of the play. The chorus was
not an ideal spectator, far from it, but rather represented the
average morality or courage of the public, as contrasted with
the heroic character of the protagonist, or chief actor. Thus
we find it frequently supporting the deuteragonist, or second
actor, who was a foil for the principal personage. As M. Patin
admirably remarks, dpropos of the chorus of the Antigone :' ‘Tt
has not been sufficiently observed what moral defects the Greek
poets attach to the part which in these plays represents the
interests of general morality. While assigning to the chorus
those lofty ideas of order and of justice which dwell in every
heart, and come naturally from the lips of all as the voice ot
conscience, they took care to add to this somewhat imaginary
role, by way of realism, the vulgar features common to every
multitude. The speech of the chorus was pure and noble ; its
conduct cowardly, cautious, selfish, and marked by the weak-
ness and egotism which are the vice of the common herd, and
are only wanting in the exceptional few, both of tragedy and
of real life,” But when it watched the progress of the play, the
scenes must have been not unlike the play within the play in
Hamlet, except that the great personages were in the Greek play
the observed of the inferior observers. The entrances to the
orchestra were the same as those of the audience, from the
sides (wapodod), between the stage and the tiers of seats, and it is
certain that there was no separate place for musicians, as the
accompaniments to the choral songs, which were sung ap-
parently in unison, were of the slightest kind—perhaps a single
fluteplayer behind the scenes.

From the orchestra we mount by a few steps to the stage, |
and its appurtenances. It was technically called wpoasirwor, or
the place in front of the expri, which was originally the king’s |
tent, or dwelhing of the chief character, but, in ordinary Greek
parlance, nothing more than the background of the stage. A
particular place in the centre of the proscenium, or stage, ap-
pears to have been slightly raised, and specially used in great
declamations: this was called the Aoysior. The whole stage was

Y Sophocle, p. 260,
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very high and narrow, spanning all the way from one side of the
huge circle of spectators to the other. As the chorus were
brought forward to their place in the orchestra, the Greek
theatre required no deep stage room, and had ample space for
its very few characters within a narrow place.! There was cer-
tainly one passage leading out from under the stage, and known
technically as Charon’s stairs ; but the old stages which I have
examined show such complicated substructures, so many separate
short walls and passages in their foundations, that I fancy there
must have been more to be done under the Greek stage than
most scholars imagine. The front of the raised stage, which
was hidden by the scenic orchestra, was called $mooxsrior.
§ 167. There was not much change of dress in the Greek
plays, but still some green room must have been required ; it is
- mever alluded to by our authorities, and was, I fancy, a wooden
structure at the side of the stage, which could be removed
with the other woodwork. In the back wall of the stage, the
' doors, three in number, indicated the position of the actor
' who first entered through them.? The middle door was for
' the chief actor, the right for his foil or supporter (deuteragonist),
the left for his contrast or opponent (tritagonist). These
 parts were as much fixed as those of the soprano, tenor, and
 barytone in modern operas, but of course for musical and s-
' thetical reasons the two principal voices are there co-ordinated,
- whereas this was never done by the Greeks. Messengers, who
 Played an important part in reciting stirring scenes, came in, if
 from the home or city of the actors, by the right parodos ; if
 from abroad, by the left side of the theatre, and went out by

' With the decay of the chorus, the stage was made narrower, and the
' ornamental front with marble figures, which we admire in the present re-
| mains of the theatre at Athens, was not built till the third century A.D.,
'and was moved back eight or nine yards from the original limit of the
| proscenium, in the days of elaborate choric dances, and of dialogues be-
| tween the chorus and the actors. The decoration of this surface seems to
| imply that no scaffolding for an orchestra was then required in front of it,

* Itis not to be imagined that this was an absolute rule, The chief
| personage was in most plays easily to be distinguished without any such for-
imality. Cf. Bernhardy, ii. p. 93.
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the orchestra ; we find that in some theatres an additional door
at each end of the stage was provided for this purpose. These
fixed arrangements served to a certain extent instead of play
bills, which the Greeks did not use. The back scene was, as I
have said, lofty, and made of painted wooden panels and hang-
ings, for when the Romans came to build similar theatres, they
built up this scene of masonry, which still remains in many
places—most perfectly at the splendid theatre of Aspendus In
Pamphylia. The upper story represented by this architectural
front was called episcenium, and the wings, when they came for-
ward and closed the ends of the stage, parascenia. When
change of place was required, there existed scene shifting, in
the sense of drawing back to the sides temporary structures.
As there was seldom, if ever, more than one change of scene
in a Greek tragedy, we can imagine the movable scenes used
first, and drawn away, along with the revolution of the periacti,
to make way for the view painted on the permanent back
scene of the stage. For itis certain that at the parascenia
were fixed two lofty triangular prisms, called revolvers (mepiaxror),
on each face of which a different scene was painted, so
that, according as the ‘foreign parts’ especially of the play
changed, the right mepiakroc punxa vi) was turned (fxkvedeiv).
These prisms must also have served to conceal such scenes as
were drawn back, when not required. There was some compli-
cated machinery in the upper story of the back scene, which
enabled the gods to appear in the air, and address the actors
from a place called the gods’ stage (Beohoyeior). This machinery
seems to have been hidden by a large curtain (xardB\nua) hung
from above, but I suspect that this device did not exist in the
early days of tragedy.

It is important to notice the lofty and permanent character
of the wooden, and afterwards brick, structures at the back of
the stage, as it destroys various sentimental notions of modern
art critics about the lovely natural scenery selected by the Greeks
to form the background of their stage. It is still believed by
many that the Greeks desired to combine the beauties of a
lovely view with the ideal splendour of mythical tragic heroes.
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Modern research has completely exploded the absurd idea. Tt
is possible that, at the highest and worst back seats, some
lofty mountain behind the stage might have been visible,
but I am sure the intention of all the arrangements was to
exclude such disturbance, and to fix the attention of the
spectators on the play and its scenic surroundings. The
sites of the Greek theatres were simply determined by the
ground, and if almost every ascending slope near a city in
Greece affords a fair prospect of sea and islands, and rugged
outlines, we know that the Greeks of all civilised people thought
least about landscapes as such, and neglected the picturesque.

§ 168. This reflection leads me naturally to say a few words
about the scene-painting of the Greeks. When Aschylus arose,
painting was in its infancy, and it was not till the empire of Athens
was well established that the first great artist Polygnotus (about
OL 78) rose into fame. But he was altogether a figure painter,
and seems to have known nothing of perspective. Towards the
end of Aschylus’ life, Agatharchus first began to study the art
of scene-painting, with the view of producing some illusion by
means of perspective, and wrote a treatise on the subject. The
optical questions involved were taken up by Anaxagoras and
Democritus, and Apollodorus (about 400 B.c.) may be regarded
as having brought to perfection this branch of art. Both he
and Agatharchus are classed as skenographers, or skiographers
(axnvoypagor, oroypdpod ), these terms being used as synonyinous,
and showing that the painting of shadows was first attempted in
order to produce effects of perspective in scene-painting. There
can be no doubt, from an analysis of the scenes of our extant
plays, that the great majority of these paintings was architectu-
ral, and the representation of Greek palaces and temples, with
their many long straight lines, particularly required a knowledge
of perspective. It is not certain that the old Greeks, in spite
of their philosophic studies, were very perfect in this respect,
for the architectural subjects in the Pompeian frescoes are very
faulty, perhaps, however, because they were the work of igno-
rant persons, who never learnt the better traditions of the
ancients. Some few plays were laid in camps, and wild deserts,

it
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such as the Ajax and Philoctetes of Sophocles ; but by this
time scene-painting had become an established art. To judge
from the landscapes of Pompeii, these scenes had a very lofty
blue sky painted above them, which was doubtless intended to
exclude the natural background from the spectators. In the
comedies, concerning which we have but little information in
detail, familiar and everyday scenes in Attica must have been
painted, and it would be most interesting to know what amount
of reality satisfied the Athenian audience. In the tragedies, the
scenes were either of remote palaces, or at least of palaces and
cities in ancient and mythical times, so that no close approxi-
mation to the cities of the period would be required.

§ 169. Above all, we must insist upon the staid and conserva-
tive character of all the Attic tragedy. The subjects were almost
as fixed as the scenery, being always, or almost always, subjects
from the Trojan and Theban cycle, with occasional excursions
into the myths about Heracles. Butin treating the Trojan myths,
we find a distinct avoidance of the Iliad and Odyssey, and a
use of the cyclic poems instead. There are indeed a few titles
from our Homer, but they are so constantly satyric dramas, that
I suppose this was according to some rule, and that Homer,
from his sanctity, or owing to the too great familiarity of the
audience with him, was deliberately avoided.

The uniformity of subjects was moreover paralleled by the
uniformity of the dress—the festal costume of Bacchus—and by
the tixed masks for the characters, which allowed no play of
feature. So aiso I fancy the older actors to have been mono-
tonous and simple in their piaying. Later on we know that they
became popular and were a much distinguished class, and then
they began to take liberties with their texts, as we hear from many
scholia. These liberties were repressed by a wholesome law
of the orator Lycurgus, who enacted that official copies of
the plays of the three great tragic masters should be made, and
no new performance of them allowed without the applicant for
the chorus and his company having their acting copies com-
pared with the state MS.

As soon as tragic choruses and other dramatic performances
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became recognised by the stateat Athens, they were not left to
chance or to individual enterprise. The chorus was dressed
and trained at the public expense, and the poet who desired to
have his piece performed must go to the archon,’ and ask
to have a chorus assigned to him. The actors were said to
have been distributed by lot, but in later days, we find parti-
cular actors so associated with poets that some more permanent
connection must be assumed. The archon granted choruses to
the most promising applicants, so that young and unknown
poets were fain to produce their piece under the name of an
influential friend. The poet, with the aid of a professional
choir master, trained his chorus in the lyrical songs, and in
early days took the chief acting part himself.

§ 170. Unfortunately we know hardly anything of the way in
which the competitions were managed, or how many plays were
produced on the same day, and in succession. We know certainly
that they were composed (even by Euripides) in Zefralogies, in
groups of four, and their average length being moderate, I fancy a
trilogy would not take up more time than the playing of Ham-
let, followed by a short farce or satyric drama. But how could
the audience endure more than this at one time ; and yet we
know that many of our extant plays obtained the third prize,
showing that twelve plays must have been acted. It is abso-
Jutely certain that such a competition must have lasted several
days, and I believe that twelve plays was the limit ; for when I
note the difficulty of ‘obtaining a chorus,” and that even good
poets were refused ; when I also observe that the third place
was considered a disgrace, I infer that the number of competi-
tors must have been limited, and that there were not lower
places than the third to be assigned. But when we hear that
Sophocles contended, ‘ play against play,’ by way of novelty,
and that single plays from a group were called victorious, and
yet that Euripides competed with groups, none of which has
survived entire, we find ourselves in hopeless perplexities.

As to the adjudication of the prizes, it was made by judges
selected from the audience by lot, and no doubt led by the

I The eponymus at the Dionysia, the king archon at the Lenea,
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public reception of the piece ; but their decision seems often to
have been exceedingly bad. As we have not the rival pieces of
any competition for comparison, we may not dogmatise ; but
still, when the scholiasts wonder at the Edipus Rex being de-
feated, and when we find the Medea disgraced by obtaining the
third place, we cannot help suspecting that the judgment of the
day was utterly wrong. Each victory was commemorated by a
tripod, which was erected on an ornamental pillar or building
like the choragic monument of Lysicrates, still extant at Athens,
and from these inscribed monuments were drawn the valu-
able didascalia which Aristotle first collected, and from which
Aristophanes (of Byzantium) afterwards compiled his invaluable
prefaces to all the plays. Our extant prefaces seem to copy
their chronological data—the year of the play, its competitors,
and its place—whenever they vouchsafe us such information.
Had Aristophanes’ work been preserved, the whole history ot
the drama would be in a far different condition.

§ 171. There is still some hope of further light on this im-
portant point. Fragments of lists of dramatic authors, and their
victories, are still being found about the acropolis and the theatre
at Athens, and from the publications of them by Kumanudes
in the Athenaion, Bergk has endeavoured to reconstruct the
chronology of the drama.! His conclusions have been con-
tested by Kohler,? and are as yet uncertain. But he has pro-
bably established this much, that while the tragic contests were
carried on at the greater Dionysia in the city, and in spring
time, and recorded since about OL 64, the winter feast of the
Lenza n the suburbs was originally devoted to comedy, which
was not recognised by the state till about Ol. 79. In Ol 84
new regulations were introduced, probably by Pericles, accord-
ing to which tragic contests were established at the Lenza, and
comic admitted to the greater Dionysia. From this time both
kinds of contests were carried on at both feasts, and in the great
theatre.® But as the Zenea was only a home feast, and not

' Cf. Rhein. Mus. for 1879, pp. 292, sq.

* Inthe Memoirsof the German Arch. Inst. of Athens,vol.iii. pp. 104, 5q.

* The lesser or country Dionysia were celebrated at a theatre in the
Peirzeus, which has recently been discovered. Cf. *A0fwator for August 1880.
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CHAPTER XV,

AscHYLUS.

§ 172. THE facts known to us about the life of ZEschylus are
few, and decked out with many fables. He was the son of
Euplorion, born at Eleusis, the town of the Mysteries, in 525
B.C. He contended with Cheerilus and Pratinas, as well as
Phrynichus, fiom about 500 B.C., and there is no doubt that
he learned a great deal from the art of the latter. His first
tragic victory was in Ol. 73, 4 (485), and from this time down to
the middle of the century he worked with all the energy and
patience of a great genius at his art. He fought in the battles
of the great Persian war, and was wounded, it is said, at
Marathon, at which his brother Kynagirus fell. He contended
against Simonides with an elegy to be inscribed over the fallen,
but was defeated. According to the most credible account
he won thirteen tragic victories. He confessed it impossible
to excel the Hymn to Zeus of the obscure Tynnichus, on
account of its antique piety, which gave it the character of
an inspiration.! And yet he is reported to have been exceed-
ingly hurt at the success of Sophocles in tragedy, by whom he
was defeated in 468 B.c. This may have induced him to leave
Athens and go to Sicily, an island which he had already visited
i OL 76 at the invitation of Hiero, for whom he had written a
local piece called the Z#n@ans, to celebrate the foundation of
the city of Atna on the site of the earlier (and later) Catana.
He also brought out at Syracuse a new edition of his Persians.
A better cause alleged for his second departure from Athens
was the suspicion or accusation under which he lay of having
divulged the Mysteries. He is even said to have been publicly
attacked, and, though he pleaded that he was unaware of his

‘ Cl. Bergk, FLG., p. 1111.
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crime, was saved with difficulty by the Areopagus. If this be
so, we can understand his splendid advocacy of that ancient
and venerable court, when attacked by Ephialtes, in his
Eumenides, the third play of the extant trilogy with which
he conquered in Ol 8o, 2 (458). He must have been at this
moment one of the most important leaders of the conser-
vative party, and have had far more weight through his plays
than most men could attain by their eloquence on the bema.
Nevertheless we hear of his dying at Gela in Sicily within three
years of this great triumph. The people of Gela erected
him a splendid tomb ; the Athenians not only set up his statue
in public, but rewarded and equipped any choregus in after
days who would bring out again his works upon the stage.
Even this brief sketch can hardly be called certain as to
its facts ; the many fables about his relationships, about his
death, and about his professional jealousies have been here
deliberately omitted. Three personal recollections of him still
survive, beyond the remark on Tynnichus. He was sitting
beside Ion of Chios at the Isthmian games ; the audience cried
out when one of the boxers got a severe blow, whereupon he
nudged Ion, and said : ‘See what training does ; the man who
is struck says nothing, while the spectators cry out.’! He is said
to have described his tragedies as morsels (repdyn) gathered
from the mighty feasts of Homer. Pausanias (i. 14, 5) says
that when his end was at hand, he made mention of none of
his fame as a poet, but wrote the name of his father and city,
and that the grove of Marathon and the Medes who dis-
embarked there were witnesses of his valour. This points to
some epitaph which Pausanias regarded as genuine. Of his
plays there remain seventy-two titles, of which over sixty seem
genuine, and a good many fragments, but only seven actual
pieces : the Supplices (ikéreéec), probably brought out in Ol 71,
or 72 ; the FPerse, 76, 4 ; the Seven against Thebes, 78, 12;
the Frometheus Vinctus, not before 75, 2, in which the eruption

! This is reported by Plutarch, De profect. in virt. c. 8.

¢ The statement put into /Eschylus’ mouth in the Frogs (v. 1026, sq.)
seems as if this usually received order were wrong, and the Seven against
Thebes came earlier than the Perse,
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of Aitna alluded to in the play occurred, but probably as late
as Ol 79. Lastly, his greatest and most perfect work, the
Orestean trilogy, consisting of the Agamemnon, Choephort, and
Fumenides, in Ol. 8o, 2, shortly before his death.

§ 173. I take the Suppiices first, because it is decidedly a
specimen of the early and simple tragedy developed by Aschy-
lus; nor do I agree with some great critics who have thought it
composed as late as Ol 79, on account of its complimentary
allusions to Argos. In the first place the chorus is the principal
actor in this play—the daughters of Danaus, who have come as
Suppliants to Argos, to escape the marriage of their cousins,
the sons of Agyptus. In the next place, the number of the
chorus in the play seems to have been fifty, whereas in As-
chylus’ later days it was reduced to fifteen or twelve persons.
There is indeed a notice of Suidas that Sophocles raised
the old number twelve to fifteen, which would imply twelve
Suppliants only ; but the fixed traditional number of the
Danaides, and the ample space on the orchestra, in a play
where there was no dancing, seem to make the full number not
impossible in this piay. I have no doubt that it was the
requirements of this play which at all events made the critics
think of fifty choristers. The main body of the piece consists in
long choric songs complaining of the violence of the sons of
Agyptus, the unholy character of the marriage they proposed,
and the anxieties of the fugitives. These odes are merely
interrupted by the actors—their father Danaus, Pelasgus, the
King of Argos, and the petulant Egyptian herald, who endea-
vours to hurry them off to the ship which has just arrived to
bring them back. The King of Argos is represented as a
respectable monarch, who, though absolute, will not decide
without appealing to the vote of his people, who generously
accept the risk of protecting the Suppliants. But the cautious
benevolence of Pelasgus, and the insolence of the Egyptian
herald, can hardly be called character-drawing, and the whole
drama, having hardly any plot, is a good specimen of that
simple structure with which Attic tragedy developed itself out
of a mere cychic chorus. It is remarkable, however, that
though the individuals are so slightly sketched, there is the
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most distinct characterising of nationalities throughout the
play. Not only is the very speech of the Danaides full of
strange-sounding words, as if to suggest their foreign origin,
but there is the strongest aversion conveyed by the poet for
the Egyptians, as a violent and barbarous people, whose better
few can only find protection in Argos. The Argives, again,
are described as an honourable, somewhat democratic people,
not perhaps very different from the stage Athenians under
Theseus. There is little known of the other plays in the
trilogy, or of the satyric piece which followed. The horror
of a marriage with cousins seems so absurd in the Egyptian
princesses that it must have been explained by the course
of a preceding play, and the critics are agreed that the so-
called Danaides followed, wherein the marriage and murder
of the sons of ZAgyptus took place, and the trial of Hyperm-
nestra, who alone disobeyed her father. She seems to have
been acquitted by the interference of Aphrodite herself, on the
ground of her own all-powerful influence on the human mind,
and from her speech Athenzus has preserved for us some fine
lines.!

Though this play 1s the l;ast striking of those extant, and,
from the little dttention paiw to it, very corrupt, and often
hard to decipher, there are all the highest Aschylean features
in germ throughout it. Thus in the very first chorus, not to
speak of the elegant allusion to the nightingale, already cele-
brated in the Odyssey, there is a splendid passage on the
Divine Providence, which breathes all the lofty theology so
admirable in ZAschylus.?

I épi ey ayvds olpavds Tpadoar x0iva,
Epws 8¢ yatav AapfBdver yduov Tuxelv:
OupBpos 8’ an’ elvdevros olpavol weadw
Exvoe yalay' 7 B¢ TikTerar Bpotois
piAwy Te Bookas kal Blov AnufTproy:
SevBpatis Gpa & €k vorilovros yduov
Téreds éori. Tav & dyd wapalTios,

vv. 86, sq. : Aus luepos olx ebbijpartos érlybn,

wdrTa Tor pAeyéde
ki oidTe pelalva fuov Tixg
uepdreaoi Aanls,
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So also future punishments are threatened.! The concluding
prayer of blessing on Argos, sung by the gratetul Suppliants, is
very fine, and there is all through the play an abundance of
that mighty diction in which the epithets and figures come
rolling in upon us like Atlantic waves. It is this feature in
Aschylus which makes him so untranslateable.?

I will observe, in conclusion, that the description of Io’s wan-
derings (in the ode, vv. 525, sq.) is a foretaste of the much
fuller treatment of the same subject in the later Prometheus.

winrer 8 aopakés oid’ énl vidrw,

kopup@ Aibs ei kpavli mpayue TEéAEOV,

davAol yap mpamiSwy

ddaiciol Te Telvovaw mdpou,

karideiv EppaoTat,

idwre 8 AwlSuwr

a¢’ turidpywy muvdhers Bpotabs,

Blav & otiry’ éfomAile,

tav Growoy Sawoviwy: fuevor Brw ppdvnud wws
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§ 174. The Perseis profoundly interesting, apart from literary
questions, for it is the first approach to a piece of contem-
porary history among the Greeks. Here we have the battle
of Salamis described by an eyewitness, and the impressions
made on the heroes of Marathon recorded with a poet’s
utterance.! The problem of making an ideal picture from
materials of the present day was more imperative for a Greek
than for any modern poet, and it is with no small acuteness
that Racine (in the preface to his Bajazef) explains the artifice,
and applies it in his own way. As M. Patin well puts it : ‘il
dépaysa, en quelque sorte, son sujet, et lui donna cette per-
spective lointaine nécessaire a lillusion tragique,’? Racine
thought that to /Zzs audience the Turks were strange and mys-
terious enough for ideal purposes, just as Aschylus had de-
vised the plan of laying his scene at the Persian court, where
even living characters would not strike the audience as too
close to themselves. By this means Eschylus avoids all the
difficulties which beset him, and moreover was able to convey
certain moral lessons to his audience by his picture of the
despotic society in which Xerxes lived. It has been re-
marked that though the play teems with Persian names, not
a single Athenian is mentioned; nay, even the celebrated
Ameinias, whom many commentators call the poet’s brother, is
anonymous, and his ship only noted as a ¢ Greek ship.” Of
course, the mention of any special name in the Attic theatre
would have excited all manner of disturbing sympathies and
antipathies,

The general features of the play being borrowed, as we are
told, from the celebrated Fhenisse of Phrynichus, it was of
that archaic and simple structure which admitted almost no

1 The differences between Aschylus and Herodotus, which are less than
might be expected, have often been discussed by critics. Cf. Blakesley’s
Herod, vol, ii. p. 404. The introduction of modern subjects had already
been attempted by Phrynichus (above, p. 11), not only in his Capture of
Miletus, but in his Phaenisse. It was again attempted in later days by
Moschion and Philiscus in their ZVemistocles, and probably by others also,
Cf. Meineke, Aist. Com. Grac, p 522.

* FEratosthenes says it was brought out at Syracuse at ITiero’s request,
which gives still more point to Patin’s remark.
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action, and very little play of various feeling. The chorus is
here also of the first importance, and takes its place as an actor
in the play. It is composed of elders left in charge of Xerxes’
kingdom during his absence, who in the opening scene express
their anxieties concerning the state of the Persian Empire.
Atossa, the king’s mother, next appears to tell her alarms, and
then a breathless messenger narrates the defeat and destruction
of the great host in a very splendid narrative. The chorus, in
despair, are advised by Atossa to help her in calling up the spirit
of Darius, who is represented as a great and just ruler, whose
prophetic advice might still save his people. But he merely
foretells, with calm dignity, the remaining defeat at Platza, and
gives no hope of returning fortune. After a choral song in
praise of his great conquests, Xerxes appears in strong con-
trast, and the play ends with a long commos or ode of lamenta-
tion for him and the chorus—a common feature at the close
of Greek tragedies, for which we moderns feel little sympathy.

The play is not very difficult, and the text in a much better
condition than that of most of Aschylus’ other plays. Its merits
have been generally underrated, and it seems to have been left
for M. Patin to discover, with the delicate sense of his nation,
the finer points missed by other critics. The ghost of Darius in
particular is to be noted as, perhaps, the only character ghost in
the history of tragedy. He is brought up mainly to enable the
poet to gather together the various triumphs of the Greeks,
which could not be embraced in the limits of the action. But
far beyond this particular requirement, Aschylus has endowed
the vision of the great monarch with a certain splendid calm, a
repose from the troubles of this mortal life, an indifference to
all violent despair, which comes out strangely in his opening
words to Atossa, and in his parting farewell! The con-
trast with the erring, suffering, perturbed spirit of Hamlet's
father will strike every reader. As for the other charac-
ters of the play, they merely exhibit various phases of grief,
all modulated and varied according to the natural require-
ments of the persons. The grief of the messenger is patri-
otic, he thinks of the losses of Persia only; and yet there

' vv, 700-8, and 840-2.
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is in him that fullness and explicitness of detail which mark
the self-importance of a man of little dignity, when he be-
comes the bearer of weighty, even though lamentable, news.
The grief of the queen is personal, she has her mind fixed
on her son. That of the chorus is vehement and headstrong,
almost seditious ; that of Xerxes, gloomy and despairing ; that
of Darius, as we have said, is a calm and divine melancholy,
which cannot disturb his eternal serenity. Thus a single
theme is varied through all manner of tempers. Though the
general merit of the piece is greater than that of the Supp/ices,
there are not so many fine and striking passages. More espe-
cially the theology preached by Darius is by no means so lofty
as that cited above from the earlier play. The lines in which
Atossa describes the offerings of the dead are very beautiful,
and very like in grace to the writing of Sophocles.!

The invocation of Darlus also shows the use of the refrain,
which is so effective in Aschylus, and is not common in the
other tragedians. We are told in the didascalia that this trilogy
—viz. the Phineus, Perse,Glaucus, withthe Prometheus Pyrphoros
—gained the first prize. Of the other plays we know hardly
anything, save that the Beeotian campaign, and the Carthaginian
defeat in Sicily, were treated. There is a good edition by Teuffel.

§ 175. The Seven against Thebes brings us to a more ad-
vanced stage of the poet’s development. Though the plot
is still simple, it is not the chorus, but Eteocles who opens
the play, and sustains the principal part. Moreover, the drawing
of his character is very clear and sharp, and quite as striking
as the warlike characters of the most developed tragedies.
After his patriotic speech, a messenger details, with great

! vv. 610-153 :
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beauty, the sacrifice and oath of the seven hostile captains, who
swear to meet death rather than to turn back from Thebes.!
The parodos of the chorus is composed with great skill, the pre-
cipitous hurried rythms and apparent disorder of the structure
speaking clearly the agitation of the Theban maidens at the
approach of the enemy. Eteocles breaks in upon them, and
reproves them sharply for disturbing the town, and dispiriting
the citizens with their lamentations, and prayers to the gods.
After a long dialogue, he exhorts them to raise a pzan to the
gods, and encourage the people. But the chorus in an
anxious and very beautiful strain, still harp upon their fears,
upon the horrors of war, and upon the miseries of captured
cities.?

' Mr. A. W. Verrall, in his excellent edition (Macmillan, 1887),
throws new light on the whole plot, showing especially that the seven
were only leaders of the assault, chosen by Adrastus.
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Then follows the celebrated scene in which the messenger
describes the appearance of each chief, while Eteocles and
the chorus answer. The length to which it is expanded
has been criticised by Euripides. The picture of the sixth,
the seer Amphiaraus,! is said by Plutarch to have ‘brought
down the house’ by its plain allusion to Aristeides, then in
the theatre. When Polynices is described, last of all, the
rage of Eteocles bursts forth uncontrollably, and the awful
curse resting upon the house of Laius urges him consciously to
uieet his brother in the field, in spite of the deprecating
entreaties of the chorus. After an ode on the sorrows of
(Edipus, the news of the Theban victory and the death of the
brothers arrives. Presently the bodies are brought in, fol-
lowed by Antigone and Ismene, who sing a commos over them,
consisting of doleful reproaches and laments.

But in the last seventy lines the poet blocks out the whole
subject of Sophocles’ Anfigone. The herald forbids the burial of
Polynices, Antigone rebels, and by a curious device the chorus,
dividing, take sides with both Antigone and Ismene, in upholding
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and rejecting the decree of the city.! M. Patin notes that the
same device has been adopted by Schiller in his Bride of
Messina, and that such a division was not at all unnatural in a
Greek chorus. Far from being an ideal spectator, ¢les poetes
grecs ne se piquaient pas de donner au cheeur, réprésent-
ant de la foule, des sentiments héroiques, et il me semble
qu'Eschyle, dans cette peinture rapide, a fort ingénieusement
caractérisé les commodes apologies de la poltronnerie politique.

Aristophanes, in his Zrqgs, makes Aschylus quote this play
specially for its watlike tone, and for the good effects it pro-
duced upon the spirit of the spectators. It won the first prize
with its trilogy, consisting of the Zasus, the Edipus, the
Septem, and as a satyric afterpiece, the Sp/énx. This information
having been copied from the Medicean didascaliee discovered in
1848, it is interesting to study the earlier lucubrations of the
Germans as to the place of the Sepfem in its trilogy. Only one
of their guesses was true, and that was shortly abandoned by
its author, Hermann, for more elaborate hypotheses. T his
collapse of the learned combinations about the grouping of
Greek plays has decided me to pass them by in silence, merely
giving the facts when preserved in the Greek prefaces, which |
are acknowledged trustworthy. !

§ 176. The Prometheus Vinctus brings us to the perfection
of Aschylus’ art, and to a specimen, unique and unapproach-
able, of what that wonderful genius could do in simple tragedy,
that is to say, in the old plotless, motionless, surpriseless
drama, made up of speeches and nothing more. There is cer-
tainly no other play of Aschylus which has produced a greater
impression upon the world, and few remnants of Greek
literature are to be compared with it in its eternal freshness
and its eternal mystery. We know nothing of the plays
connected with it, save that it was followed by a Frometheus
Unbound, with a chorus of Titans condoling with the god, -
who was delivered by Heracles from the vulture that gnawed
his vitals, and was reconciled with Zeus. Thus this group may -

| So Aristophanes, in his Ackarnians (vv. 520, sq.) divides his chorus,
nalf of which is persuaded by Dicacpolis, while the other half remains
obstinate and hostile,
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have had a peaceful and happy termination, like the great
extant trilogy; and we can fancy that the pious Aschylus,
when he brought upon the stage conflicts among the gods,
would not allow his plays to close in wrath and anguish, as he
did the (Edipodean trilogy just discussed. The work before
us shows clear marks of development above the earlier plays.
Three actors appear in the first scene, the silent figure of
Prometheus being evidently a lay figure, from behind which
the actor afterwards spoke. The chorus is even more re-
stricted than in the Seven against Thebes, and occupies a posi-
tion not more prominent than in the average plays of Sophocles
or Euripides. The dialogue is paramount, and possesses a
terseness and power not exceeded by any of the poet’s later
work. As Eteocles, the heroic warrior, is in the .Sewen the
central and the only developed character, so here Prome-
theus, the heroic sufferer, sustains the whole play. In the first
scene he 1s riven, with taunt and insult, to the rocks by the
cruel or timid servants of Zeus. Then he soliloquises. Then
he discourses with the sympathetic chorus of ocean nymphs and
their cautious father. Then he condoles with the frantic Io, and
prophesies her future fates. Lastly, he bids defiance to Zeus,
through his herald Hermes, and disappears amid whirlwind and
thunder. Vet the interest and pathos of the play never flag.
With a very usual artifice of the poet, satirised by Aristo-
phanes, the chief actor is kept upon the stage silent for some
time, during which the expectation of the spectators must
have been greatly excited, even though diverted by the ex-
quisite pathos of Hepheastus’ address to the suffering god.
The outburst of Prometheus, as soon as the insolent minis-
ters of Zeus have left him manacled, but have freed him from
the far more galling shackles of proud reserve, is among the
great things in the world’s poetry.  The approach of the
ocean n}rmphs 1s picturesquely conceived ; indeed the whole
scenery, laid in the Scythian deserts beyond the Euxine, among
gloomy cliffs and caverns, with no interests upon the scene
save those of the gods and their colossal conflicts, is weird and
wild beyond comparison. The choral odes are not so fine as in

the earlier plays, but the dialogue and soliloquies more than com.
D2
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pensate for them. The play is probably the easiest of the extani
seven, and the text ina good condition, though the critics sus-
pect a good many interpolations made by actors in their stage
copies.

§ 177. But the external features of this splendid play are
obscured, if possible, by the still greater interest attaching to its
intention, and by the great difficulties of explaining the poet’s
attitude when he brought it upon the stage. For it represents
a conflict among the immortal gods—a conflict carried out by
violence and settled by force and fraud, not by justice. Zeus
especially, his herald, and his subject gods, are represented as
hard and fierce characters, maintaining a ruthless tyranny among
the immortals; and the suffering Prometheus submits to centuries
of torture from motives of pilire benevolence to the wretched
race of men, whom he had civilised and instructed against the
will of Zeus. For this crime, and no other, is he punished by
the Father of the Gods, thus set forth as the arch enemy of man.

How did the Athenian audience, who vehemently attacked
the poet for divulging the Mysteries, tolerate such a drama ? and
still more, how did A schylus, a pious and serious thinker, venture
to bring such a subject on the stage with a moral purpose? As
to the former question, we know that in all traditional religions,
many old things survive which shock the moral sense of more
developed ages, and which are yet tolerated even in public
services, being hallowed by age and their better surroundings.
So we can imagine that any tragic poet, who adhered to the facts
of a received myth, would be allowed to draw his characters in
accordance with it, especially as these characters were not
regarded as fixed, but only held good for the single piece. In
the Middle Ages much license was allowed in the mystery plays,
but it was condoned and connived at because of the general
religiousness of the practice, and because the main outlines of
biblical story were the frame for these vagaries. Thus a very
extreme distortion of their gods will not offend many who
would feel outraged at any open denial of them. It is also to
be remembered that despotic sovereignty was the Greek’s 1deal
of happiness for Zimself, and that most nations have thought it
not only reconcileable with, but conformable to, the dignity of
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the great Father who rules the world. No Athenian, however
he sympathised with Prometheus, would think of blaming Zeus
for asserting his power and crushing all resistance to his will.
[ do not therefore think it difficult to understand how the
Athenians not only tolerated but appreciated the play.

The question of the poet’s intention is far more difficult,
and will probably never be satisfactorily answered. The number
of interpretations put upon the myth by commentators is as-
tonishing, and yet it is possible that the poet had none of them
consciously before his mind’s eye. They have been well
summed up by Patin! under six heads. There are first the
historical theories, such as that of Diodorus Siculus, a scholiast
of Apollonius Rhodius, and others, that make Prometheus a
ruler of Egypt or of Scythia, who suffered in his struggles to
reclaim his country and its people. Secondly, the philo-
sophical, which hold it to be the image of the struggles and
trials of humanity against natural obstacles. This seems the
view of Welcker, and is certainly that of M. Guignaut. Thirdly,
the moral, which place the struggle within the breast of the
individual, and against his passions, as was done by Bacon, by
Calderon, and also by Schlegel, as well as by several older
French cntics. Fourthly, the Clristian, much favoured by
Catholic divines in France, supported by Jos. de Maistre,
Edgar Quinet, Ch. Maquin, and others, who see in the story
either the redemption of man, the fall of Satan, or the fall of
man, dimly echoed by some tradition from the sacred Scriptures,
Garbitius, a Basle editor of the Prometheus in 1559, seems
to have led the way in ‘this direction. But as Lord Lytton
justly observes, ¢ whatever theological system it shadows forth
was rather the gigantic conception of the poet himself than the
imperfect revival of any forgotten creed, or the poetical dis-
guise of any existing philosophy.” Yet there is certainly some-
thing of disbelief or defiance of the creed of the populace.
Fifthly, the sczentific, which regard it as a mere personification
of astronomical facts, as is the fashion with comparative
mythologies. Similar attempts seem to have been made of old
by the alchemists. Sixthly, there is the po/itical interpretation

' Etudes, i. p. 254. 1 have added Mr. Lloyd’s, from his Age of Pericies,
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of Mr, Watkiss Lloyd, who thinks the genius of Themistocles
and the ingratitude of Athens were the real object of the poet’s
teaching, though disguised in a myth.! There is lastly to be
noticed an unique theory, which may be called the romanti,
propounded by Desmaretz in 1648, when he published a
rationalistic imitation of Euemerus, entitled Za Vérité des
fables ou lhistoire des dieux de l’antiguité. He explains how
Prometheus betrays his sovereign, Jupiter, for the love of his
mistress Pandora, a lady as exacting as any princess of chi-
valry. He retires in despair to the wastes of the Caucasus,
where remorse daily gnaws his heart, and he suffers agonies
more dreadful than if an eagle were continually devouring his
entrails. Prometheus at the French court of the seventeenth
century was sure to cut a strange figure.

There can be no doubt that an acquaintance with the
Orphic and Eleusinian mysteries told upon Aschylus’ theology,
and made him regard the conflicts and sufferings of gods as
part of their revelation to men, and we can imagine him
accepting even the harshest and most uncivilised myths as part
of the established faith, and therefore in some way to be
harmonised with the highest morals. Yet it seems very strange
that he should represent Zeus as a tyrant, and Prometheus—a
god not by any means of importance in public worship—a
noble sufferer, punished for his humanity. Still worse, Zeus is
represented as the enemy of men, and completely estranged
from any interest in their welfare. I do not know how these .
things are to be explained in such a man as /Eschylus, and
cannot say which of the more reasonable theories is to be
preferred. This seems certain, that the iron power of Destiny
was an extremely prominent idea in his mind, and that no
more wonderful illustration could be found than this story, in
which even the Ruler of the Gods was subject to it, and thus at
the mercy of his vanquished but prophetic foe.

§ 178. The history of opinion about the Prometheus 1s some-
what curious. The great French critics of the seventeenth cen-
tury could not comprehend it, and Voltaire, Fontenelle, and la
Harpe were agreed thatit was simply a monstrous play, and the

! Cf, Bernhardy’s Comm. on most of these theories, ZG. iii. p. 272, sq.
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work of an uncultivated boor with some sparks of genius. The
colossal conceptions of the great Greek, and the gigantic words
with which he strove to compass his thought, were essentially
foreign to the rigid form and smooth polish of the French
tragedians. Of late years all this feeling has changed.
Lemercier, Andrieux, and Edgar Quinet! have adopted the
tone of Schlegel and Goethe, and everybody is now agreed as to
the merit of the play. I would they were equally persuaded
of the impossibility of imitating it. There are allusions to two
translations or adaptations by the Romans, attributed to Attius,
Varro, or Macenas. Cicero seems to have been particularly
attracted by i1t. In modern days Calderon’s ZEsfafuta de
Prometheo 1s said to be a moral allegory on the conflicts in
human nature. Milton’s Satan is full of recollections of Pro-
metheus, and even the Samson Agonistes, though rather built
on an Euripidean model, has many like traits. Byron tells us
that this was his great model for all the rebellious heroes who
conflict with the course of Providence. Shelley so loved to
depict the struggle with a tyrannous deity that he reconstructed
for us the Prometheus Unbound on his own model. But as Lord
Lytton observes, Aschylus’ power lies in concentration,
whereas the quality of Shelley is diffuseness. Keats' Hyperion
shows the impress of the same original. Goethe attempted,
but never finished a Prometheus. Apart from the unworthy
portraits in the Pandora of Voltaire and the Prometheus of
Lefranc de Pompignan, E. Quinet has symbolised the fall of
paganism and rise of Christianity in his drama (Paris, 1838),
and several later French poets, MM. Lodin dec Lalaire, V. de
Laprade, and Senneville, have touched the subject—the latter
in a tragedy on Prometheus Delivered (1844). Thus we have
before us in this play of Aschylus one of the greatest and
most lasting creations in human art, a model to succeeding
ages, and commanding their homage. But no modern in-

' T am surprised to find in Villemain (ZLif#t, du xviiime sidcle, iii. 299)
the expression : ‘ piéce monstrueuse, ou l'on voit arriver 'Océan qui vole,
purté sur un animal ailé, et d’autres folies poétiques de l'imagination
grecque.” This is a curious sentence for so enlightened and elegant a
critic.,
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terpreter has ever equalled the mighty original. As M. Patin
says, it is owing to the unequal satisfaction provided for two
very diverse requirements—a combination of great poetic
clearness with a religious and philosophic twilight—that the
work of Aschylus preserves its immortal freshness. There
are German translations by Hartung and F. Jacobs. All earlier
English versions may be forgotten in the presence of that of
Mrs. Browning, There are editions by Wecklein and Schmidt.

§ 179. We now arrive at the Oresteia, the three plays on the
fortunes of the house of Atreus, which were ZEschylus’ last and
greatest work. These plays, the Agamemnon, Choephori, and
Eumenides, are the only extant specimen of a trilogy, and
are inestimable in showing us the way in which the older tragic
poets combined three plays on a single subject. But unfor-
tunately our single specimen is quite insufficient to afford us
materials for an established theory.

The first of the series, the Agamemnon,is the longest and
the greatest play left us by Aischylus, and, in my opinion, the
greatest of the Greek tragedies we know. There is still no
complication in the plot; the scenes follow one another in
simple and natural order; but the splendid and consistent
drawing of the characters, the deep philosophy of the choral
songs, and the general grandeur and gloom which pervade the
whole piece, raise it above all that his successors were able to
achieve. The central point of interest is the matchless scene be-
tween Cassandra and the chorus—a scene which drew even from
the writer of the dry didascaliz an expression of the universal ad-
miration it produced. The play opens with a night view of
the palace at Argos, from the roof of which a watchman, in a
most picturesque prologue of a homely type, details the long
weariness of his watch, and betrays in vague hints the secret
sores that fester within the house. But his soliloquy is broken
by a shout at the sudden flashing out of the long-expected
beacon-light that heralded the fall of Troy. Then follows a
long and difficult chorus which reviews all the course of the
Trojan war, the omen of the eagles, the prophecies of Calchas,
and the sacrifice of Iphigeneia. The hymn marches on in its
course, each member closing with the solemn refrain aiXevor
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aiAwor eiré, 70 & &b vicarw. The moral views of God and of
his Providence are very pure and great, and remind us of the
passages above quoted from the Swupplices.!

It is not necessary to follow step by step the plot of a play
so easily read in good translations. The character of Cly-
temnestra i1s boldly and finely drawn. She is evidently the
master spirit of the palace, and seems stronger, not only
than ZEgisthus, but than Agamemnon, who does not awake
in us much interest. Cassandra 1s of course a character of
situation, but is remarkable as the pure creation of the poet,
and not suggested by the old forms of the myth. Her pro-
phetic frenzy, her attempts to speak plainly to the sympathetic
chorus, her ultimate clearness, and noble despair as she
casts away the fillets of the god and enters the house of
her doom—all combine to form a scene without parallel in the
Greek drama, and which has never been approached by the
highest effort of either Sophocles or Euripides. But the play
not only stands out alone for dramatic greatness ; it abounds
everywhere in picturesqueness—in picturesqueness of descrip-
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tion, as in the speeches of the watchman and the herald
Talthybius ; in picturesqueness of lyric utterance, as in the
famous chorus on the flight of Helen, and the anguish of the
deserted Menelaus.! Most striking also is the picture of the
treacherous beauty under the image of alion’s whelp, brought
up and petted in the house, and suddenly turning to its native
fierceness.” :
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There is one passage which has excited much criticism con-
cerning the chorus. When the voice of Agamemnon is heard
within, crying that he is fatally wounded, there seems to be a
regular deliberation of the chorus, each member offering his
opinion, and summed up by the leader at the end of twenty-
five lines. This delay seems very absurd, except we have re-
course to the natural solution, that the various members of the
chorus were made to speak simultaneously, so producing a con-
fused sound of agitated voices, which 1s precisely what 1s most
dramatic at such a moment. It is well known to actors now
that this confused talking of a crowd is only to be produced
by making each person on the stage say something definite
at the same moment ; and I believe Aischylus to have here
used this expedient. Why has this natural explanation oc-
curred to no critic? It is remarkable how the chorus, who
even after the murder treat Clytemnestra with respect, and
only bewail before her their lost king in bitter grief, start up
into ungovernable rage when thc craven gisthus appears to
boast of his success. They will not endure from him one word
of direction ; and so the play ends with the entreaty of the over-
wrought queen to avoid further violence on this awful day.

The Agamemnon suggested the subject of plays to Sophocles
and to Ion among the Greeks, and gave rise to various imita-
tions among the early Roman tragedians, as well as by Seneca.
In modern days, after a series of obscure attempts among the
French of the sixteenth and seventeenth centuries, it was imitated
(in 1738) by Thompson, in a play which was translated and
produced with success in France. It was also imitated by
Alfieri (1783), and then in 1796 by Lemercier in a somewhat
famous version. But all these modern Agamemnons differ
from that of Aschylus in introducing the two main innova-
tions of modern tragedy—an interesting plot or intrigue, and a
careful and conscious painting of human passions. The great
original appeals to far loftier interests. Thus Alfieri alto-
gether disregards and omits the splendid part of Cassandra,
both from his extreme love of simplicity, and in order that he may
find room for painting what /Eschylus assumes as long since
determined—the struggle in Clytemnestra’s mind between
~ passion, duty, vengeance, and honour. This development of the
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mental conflicts in Clytemnestra is reproduced by Lemercier,
who has, however, not made the error of omitting Cassandra.
But the Clytemnestra of ZAschylus has been for years tutored by
her criminal passion. Her struggles with duty have long ceased,
and her resolve is fixed. This is no mistake in psychology,
no passive adherence (as M. Villemain thinks) to the received
legend, but a well-known mental state in a degraded woman.

Among English translations'I may specially notice the ele
gant but not accurate one of the late Dean Milman, in a volume
already often cited on the lyric poets. Mr. Fitzgerald, the well-
known translator of Omar Kiayyam, has given us a fine, but
free and modified version of the play in his ¢ Agamemnon, a
tragedy taken from the Greek,” most of which, and the best parts
of which, are literal translations. So have Conington, Professor
Kennedy, Mr. Morshead, and Miss Swanwick ; the last also
published in a magnificent edition with Flaxman’s illustrations.
Lastly, Mr. Robert Browning has given us an over-faithful
version from his matchless hand—matchless, I conceive, in
conveying the deeper spirit of the Greek poets. But in this
instance he has outdone his original in ruggedness, owing to
his excess of conscience as 4 translator.

§ 180. The Clwephori, so called from the chorus carrying
vessels with formal offerings for Agamemnon, which follows, is
unfortunately very corrupt, and even mutilated at its opening in
our MSS.  This, as well as the intrinsic sombreness and gloomy
vagueness of the play, makes it probably the most difficult of
our tragedies in its detail. But the main outline is very
simple and massive. The scene discloses the royal portal, and
close to it the tomb of Agamemnon. The proximity of the
tomb to the palace seems merely determined by stage reasons,
and does not rest in any sense upon a tradition that Aga.
memnon was buried in his citadel, as might be inferred from
Dr. Schliemann’s conjectures. Indeed, the whole tradition of
Agamemnon’s being buried at Mycen® seems unknown to
Aschylus, who ignores Diomede, and makes the seat of the
great empire of the Atreide at Argos.

Orestes? in the opening scene declares his return to Argos to

! For editions, cf. § 184.
* Ina passage criticised for its redundancy by Aristophanes in the Zrogs.
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avenge the murder of his father, but he and Pylades stand aside
when the chorus of female domestics (probably Trojans) come
out in solemn procession to offer libations to the dead. Here
Orestes sees and recognises Electra, who discusses with the
chorus how she is to perform the commands of Clytemnestra,
lately terrifjed by an ominous dream. They then find the lock of
hair offered at the tomb by Orestes, and his foot-tracks, by which
Electra is at once convinced of his return. It is evident that
Aschylus laid no stress on the recognition scene, and that any
marks sufficed for his purpose. But he has naturally not
escaped the censure of Euripides, who ndicules this scene
in the parallel passage of his Electra. When Orestes discovers
himself, there follows a splendid dialogue and chorus, I had
almost said duet and chorus,in which the children of Agamem-
non and their friends pray for help and favour in their vengeance.
This scene occupies a large part of the play. At its close
Orestes tells his plan of coming as a Phocian stranger and an-
nouncing his own death, so as to disarm suspicion, and thus
obtaining access to the palace. Here we see the first dawning
of a plot, or of that complex tragedy which soon supplanted the
simpler form. The chorus, who in this play are strictly not only
the confidants but accomplices of the royal children, aid in the
deception, and when Orestes has been invited within by Clytem-
nestra, persuade the nurse, who is sent for Agisthus, to disobey
her instructions, and desire him to come alone. This character
(Kilissa), with her homely lament over Orestes, and her memories
of the vulgar troubles of the nursery, gives great relief to the
uniform gloom of the play, and, in her coarsely expressed
real grief, contrasts well with the stately but affected lamentation
of the queen.! After Agisthus has passed in, and his death-
cry has been heard, comes the magnificent scene in which Cly-
temnestra, suddenly acquainted with the disaster, calls for her
double-axe, but is instantly confronted by her son, and sees her-
self doomed to die. There is here not an idle word, not a touch
of surprise or inquiry. She sees and recognises all in a moment.
An instant of weakness, the protest of Pylades, a short, hurried

! Sophocles seems to have produced a similar character in his Viode,

cf. fr. 400; and this nurse was translatea into marble in the famous Niobe
group, of which we see a Roman copy at Florence.
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dialogue between mother and son, and she is brought in to be
slain beside her paramour. The scene is then rolled back, and
shows Orestes standing over the dead, but already stricken in
conscience, and terrified at the dread Furies with which his
mother had threatened him. With his flight the play concludes,

So great a subject could not but find imitators. Yet
Sophocles and Euripides took quite a different course, as the
very title of their plays indicates. Their Zlectras bring into
the foreground the sorrows and hopes of the princess, who
was doomed by her unnatural mother to long servitude and
disgrace, and was sick at heart with hope deferred of her
brother’s return. Her despair at the announcement of his death,
the ill-disguised mental relief of Clytemnestra, the sudden return
of Electra’s hope, the recognition of Orestes—these have afforded
to Sophocles one of his most splendid, and to Euripides a
very affecting tragedy. But a far more interesting analogy is
suggested by the unconscious parallel of Shakspeare, whose
Hamlet, dealing with the very same moral problem, gathers into
one the parts of Electra and of Orestes, and represents not only
the vengeance of the murdered king’s son, but the long mental
doubts and conflicts of the avenger, living in the palace, and
within sight of his adulterous mother and her paramour.
Shakespeare has made the queen-mother a weaker, and far less
guilty character, and therefore has consistently recoiled from the
dreadful crisis of matricide.! With him the uncertainty of evi-
dence, in Hamlet, takes the place of the uncertainty of hope, in
Electra, whether her brother would indeed return. Instead
of the oracles that urge Orestes, and the ever-present tomb
of Agamemnon, he employs the apparition of the king in per-
son. These, and other kindred features, make Hamlet a very
curious and instructive parallel to the Chocplhori, the more
curious because accidental. But, like all moderns (even in-
cluding the later Greeks), Shakespeare has turned from the dis-
cussion of great world-problems to personal and psychological
interests, and therefore his magnificent play wants the colossal
grandeur and the mystic gloom of the less developed, less
elaborated, but greater conception of Aischylus.

' There is also, of course, the influence of Christianity in its repugnance
to bloodshed, a repugnance which the Greek poet would not feel.
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§ 181. The Ewumenides forms a fitting conclusion to the
trilogy. It is a play remarkable for many curious features.
First, we may notice the quick changes of scene, which violate
the ordinary niceties of time and place. We have the rocky
fane at Delphi, and its surroundings, in the opening scene, then
the inside of the temple, with the sleeping Furies camped about
the suppliant ; then again the Acropolis of Athens, and then,
apparently, the neighbouring Areopagus. The extraordinary
character of the chorus is also to be noted. They are not only
the chief actors in the play, but in hostility to the other players,
and representing a separate principle. Their terrible appear-
ance, their awful attributes, and the dread incantations where-
by they seek to charm their victim, so impressed the ancients,
that all manner of anecdotes are current as to the effect they
produced. The refrain of their song is very striking. !

The whole play, though revolving round Orestes’ deed,
and though calling in at its close a jury of Athenian citizens,
is, like the Prometicus, a conflict of gods and of great world
principles, in which mortals seem hardly worthy to take part.
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Yet the play also gives us the first specimen of that love of
trial scenes which runs through all the later drama. The
Athenians were, as we know, peculiarly addicted to this dut}f,
and became, indeed, a whole nation of jurymen. But in
the present case Aschylus was promoting another object, and
one which, in the hands of a lesser genius, might have spoilt
his artistic work. He wished to show the august origin and
solemn purpose of the Court of the Areopagus, which was at
that very time being attacked by Ephialtes and Pericles. It
should also be observed that this trilogy, unlike that on (Edipus,
ends with a peaceful result, and with the solemn settlement of
the Furies, under the title of Zumenides, in their sacred retreat
beneath the rock of the Areopagus. The weary curse which
had persecuted the house of Atreus thus becomes exhausted,and
Orestes returns purified and justified to his ancestral kingdom.

Though it is deeply to be regretted that no other speci-
men of a trilogy has survived, it is more than probable
that never again was such perfection attained, either in indi-
vidual plays or in their artistic combination. We have the last
and greatest outcome of Aschylus’ genius, and Sophocles had
already set the example of contending with separate plays. It
is, I confess, somewhat shocking to think that a satyric drama,
the Proteus, was performed after this complete and satisfying
series. From the stray fragments of our poet’s satyric muse
which remain (especially from the deroldyoc), we know that a
good deal of coarse jesting was permitted and Dbeast nature in-
troduced in these merry afterludes ; and we cannot but fancy
that the great effect of the trilogy must have been consider-
ably effaced by such an appendix.

§ 182. The fragments of Aischylus, though many, are not
interesting dramatically, as they seldom give us an insight into
the structure of a lost piece, or even poetically, for he was nota
poet who strewed his canvas with lyric flowers or sententious
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aphorisms, like his successors. He was essentially a tragedian,
and every word in his play was meant for its purpose, and for its
purpose only. He consequently afforded little scope for col-
lectors of beautiful lines of general application. On mythical
questions he is often quoted, and is a most important autho-
rity ; likewise on geographical questions, for which he had a
special fancy, as appears very plainly from his extant plays. He
iived at the very time when the Milesian school of Hecatzus
had stimulated a taste for these studies, and when the Greeks
were beginning to interest themselves about foreign lands. The
play which seems to me our greatest loss is the Myrmidons, in
which the subject was the death of Patroclus, and therefore
taken directly from the Iliad, but modernised in a remarkable
way by the warmer colouring given to the affection subsisting
between Achilles and his friend. It would indeed have been
interesting to see more fully the treatment of such a subject by
such a poet. The RKansom of Hecfor was also taken from the
Iliad, but several other plays on the Trojan cycle were drawn
from the events preceding and following the Anger of Achilles.

§ 183. The intelligent student, who has read for himself
the extant plays of Aschylus, will form a better judgment of
his genius than can be suggested by any general remarks in a
sketch like the present. What I here offer by way of reflection
is rather meant to guard against false theories and mistaken
estimates, than to supply any substitute for the student’s
own knowledge of so capital a figure in Greek Literature. A
comparison with Pindarand Simonides shows how great an ad-
vance he made, and how independently he approached the
great moral problems which the Greek poets—the established
clergy of the day—were obliged to expound. Aschylus was,
indeed, essentially a theologian, meaning by that term not
merely a man who is deeply interested in religious things, but
a man who makes the difficulties and obscurities of morals and
of creeds his intellectual study. But, what is more honourable
and exceptional, he was so candid and honest a theologian,
that he did not approach men’s difficulties for the purpose of
refuting them, or showing them weak and groundless. On the
contrary, though an orthodox and pious man, though clearly
convinced of the goodness of Providence and of the pro.

VOL, 1.—2 E
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found truth of the religion of his fathers, he was ever stating
boldly the contradictions and anomalies in morals and n
myths, and thus naturally incurring the odium and suspicion
of the professional advocates of religion and their followers.
He felt, perhaps instinctively, that a vivid dramatic statement
of these problems in his tragedies was better moral education
than vapid platitudes about our ignorance, and about our diffi-
culties being only caused by the shortness of our sight. He
knew the strength of human will, the dignity of human liberty,
the greatness of human self-sacrifice, and yet he will not abate
aught from the omnipotence of Providence, the iron constraint
of a gloomy fate, the bondage of ancestral guilt. Ttis quite plain
that the thought of his day was influenced by two dark under-
currents, both of which must have touched him—the Orphic
mysteries, with their secret rites of sanctification, their dogmas of
personal purity and future bliss; and, on the other hand, the Ionic
philosophy, which in the hands of Heracleitus had not shunned
obscurity and vagueness, but had shown enigmas in all the
ordinary phenomena of human life. These influences conspired
with the strong unalterable genius of the poet, and produced
results quite unique in the history of Literature. For it is evi-
dently absurd to attribute the massiveness and apparent un-
couthness of Aschylus, as Schlegel does, to the conditions of
nascent tragedy. Phrynichus, his contemporary, was famed
for opposite qualities, for gentle sweetness and lyric grace. At
no epoch could Aschylus have been softened down into a con-
ventional artist. Many critics speak of him as almost Oriental
in some respects—in his bold metaphors, in his wild and irregu-
lar imaginings, and yet he is censured by Aristophanes for too
much theatrical craft. I suppose the former mean to compare
him with the greatest of the Hebrew prophets ; nor does the com-
parison seem unjust, if we confine it to this, that both found
strange and striking images to rouse their hearers’ imagination,
and that neither felt bound by the logic of ordinary reasoning.
In this matter Heracleitus and Aschylus are the masters
of bold and suggestive inconsequence. But the obscurity of
both was that of condensation—a pregnant obscurity, as con-
trasted with the redundant obscurity of some modern poets, OF
the artificial obscurity of the Attic epoch. His philosophy 15
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in the spirit, and not in the diction of his works—in vast con-
ceptions, not in laconic maxims. Both Sophocles (as he himself
confesses) and Thucydides, the highest types of the Periclean
epoch, are often obscure, but, as I said, are so artificially, not
from endeavouring to suggest great half-grasped thoughts, but
from a desire to play at hide-and-seek with the reader, and
surprise him by cleverness of expression. We always feel that
“Eschylus thought more than he expressed, that his strained
compounds are never affected or unnecessary. Although, there-
~ fore, he violated the rules which bound weaker men, it is false to
say that he was less an artist than they. Hisart was of a differ-
ent kind, despising what they prized, and attempting what they
did not dare, but not the less a conscious and thorough art.
Though the drawing of character was not his main object, his
characters are truer and deeper than those of poets who at-
tempted nothing else. Though lyrical sweetness had little place
in the gloom and terror of his Titanic stage, yet here too, when
he chooses, he equals the masters of lyric song. So long as a
single Homer was deemed the author of the Iliad and the
Odyssey, we might well concede to him the first place, and say
that Aschylus was the second poet of the Greeks. But by the
light of nearer criticism, and with a closer insight into the
structure of the epic poems, we must retract this judgment, and
assert that no other poet among the Greeks, either in grandeur
of conception, or splendour of execution, equals the untrans-
lateable, unapproachable, inimitable Aischylus.!

Before passing on, let me direct attention to the very in-
genious and suggestive, but little cited Lrolegomena to Aschylus
by R. Westphal (Leipzig, 1869), a very high authority on the
musical side of Greek poetry. He shows the strict adherence
to fixed forms in the poet, and even considers the Lrometfeus,
from its remarkable variations in this respect, to be a much
interpolated and deformed piece. It was Aischylus’ habit to
construct his piece with four choric songs, and one commos or
lament, replaced by a processional hymn, if the plot did not
admit of the #irenos. Westphal examines carefully the structure

' Alschulos’ bronze-throat eagle-bark at blood
Has somehow spoilt my taste for twitterings !

R. BROWNING, Arist, Ap. p. 04.
K 2
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of these choral pieces, and starting from the taunt of Euripides
in Aristoph. #rogs, 1281, argues that the old Terpandrian nome,
expanding from a centre (éugaiic) into pairs of parallel mem-
bers, was the real model of the poet, so that the strophic form
does not give us the key to the sense. Thus there is always
an dpya, upaldc, and ogpayic ; there may be two transition
members (kararpord and peracararpomd) joining them ; there
may be further a proem and epilogue. On this model Westphal
analyses all the choral odes in the plays.!

The commic or processional odes, with which the plays
usually conclude, are framed upon a totally different model,
that of the aulodic Z%#enos, which was always amcebean, and is
divided between actors and chorus, or between sections of the
chorus. The effect seems here to have been chiefly musical,
as the text has little meaning, and consists in responsive utter-
ances of woe, each side taking its clue from the other. In the
Septem and Perse this musical performance was not given to
the chief actor. The whole theory is most ingenious, and his
rearrangement of the amcebean strains convincing ; but why
did Aschylus preserve the sfrophic form, if the nomic form was
the real basis of his choral odes? This difficulty still remains
unanswered. The application of this theory to Pindar’s odes
has been mentioned in its place.

§ 184. Bibliographical, Turning to the question of s-
chylean literature, we find the whole criticism of our texts to
depend on one MS. of the tenth century, the celebrated
Llut. xxxii. g, of the Laurentian library at Florence, which con-
tains, with Sophocles and Apollonius Rhodius, the seven
plays written out in a beautifully neat hand with very slight,
somewhat slanting characters ; it has numerous scholia, but 1s
unfortunately mutilated through most of the Agamemnon and
opening of the Choephori. From copies of the thirteenth and
fourteenth centuries, at Florence, Venice, and Naples, these
defects, and some gaps in the scholia, have been partially
remedied. The scholia seem to be more Byzantine than Alex-
andrian, and it does not appear that, with the exception of the
arguments prefixed by Aristophanes, much attention was paid

\ E.g. Agamemnon, 105-8 mpooiwoy ; 109-59 apxd ; 110-84 dupards;
185-254 oppayis ; 255-8 dmihoyos,
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to the poet by the great critics. Indeed, the same thing may
be said of both Roman and French imitators. While they
understood and copied Sophocles and Euripides, Aschylus was
neglected as an uncouth and rude forerunner of the real drama.
We must acknowledge this much merit in Schlegel, that he led
dramatic criticism into a sounder and deeper course.

The Prometheus, Perse, and Septem, which stand first in the
MSS., were very much more read than the rest, and .are far
better preserved. The editio princeps of the text was that of
Aldus (1518) ; that of Robortellus (Venice, 1552) first gave the
scholia. The whole A4gamemnon appears in Victorius’, and in
the ed. Steph. 1557. Good early critics were Dorat, Canter,
Stanley. Porson turned his critical acumen to bear upon the
text in the Glasgow edition of 1794, which was followed by the
editions of Butler, of five plays by Blomfield, of Peile, and
of Paley. In the present day the editions best worth studying
are those of God. Hermann, W. Dindorf, and H. Weil for
criticism, Merkel’s careful ed. of the Florentine MS., that of
Mr. Davies on the Agamemnon, Choephori and Eumenides,
and those of Kock, Gilbert (and Enger, 1874), Kennedy
(1878), on the Agamemnon' ; Mr. Margoliouth’s Agamemnon
(Macmillan, 1884), and Mr. Verrall's(189o), the latter as revolu-
tionary as regards the plot as the former is on the text ; now
Schneidewin and Hense (Berlin, 1883). Mr. A. Sidgwick has
also supplied us with a handy edition (1881), the most service-
able for ordinary use. It is the result of long study spent on
separate editions of the plays; we have also Mr. Prickard’s
edition of the Perse. Wellauer and Linwood have composed
Etschylean lexicons which are useful, but even the latter (1848)
now somewhat antiquated. Wecklein’s complete critical text
of Aschylus (Berlin, 1885) is a repertory of all the best re-
searches on the poet. The German translations are endless.
Those of Voss, Droysen, and Donner may specially be named.?

! Cf. also Paley’s Supp. and Choeph., with scholia (Camb. 1888); cf.
Kennedy’s older and newer eds. (1878, 1882), which differ notably.

* Full information on all the German versions of the Oresteia, from Von
Halem (1785) to Donner (1854), will be found in an article by Eichhoff in
vhe Newe Jahrbiicher fiir Philologie, vol. cxv.,
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The French have rather imitated than reproduced, if we except
the versions of Du Theil and Brumoy. In English we have
the respectable version of Potter, the Agamemnons of Prof.
Blackie (1850), Symmons, those already mentioned above
(P- 44), Mr. J. F. Davies’, and very spirited versions of select
passages by Lord Lytton in his Rise and Fall of Athens. 1
call special attention to the very able criticism accompanying
these translations. Mrs. Browning has given us an admirable
FPrometheus ; and lastly, Mr. Browning has turned his genius
for reproducing Greek plays upon this masterpiece, and has
given a version which will probably not permit the rest to
maintain their well-earned fame, though it is in itself so difficult
that the Greek original is often required for translating his
English. I confess that even with this aid, which shows the
extraordinary faithfulness of the work, I had preferred a more
Anglicised version from his master hand.

The truest and deepest imitation of the spirit of Aschylus
in modern times is not to be sought in the stiff formalism of
Racine or Alfieri, but in the splendid Atalanta in Calydon of
Mr. Swinburne, whose antitheism brings him to stand in an
attitude between human freewill and effort on the one side, and
ruthless tyranny of Providence on the other, not approached
in poetry (so far as I know) from Aschylus’ day down to our
own. Unfortunately, the very poetical odes of his chorus are
diffuse, and written with all that luxuriance of rich sound which
in Mr. Swinburne often dilutes or hides the depth and clear-
ness of his thought. The English reader must therefore by no
means regard this part of the play as modelled upon Aschylus,
nor as at all representing his poetry. It is in the plot, and
in the nervous compressed stickomuthia, or dialogue in alter-
nate lines, and in the gloomy darkness which broods over the
action, that the modern poet has caught the spirit of his great
predecessor. Since the Samson Agonistes of Milton, we have
had no such reproduction of the Greek drama, and those who
are not in sympathy with Mr. Swinburne’s other poems should
not fail to turn to this exceptional work, which he has never
since equalled. The Prometheus Unbound of Shelley, as he
himself tells us, is not intended to be an imitation of Aischylus,
but as a wholly independent work.
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CHAPTER XVI
SOPHOCLES.

y 185. THERE is even less told us about the life of Sophocles
than about that of Aschylus, and, indeed, there seems to have
- been little that was eventful to be told. He was too young to
take part in the great struggle of the Persian war, and his cam-
paign to Samos, in middle life, was evidently no serious warfare.
He refused, we are told, to leave Athens, which he loved, at
the invitation of foreign cities and princes, and thus avoided
the adventures of travelling which were fatal to both his rivals ;
and though he took part in politics on the oligarchical side,
as he was perhaps a Probulus when the four hundred were es-
tablished, he seems never to have been a strong or leading poli-
tician. His gentleness, and beauty, and placid disposition
seem to have saved him from most of the buffets and trials of
the world ; and he is, perhaps, the only distinguished Athenian
now known who lived and died without a single enemy.

He was born in the deme Colonus, within half an hour’s
walk of Athens, in the scenery which he describes in his famous
chorus of the second (Edipus, and which has hardly altered up
to the present day, amid all the sad changes which have seamed
and scarred the fair features of Attica. I know not, indeed,
why he calls it the w/iite (apyijra) Colonus, for it was then, as
now, hidden in deep and continuous green. The dark ivy and
the golden crocus, the white poplar and the grey olive, are still
there. The silvery Cephissus still feeds the pleasant rills, with
which the husbandman waters his thickly wooded cornfields ;
and in the deep shade the nightingales have not yet ceased
their plaintive melody.

His father’'s name was Sophillus, and the scholiasts wrangle
about the dignity of his position in life ; though he seems to
have been no more than a man of middle rank, making his
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income by practising or directing a trade. Concerning his
mother and brethren there is absolute silence. Born about
496—5 B.C., he was chosen, for his beauty and grace, to lead
the solemn dance in honour of the victory at Salamis. He
was educated by Lampros, a rival of Pindar and of Pratinas,
as a scientific musician ; and this special training in i
enabled him, in spite of his weak speaking voice, to act with
great success the parts of Thamyras and of Nausicaa, in the
plays which he wrote concerning these personages. In 468
he came forward as a tragic poet, and at the age of 28, with his
first piece, defeated the great Aschylus, who had been for a
generation the master of the tragic stage. What made the
victory more remarkable was the selection of Kimon and his
victorious colleagues as judges, instead of the ordinary proce-
dure by lot. From this date till his death, at the age of
90, the poet devoted all his energy to the production of those
famous works of art, which gave him such a hold over the
Athenian public, that he came to be considered the very ideal
of a tragic poet, and was worshipped after his death as a hero,
under the title Dexion (Aekiwr.) He is said to have won
eighteen or twenty tragic victories, and though sometimes post-
poned to Philocles and others, was never placed third in all his
life. The author of the .Poetic and the Alexandrian critics
follow the judgment of the Attic public, and most modern critics
have agreed with them that the tragedies of Sophocles are the
most perfect that the world has ever seen. It is, indeed, no
unusual practice to exhibit the defects of both Aschylus and
Euripides by comparison with their more successful rival.

The Athenian public were so delighted with his Anzgone
that they appointed him one of the ten generals, along with
Pericles, for the subduing of Samos; as regards which Pericles
is said to have told him that he knew how to compose well
enough, but not how to command., It is conjectured that on
this expedition he'met and knew Herodotus, by whom several
passages In his plays, and one in the fragments,! seem suggested.

! Fr. 380, about Palamedes’ invention of games, like the Lydians’ in-
vention in Herod. i. 94. This coincidence has not yet, I think, been
noticed.  So also the famous chorus in O. C. 1211, sq., seems copied
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If the passage of the Anfigone (which many critics declare
spurious) be genuine, it was composed before the poet went to
Samos ; and the conjecture here breaks down. Yet I have per-
sonally no doubt that Herodotus, who lived much at Athens,
suggested these passages ; and I am not disposed to admit that
any of them is spurious, though they may belong to second
editions of their respective plays. He was (in 443 B.C.) one of
the Hellenotamie, or administrators of the public treasury—a
most responsible and important post. He sided with the oli-
garchy in 411, if he be the Probulus then mentioned. When
Aristophanes brought out his Frggs in 405 B.C., the poet was but
lately dead,and, amid the conflict of schools of poetry, is acknow-
ledged the genial favourite of all ;! the comic Phrynichus,
in his Muses, of the same date, spoke of him in very similar
terms. A splendid portrait statue of him, found a few years ago
at Ostia, and now in the Lateran at Rome, is doubtless a copy
of that set up in the theatre at Athens by Lycurgus, and repre-
sents him as worthy in dignity and beauty of all the praises
bestowed upon him. The various anecdotes which bear upon
his character, and which seem to be partly, at least, drawn from
the migh authority of the memoirs of the contemporary Ion
of Chios,? all speak in the same tone, and describe him as of
easy temper, and much given to the pleasures of love. He is
even contrasted with Euripides in the more Greek complexion
of his passion. Most of his German panegyrists are unable to
refute the jibe of Aristophanes,® that in his old days he turned
miser, and worked for money like a second Simonides, but are
indignant at the report that he became attached, late in life, to a
courtesan named Theoris, of Sikyon. He is, moreover, quoted
in the first book of Plato’s Kepublic, speaking of Eros as a fierce
tyrant, from whose bonds he had escaped by advancing years.
But this probably alludes to the passions formed in the palestra,
of which other dialogues of Plato tell 'us a great deal. He is

from Artabanus’ speech, Herod vii. 46. The attack on Egyptian manners
in the same play (vv. 337, sq.) is a still clearer case, perhaps also 0. 7'
981. Lastly, we have Anfig. vv. o9, sq. Cf. vol. ii. p. 19,

! elicuhos uev evldd’, efiworos B’ xel.

2 Cf, fr. 1 of fon in Muller's FHG. ¥ Fax, 608,
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said to have had a second family by this Theoris. All the
Alexandrian authorities believed that his legitimate son was
Tophon, son of his wife Nikostrate, but that of Theoris was born
Ariston, who was father of the younger Sophocles, But the
testimony of inscriptions,! which speak of a Sophocles corre-
sponding with the younger of that name, and even of an Iophon,
son of (apparently this) Sophocles, makes it probable that the
Life and scholiasts are wrong about the grandson. We have
no more certain information about the more famous story of
Iophon’s attempt to take the old poet’s property out of his
hands by an action at law, and how he was defeated by the
reading of the famous chorus in the (Edipus at Colonus, then
just composed. Most critics now think that this play was not,
like the Philoctetes, the product of Sophocles’ old age, but of his
mature life, though it seems not to have been brought out
till after his death, probably by Iophon, with considerable
interpolations.  Aristophanes (in the Z7ogs) speaks of Iophon
as a poet of uncertain promise, but still as the best of the
Lpigont. Other stories, about the respect shown him by the be-
sieging Spartans, when he died, and how his friends were allowed
to bury him eleven stadia o1: the way to Dekeleia may be read in
the Zzfe. Itseems odd he should not have beenlaid in his home
at Colonus, which is quite close to Athens, but possibly, with
this modification, the anecdote may be true. He was com-
monly called the Honey Bee, and was said, as almost every other
great Greek poet, to have been peculiarly imbued with Homeric
thoughts and style. This vague statement is not verified by
his extant plays, though he is said in others to have adapted
the Odyssey repeatedly. Indeed, we may suspect, with Mr.
Paley, that the Homer alluded to by these old critics includes
the Cyclic epics, from which he certainly borrowed almost all
his plots.

But there are other and more definite things reported con-
cerning his style, his method, and his influence on the history
of the drama. These we shall best consider when we have
given a sketch of the extant plays and fragments. Of the

! See Dindorfs Foete Trag. p. 12, note. The younger Iophon would
naturally be called after his grandfather.
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elegies, the pzans, the prose essay on the chorus,! the seventy
tragedies, the eighteen satyric dramas, which the poet (after
making due deductions) seems fairly to be credited with, there
remain only seven tragedies, and of the 1,000 fragments,
but few are of any length or importance. A great many of
them are indeed only quoted (chiefly by Hesychius) for the
sake of curious and rare words which the poet had employed—
a remarkable feature in these fragments. Of the seven
tragedies now extant only two can be dated, even approxi-
mately—the Anfigone, which was brought out just before the
expedition of Pericles to Samos (440 B.C.), and the Philoctetes,
which may possibly be the last play he wrote, and which ap-
peared in 409. Both these plays won the first prize, and if we
cannot expect immaturity in the one, we cannot find decay in
the other. But considering these, as we are bound, first and
last, we are at liberty to arrange the rest in whatever order is
most convenient for critical purposes.

§ 186. The Antigone was said to be Sophocles’ thirty-second
work, and must, from its date, have at all events been the work
of his mature and ripe genius. It is, therefore, in every respect
suitable to show us the contrasts with the old masterpieces, and
the supposed improvements which mark the epoch of the per-
fect Greek drama. The play formed no member of a trilogy,
but stood upon its own basis, nor are we at all justified,
with some loose critics, in supplementing the character of the
heroine from the other plays on the Theban legend (the two
(Edipuses), plays written in after years, and without any
intention of being viewed In connection with the Antigone.
It is never to be forgotten that as soon as the tragic poets
abandoned connected plays, they assumed the liberty of
handling the same personage quite differently at different
times, nor do they feel in the least bound by an earlier con-
ception. This apparent inconsistency, which contrasts so
strongly with the practice of modern dramatists, is due to the
fact, that while the moderns have an unlimited field for the
choice of subjects, and therefore naturally choose a new title
to embody a new type, the Greeks were very limited in the

I This, which rests upon Suidas alone, is very doubtful,
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legends which they treated, and must therefore constantly re-
produce the same heroes and heroines. But they avoided the
consequent monotony by the poetic license of varying the
character to suit the special play. We must therefore study
the characters in each play by themselves, and without re-
ference to their recurrence in other works of the same poet.
The first point to be remarked in the play is the subordination
of everything else to the character of Antigone. In Aschylus’
conception—the deepest conception—of a tragedy, the actors
were, so to speak, subordinated to the progress of a great moral
conflict, which involves them in its mysterious course. They
act with apparent liberty and force of character, but are really
the exponents of great opposing agents, which they cannot stay
or control. In the tragedy of Sophocles, where character-drasw-
ing (§fomoita, as it was called) was the first object, the power of
human will is the predominant feature, and the real conflict of
moral and social forces is thrown into the background.
ZEschylus, as has been already noted (p- 33) had blocked
out the whole plot briefly at the end of his Theban trilogy, and
indicated where a tragic conflict might be found. But when
Sophocles takes up the subject, the firm determination of
Antigone to perform the sacred duties of fraternal love is op-
posed to no principle of parallel importance, to no law which
commands any respect, but simply to the timid submissiveness of
her foil, Ismene, to the arbitrary decree of a vulgar and heart-
less tyrant, and to the cold and self-interested apathy of a
mean and cowardly chorus. Antigone is accordingly sustained
from the beginning by a clear consciousness that she is ab-
solutely right, the whole sympathy of the spectator must go with
her, and all the course of the play is merely interesting as
bringing out her character in strong and constant relief. But as
she consciously faces death for an idea, she may rather be en-
rolled among the noble army of martyrs, who suffer in the day-
light of clear conviction, than among the more deeply tried who
in doubt and darkness have striven to feel out a great mystery,
and i their very failure have * purified the terror and the pity ’
-of awe-struck humanity. A martyr for a great and recog:
nised truth is not the best central figure of a tragedy in the
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highest and proper sense. Th: Antigone is therefore not a very
great /ragedy, though it is a most brilliant and beautiful
dramatic poem. The very opening scene brings out the some-
what hard and determined character of the heroine, in con-
trast to her weaker sister. As the chorus hints,! she had
inherited this fierce nature from her father. But the fatal
effects of the ancestral curse on the house of (Edipus, though
often alluded to, are no moving force in the drama. The
chorus appears in the purodos unconscious of the plot,
and sings a beautiful ode on the delivery of Thebes, rele-
vant enough to the general subject, but not bearing on the
real interest of the play ; and this remark may be applied to
all the following choral odes, which with much lyric beauty
celebrate subjects akin to the action, but outside it. The
decree against Polynices’ burial is then formally announced by
Creon, when one of the watchmen enters, a very striking and
well-conceived character, whose wvulgar selfishness and low
cowardice seem meant as the opposite extreme in human nature
to the heroine. . The homely and somewhat comic vein in which
he speaks may indeed be shocking to dignified French imi-
tators of classic suffering, but affords an interesting parallel
to the contrasts so affectingly introduced in the greatest
English tragedies. The reader will not have forgotten the nurse
Kilissa in Aschylus’ Choeplori. Then follows the brilliant
narrative of the capture of Antigone, and her interrogation by
Creon. She here shows no vestige of fear or of quailing, and
even Ismene braves death, though harshly checked and even
insulted by her more masculine sister. The chorus suggests
that Creon’s son was betrothed to the princess, yet does not press
the point, but upon her sentence sings the woes of the Labda-
kidz, and the horrors of an ancestral taint. The appearance of
Heemon is a point of deep interest, and has been treated by

V. 471: dnAot Tb yévimu' apdy €E wuob Tatpis
Tiis waidds' elwew 8’ olk émioTorar xawols,
I quote these words to justify myself against the able criticism of Mr,
Evelyn Abbott on the parallel argument concerning Antligone in my Socsal

Life in Greece. 1 cannot but sympathise deeply with his eathusiastie
reading of the character in tne Fournal of Philology, vol. viii. pp. 1, sq.
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the poet in a very peculiar way. The young prince argues the
policy of Creon to be a mistaken public policy, and cites the
general murmuring of discontent against it, all the while con-
cealing his own strong personal interest in Antigone. Creon
and the chorus both see through the young man’s mind, the one
by repeatedly taunting him as Antigone’s advocate, the other,
upon his angry exit, singing a famous ode on the powers of
Eros, which is not directly suggested by the preceding dia-
logue.!

It seems likely that to the Athenian public of that day
any pleading of Hzmon’s on the ground of love would be
thought unseemly and undignified, until Euripides had taught
them that even on the stage art must not ignore nature, Still
more remarkable is the absence of any allusion to Hzemon
in the long commos sung by Antigone and the chorus, as she
passes across the stage, on the way to her tomb. For she
complains bitterly of the loss of bridal song and nuptial bliss,
as every dying Greek maiden did, thus exactly reversing the
notions of modern delicacy. A modern maiden would have
lamented the separation from her lover, but certainly not the
loss of the dignity and the joys of the married state. The
commes of Antigone has been criticised from another point
of view, as unworthy of the brave and dauntless character
of the heroine. It is thought unnatural that she who had
deliberately chosen death for the sake of duty, should shrink
and wail at its approach. But sound critics have justly

' "Epws avikaTe uayar,
“Epws, bs év 7' avdpdot mmrers
s €v pakekais Tapeiais
vearifos dvvuyeders,
poirds &' bwepwdvrios Ev 7' aypovduois adAas
wal o' otir’ afdavdrwy (ifiuos oddels
i’ aueplwy én’ avlpdrar, § §' Exwr udunves,
ov kel Sikalwy abicous
ppevas wapagwas éml AdBa-
av kai Tdbe veivos avdpav
Edvaipor Exes Tapdtas:
vig 8" évapyhs BAeddpar Tueoos edAéurpoy
viugpas, Tév peydAwy oyl wdpedpos
beouwr, Buaxos yap dumal(er Debs "Agpadita
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vindicated this as a human feature, though a weakness, and
therefore more interesting and affecting than its absence or
contradiction. In my opinion there is even yet a lack of
humanity in the character, and I should be sorry to see this
very interesting passage condemned. But I confess that the
counter revulsion from quailing and fear to a bold facing of
death, such as Euripides has painted it in his Iphigenia, appears
to me not only nobler but more natural. For it is impossible to
escape the suggestion in the An#igone that her bold defiance of
Creon was ostentatious, and that it breaks down in the face of the
awful reality.! I would further call attention to the remarkably
unsympathetic and cold attitude of the chorus, who far from
being ¢ ideal spectators,’ or even ‘ accomplices,’ look on with re-
spectful but heartless tears, and offer such cold comfort to An-
tigone, that her complete isolation affects the spectator with the
deepest pity. Nowhere (I think) does the chorus declare for
the laws of religion and humanity against the arbitrary voice of
the tyrant. The entrance of Teiresias marks the commencement
of the wepiréreia, or catastrophe, and his character is conceived,
as in the (Edipus Rex, to be that of a noble and gloomy
prophet. But the poet does not fail to put sceptical sneers in
the mouths of his opponents. As soon as Teiresias has passed
off with his threatening prophecy, the chorus in alarm warn
Creon of his danger, and the tyrant is made to change his
mind and pass from obstinacy to craven cowardice, with a sud-
denness only to be excused because this character excites no
interest, and must have wearied us had its changes been treated
in detail. The catastrophe of the deaths of Antigone and
Haemon, which reminds us of the end of Komeo and Julict, is
followed by that of Eurydice, the wife of Creon. The lamen-
tations of the tyrant, which the spectator views rather with
satisfaction than with pity, conclude the play.

' Yet T am not sure—and this is a great heresy—that Sophocles
thought of more than the immediate situation when he composed this
commos, 1 will show other instances byand bye, where he seems to have
sacrificed consistency of character distinctly for the sake of dwelling upon
an affecting sifuation, and wntng atlecting poetry. This is a vice gene-

rally attributed to Euripides. I think we can show it lo exist no less in
Sophocles ; cf. below, pp. 66, 68, 86.
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This is the drama which has not only struck ancient critics as
one of the greatest works of its great author,! but which has fas-
cinated modern taste more than any other remnant of Greek
tragedy. This latter effect is easily understood, for in the first
place the conflicting interests are easily comprehended, and in-
volve no mystery, and secondly, the whole play turns on strictly
human interests and actions, and is absolutely devoid of any
interference of the gods, which must be foreign to the modern
stage. The conflict of liberty against despotism became in fact
the dominant idea of the last century, and thus men turned with
interest to the old Greek expression of the same conflict. But
long before this, the subject was treated by Euripides in a lost
tragedy, in which the love of Hemon and Antigone was not
handled with the coldness and reserve of the Periclean age.?
Then came a celebrated paraphrase or imitation by the Roman
Attius, which is said to have suggested some points even
to Vergil. The treatment of the story in Seneca’s Thebais,
a tragedy of which most is preserved, and in Statius’ epic
poem of the same title, is quite independent of Sophocles.
Polynices’ wife, Argia, shares Antigone’s heroism, and neither
expresses the least fear of death shown by the greater and more
natural Antigone of the Greek poet. These inferior works were
unfortunately the models of most of the French imitators.
There was, however, an old French translation by Baif, in 1 gaa
Garnier in 1580, Rotrou in 1638, and d’Assezan in 1686
brought out An#igones based upon Sophocles and all the Roman
versions of the story, with features added not only from Euri-
pides’ Phanisse, but from the weak sentimentality of the
Frenchstage. No antique subject was more certain to attract
Alfieri, with his monomaniac hate of tyranny and tyrants. But
his Antigone (1783), though a bold attempt to reintroduce sim-
plicity into his subject, is evidently based upon the French
travesties of the play, and of course the relations of Hzamon

' Strangely enough, there was an opinion abroad in old times that it
was spurious, being really the work of Iophon, and not of Sophocles. Tecan
hardly fancy this opinion existing without some definite evidence. We only
have it in a passage published in Cramer’s Anecdota, and without reasons.

* Cf. Euripides, frag. 157 sq., and the remarks of Aristophanes (the
grammarian) in his preface to Sophocles’ duntigone.
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and Antigone come into the foreground. His play is forcible,
‘out monotonous, as he fails in all those delicate touches, and
various contrasts of character, in which Sophocles, with all
his simplicity, abounds. Marmontel’s libretto for Zingarelli’s
opera (1790) seems to have excited little attention. A prose
versicn of the legend by Ballanche (1814) is apparently very
popular and highly esteemed in France.

The taste of the present century has fortunately reverted to
the pure art of Sophocles, and in 1844 a peculiar attempt was
made, with the aid of Mendelssohn’s noble music, to reproduce
the Greek Antigone in a form approaching the original perform-
ance. But, in my opinion, this revival is a complete failure, not
only from the character of the music, which would have been
to a modern audience intolerable, had it been Greek, but on
account of the modern playing of the parts, in which a quantity
of action was introduced quite foreign to the antique stage. Of
the English versions that of Mr. Plumptre is not only the most
recent, but the best.

§ 187. A certain general resemblance leads us to consider the
Llectra next in order.  The relation of the heroine to her sister
Chrysothemis is very similar to that of Antigone and Ismene.
There 15 also the same hardness in both heroines, a hardness
amounting to positive heartlessness in Electra, who, when she
nears her brother within murdering his and her mother, actually
calls out to him to strike her again (v. 1415). This revolting
exclamation, and, indeed, the easy way in which matricide is
regarded all through the play, contrasts strongly with the far
deeper, more human, and more religious conception of As-
chylus’ Chocphori, and reduces the Electra as a tragedy to a far
lower level. In fact, here as elsewhere, Sophocles has sacri-
ficed the tragedy for the sake of developing a leading character.
He desires to fix the sympathy of the spectator on Electra ard
Orestes. He therefore treats the command of Apollo as an
absolute justification of the crime, and puts out of sight the
dread Eumenides, with their avenging horrors. This is dis-
tinctly the old epic view of the matter, more than once
suggested in the Odyssey, in contrast to the conception of
Stesichorus,-and perhaps other lyric poets, with whom the notion
of blood-guiltiness, and the necessity of purification for sin,

VOL. I —2 F
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became of primary importance, and who served as a model for
Aischylus. Thus here also Sophocles was truly Homeric, but
may be held to have made a retrograde step in the deeper his-
tory of morals. There are, moreover, many Euripidean features
in the play.! The angry wranglings of his characters, which
occur often in Sophocles, are by most critics forgotten, when
they come to censure his successor. There i1s also not a
little inconsistency in the effusiveness of the heroine on re-
cognising her brother, an effusiveness which amounts to folly,
and her stern repression of words when Agisthus desires to
plead for his life. This inconsistency was admitted, I venture
to think, on account of the seductive lyrical opportunity offered
by the scene of recognition. The same weakness is still more
obvious when a pathetic lament is uttered by Electra over the
unreal ashes of her brother, which the spectator, who is aware
of the truth, admires but cannot hear with any real pity. But
the speech was too affecting to be omitted.”

! Wilamowitz has since (Hermes, xvii. 242, sq.) tried to prove this
play an answer to Euripides’ Elec/ra, and therefore one of Sophocles’
latest works. [le adduces metrical reasons, as well as supposed allusions
to Euripides, and corrections of the myth.

vy 1126-60: & diArdrov pvnueior drfpémwy uol
Yuxiis 'Opéarov Aoimdy, &5 o ar’ éamibwy
olry dvmep éfémeumor eloedelduny,
viv pev yap ovder dvta BasTd(w xepoiv,
Sdpwy 8¢ o', & wal, Aaumpir éfémeul’ éyd
ws perov wapoler éxhumeiv Blov,
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I cannot fancy Aschylus thus utilising an artificial situa-
tion. It is the victory of sentiment over greater and nobler
interests, and in this Sophocles, and not Euripides, marks the
rise of a new epoch-—an epoch like that opened by Raffaelle
and by Weber in other arts, where the master is still great, but
is the author of a rapid and melancholy decay into sentimen-
talism. The attitude of the chorus differs notably from that
of the Antigone. 1Itis the confidant and helper of the king's
children, and takes an active part in the progress of the play.
But for this very reason, the choral odes, which are strictly
to the point, are lyrically very inferior to the beautiful poems
inserted in the Anfigone. 1t is remarkable that while Aschylus
never mentions Mycena, and lays the scene of his Choephori
at Argos, Sophocles, more accurately, makes Mycenz his scene,
and in the opening even describes the relative positions of the
two cities; but I am at a loss, though personally familiar with
the country, to find the point of view from which the old
pedagogue and Orestes approach it, and should not be sut
prised if this were one of the instances of geographical inac-
curacy with which Strabo charges both Sophocles and Euri-
pides.! I suppose the recent reassertion of Mycena, by the
appearance of its citizensin the Persian war, must have made
Its name momentarily prominent in the youth of Sophocles,
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and before Aschylus brought out his Orestean trilogy.! The
scene of the drama must, therefore, have been determined
by the local politics of the day, which would put forward:
Mycenz, if Argos and Athens were at variance. But this is
a mere conjecture. The critics have animadverted upon the
anachronism of representing Orestes as killed at the Pythian
games, but there is surely no sense in the objection. Almost
all the games in Greece were ascribed to mythical, nay, even
to divine founders, and to assign to any of them a late and
historical origin would have offended Greek taste. About the
beauty of the narrative there can be no question. It is remark-
able that Sophocles reverses the order of the murders, and
makes Clytemnestra suffer before Agisthus, an arrangement
which destroys the awful climax in the Choephiori—indeed, when
the mother has been sacrificed little interest remains about her
paramour. The French critics are almost indignant at the
1dea of a king on the stage, who only comes in to die. But of
course his death is necessary to the piece, and if Sophocles did
not require him as a character, he shows true and g-eat art in
only introducing him when necessary. A perfect library has
been written on the three Licctras of the three Greek poets,
generally with the object of detracting from Aschylus, and still
more from FEuripides, to extol Sophocles. The reader has
already seen how false such an estimate is towards Aischylus.
I shall not enter upon the Eletra of Euripides till we have
become acquainted with that poet in the course of the present
history.

' All the critics follow Tausanias in assuming that Mycena remained
independent up to 468 n.c., and that the gvvotkiouds of this and other
towns by Argos taok place, through fear of Sparta, after the Persian wars.
I cannot conceive this policy to have arisen so late, and believe the auto-
nomy, and perhaps even the existence, of Mycene to have ceased at latest!
when Argos became great under Pheidon, about a century earlier, My
views were published in the fifth number of Hermathena, and ultimately
cornverted Dr. Schliemann, as I had predicted that no fifth century remains
wauld be found in his excavations. He has translated my article in the
French edition of his Mycerne. The evidence he has praduced points to a
very old destruction of the city, perhaps even at the time of the Doric
mvasion, or else not later than Pheidon of Argos (cire. 660 p.c.)

]
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Let us now pass to the imitations of the story, or the im-
provements attempted upon it, in subsequent times. There can
be little doubt that there were several Roman versions. Cicero
speaks of two, Suetonius alludes to them, and so evidently does
Vergil, when using in a simile the ¢ Agamemnonius scenis agitatus
Orestes.” But none of them have survived. The Orestes ridi-
culed by Juvenal may have been a mere fiction, but the choice
of this title proves the popularity of the subject. In the 16th
century, there was a translation by L. Baif. Butin 1708, Crebil-
lon brought out his Electra, a play which introduced a series of
love affairs between Orestes, Electra, and a son and daughter of
A.gisthus, fabricated for the purpose. These novelties, together
with storms and other adventures, so complicated and changed
the play, that the author could fairly boast his own originality,
and proclaim that he had taken nothing from Sophocles, whom
he had never read. Passing by the now unknown work of
Longepierre in 1719, we come to Voltaire’s Oreste (1750), which
Is said to owe it a good many thoughts. Some of Crebillon’s
inventions are also adopted, but the main novelty is the ex-
citement produced by the dangers which Orestes encounters in
attaining his vengeance. For greater detail upon this and suc-
ceeding efforts, the reader should consult the history of French
Literature in connection with the drama of Sophocles in M.
Patin’s admirable sketch.! He has forgotten to mention how
closely the Atkalie in Racine’s celebrated play has been copied
from Sophocles’ Clytemnestra. The very device of a disturb-
ing dream 1s employed to rouse Athalie’s fears, and Joas stands
to her in a similar relation to that of Orestes and Clytemnestra.
The famous Oresfes of Alfierli was of course based on Cre-
billon and Voltaire ; indeed, we know that the poet’s very de-
fective education did not then permit him to read a Greek play
in the original. As was his habit, he simplifies the plot, and
gets 1id of all superfluous characters; but the great strain he
keeps up, and the monotony of his speakers, make it a tedious
play to read. He is noted as having been the first to paint the
guarrels and the remorse of the adulterous pair, and with his
usual hatred of tyrants, he makes ZAgisthus weep with terror

' Sophocle, pp. 366, sq.
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when he finds he must die. There are several later versions,
up to the Orestie of Alexandre Dumas.

§ 188. We may take up the Zrackinie next, because its
heroine—the only other extant heroine in Sophocles—stands
in marked and pleasant contrast to those we have Just discussed.
As to the date of the play, it is agreed that it comes either very
early or very late in the poet’s career. The differences from
the other plays, and supposed inferiority, are the grounds which
have led to this opinion. Some have even declared it spurious,
and the work of Iophon, or some other weaker hand. It is
impossible to decide the dispute about its age, though its
genuineness must certainly be asserted. On the whole, I rathe:
incline to place it as the earliest extant work of Sophocles.
There seems a certain hesitation in the author, who desires to
make Deianira the protagonist, and yet chooses a myth of
which Heracles is necessarily the central figure. Thus there
are two distinct catastrophes—that of the heroine, which is first
in interest, but is treated as a mere incident ; and that of the
hero, who is absent during all the action, but whose death
forms the solemn conclusion of the play. It almost seems to
me as 1f the poet were feeling his way to making the character
of a woman the prominent feature of the play, and yet afraid to
do so without weaving in another catastrophe, afraid also to
entitle his play (like his Antigone and Electra) Desanira. It is
the only extant play of Sophocles which takes its name from
the chorus, and when we reflect that at least one half of
Aischylus’ plays are so named, while less than one-third of
Sophocles’—and mostly satirical plays—follow this rule, we
may draw another slight argument in favour of its early date,
before the poet had abandoned, perhaps, the Aschylean fashion
of calling his plays after their most important feature— the chorus.
Again, as the Filoctetes, which shows no sign of weakness or
failure, appeared in 409, and the pcet did not survive the year
405, it seems very strange that so rapid a decadence should
take place in these years, in which no tradition mentions any
play but the (Zdipus at Colonus.  Internal evidence from style
has been freely employed by the advocates of both opinions,
but is in any case, by itself, of little worth. The character of
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Deianira can only be comparved with that of Tecmessa, a
second-rate character in the 4jax, and differs com pletely from
the poet's so-called heroines. But there is the deepest pathos
in his drawing of a feeble, patient wife, ever widowed afresh
for weary wonths, and now too exiled from her home and
sceking in vain for tidings of her husband. His enforced
absence (to atone for a homicide), his careful disposition of his
affairs before he departed, and the vague voice of old oracles,
all conspire to fill her heart with sorrow and despondency.
The aged nurse suggests the sending out of Hy.lus to obtain
news, and after a short dialogue, in which he repeats the vague
reports of his father's return to Eubwa, and his mother cites
with fear the threatening oracles about this very place, the
chorus of Trachinian maidens enters, and in a very beautiful
ode to Helios, prays for tidings of the wandering hero. De-
ianira’s weariness of life saddens her first address to the chorus,
whose virgin days of security she envies, while she reflects un
the cares of married life.’

Then comes a self-appointed messenger, who has hurried
:n advance of Lichas, and tells her of Heracles’victory, and the
momentary delay of the herald, who presently enters with the
spoils and slaves from (Echaiia, and gives his account to De-
ianira. But she is chiefly struck by the beauty of a fair captive,
concerning whose history and parentage she inquires, both from
Lichas, who answers evasively, and from the girl herself, who
preserves absolute silence. Nothing can exceed the tender-
ness and grace of this passage.® It contrasts strongly with

I yy. 140--50 : TETUTLET) mér, s add’ eigdoal, TEpEL
rdOnua Totudy * &s § éyd Bunopbopa
pir dkudBois waboiaa, viv ' ireipos el
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This sentiment reappears in frag. 517 of the poet, and also in

Kuripides.
* vv. 204-334
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the imperious harshness of Clytemnestra to the captive Cassar.-
dra, and may possibly have been composed with this inten-
tion. But the first messenger, who has heard the gossip of the
town, and is eager to make himself important, comes forward
again, as soon as Lichas has entered the palace, and with that
love of telling bad news which infects the lower classes, informs
the queen of the real truth about Iole. The scene in which
Delanira extracts the confirmation of the report from the un-
willing Lichas, when he reappears, is one of the finest in the
‘ragedy. The largeness of heart with which the wife treats her
husband’s passion for another woman is far more splendid
than the heroism of harder women on matters that cannot
touch them so deeply.! We must remember that we are read-
ing of Greek heroic times and manners, when such license
was freely accorded to princes, and when the attachment to
Iole, though a great hardship to the wife, would never have
been regarded as a breach of gcod morals.  When, therefore,
some critics have sought the tragic justice of the play in
Heracles’ punishment for conjugal faithlessness, they have
merely talked irrelevant nonsense. There is no finer conclusion
of a fine scene than the chorus which follows, and which
describes the desperate conflict of Heracles for the possession
of this very Deianira, who is now slighted and forgotten.
Then follows the hasty resolve of the wife to recover her hus-
band by the potent charm of Nessus’ garment, her fear and
forebodings when she finds, after it is sent, that the wool with
which she had laid on the unguent had been consumed when
heated by the sun. She anticipates the whole catastrophe, and
1s now as clear sighted as she was formerly dull of inference.
Then comes the terrible news by Hyllus, and his fierce accusa-
tion of his mother, who rushes in the silence of desperate resolve
from the stage. After an interrupting chorus, her death-scene
is affectingly described, so affectingly as almost to rival the death
of Alcestis in Euripides.

' Elle ne s'irrite ni contre sa rivale ni contre I'homme qui la trahit : sa
doulcur est celle d’une épouse, et non pas d’une amante, et cette nuance,
qu'on a peine a exprimer, est indiquée par le poite avec une exquise deli-
ratesse. — Patin, Soplocle, pP. 73.
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Here the main interest in the piece ends for moderns ; and
I may observe, before passing on, that it is hardly creditable to
the critics that they have not better appreciated so noble and
natural a character. Deianira is a woman made to suffer and
to endure, who submits to a hard fate with patience and sweet-
ness, but whose love is strong, and will not waver with the
rudest shocks. When she sees a growing beauty brought into
the home in which years and anxieties have caused her own
charms to decay, she has recourse to a remedy ordinary in
those days, and approved by the maidens who befriend her.
And yet this device of the gentle, uncomplaining wife lets
loose a terrific agency which robs all Greece of its greatest
benefactor, and the human race of its proudest hero. The
oracle must indeed be fulfilled ; Heracles must die, but with
what tragic irony ! The wretched worker of the catastrophe
wanders for a while through the house, amazed, aimless, heart-
broken, bursting into tears at every familiar face and object,
then with sudden resolve she bares her side, and strikes the
sword into her heart !

But among the ancients, the official catastrophe, the lyrical
wailing of Heracles, his wrestling with agony, and final victory,
his calm review of his life—all this was far more celebrated and
striking. Such lyrical dialogues, when the excited actor spoke
in turn with the chorus, were highly prized on the Greek stage,
and were a leading feature in most tragedies. Cicero! gives us
a version of the agony of Heracles, and there are many modern
French versions. Seneca and Ovid have reproduced the
story, but have altogether missed the delicacies of Sophocles’
treatment. Among French imitators by far the best was
Fénelon, who has given a very elegant prose version in his
Télémague.  All the rest, for want I suppose of both taste and
knowledge of Greek, followed Seneca’s travesty.

§ 189. The Edipus Tyrannus, which serves as a sort of canon
in the Foetic of Aristotle, has been placed by the scholiasts, and
by most modern critics, at the very summit of Greek tragic art,
and certainly dates from the best period of Sophocles’ literary
life.  But when some exercise their ingenuity in suggesting

v Tuse. ii. 89,
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that the opening scene was painted from the horrors of the
plague at Athens, and that by (Edipus the poet means to con-
vey the failure of Pericles, and his melancholy death, they seem
to have actually found the one impossible date for the play. The
Laced@monians, in opening the war, had demanded from Athens
the exile of Pericles, as blood-guilty through his ancestors in the
massacre of the Kylonians, and had affected to make the refusal
their casus delli.  'To bring out the Edipus, when this demand,
and the plague which shortly after ensued, were still fresh in
men’s minds, would not only have been a profound disloyalty to
the Athenian cause, and a justification of Sparta, but a direct
personal attack on the memory of Pericles. We know that
Sophocles, of ail Athenians, was most free from personal ani-
mosities, and we have also reason to think he was a friend of
Pericles. This period, therefore, of the poet’s life is the only
one at which the Zdipus cannot have been brought out.

It may perhaps rather be referred to an earlier period, when
sceptical opinions, and especially a contempt of oracles, came
into fashion with the rising generation during the supremacy of
Athens. The moral lesson conveyed is distinctly the im-
portance of oracles and prophecies, which interpret to men
the secret and inexplicable ways of Providence, and the awful,
nay, to us disproportionate, vengeance which ensues upon their
neglect. This apparent injustice is even vindicated as being
tne necessary course of the world appointed by its ruler, Zeus
~—in fact, by an appeal to religious, as distinguished from
moral, laws.

The progress of the play is so well known that I will only
notice its perfections and defects from a critical point of view.
Nothing can be nobler and more natural than the opening
dialogue of (Edipus and the priest, and in this, and the short
scene when Creon appears with the answer of the oracle, the
character of (Edipus, as an able, benevolent, but somewhat
self-conscious man, 1is laid clearly before us. The old objec-
tion, why the murder of Laius had never been before investi-
gated, may be coupled with another, why the plague had
been so long delayed, seeing that the cause of it existed since
(dipus had come to Thebes. These difficulties are, however.
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not objections to the play, but to the supposed antecedents
of the play, though they are real objections. Sophocles
would probably have answered them by saying that he
sought a dramatic situation in which to develop the character
of his hero, and that he despised such inquiries into an-
tecedent probabilities. ~ But unnatural assumptions cannot
enter a work of art with impunity, and nature will avenge
herself upon the artist, however great, as we shall see in
the sequel of this very play. The choral kymn to Apollo, as
the healer, which follows, is a good specimen of a dactylic
speean. Indeed, if we except the second Edipus, the choruses
of this play are much grander than is usual with Sophocles’;
and this is attributable to the character of the chorus, which
here, if anywhere, is the ideal spectator, though not without
some touches of vulgar complaisance.! But the principai
character maintains an importance so much higher than in
Sophocles’ other plays, that the chorus assumes the purer
function of observing the action, rather than that of encouraging
or deprecating the hero’s senuments.

Passing by the imprecation scene, which has greatly benefited
by Ribbeck’s transposition of a few lines,? we come to the unwil
ling appearance of Teiresias, the impatience of (Edipus, and a
consequent angry wrangle, in which the outspokenness of the
prophet seems to me a great flaw in a play so much admired for
the gradual development of the plot. Teiresias tells him so ex-
plicitly that he is the murderer of Laius, and is the husband of
his mother, that a man who knew his Corinthian parentage was
doubtful, that an oracle had predicted to him these very crimes,
and that he had committed a homicide, could not but hit upon
the truth. In fact he does so presently at a far less obvious sug-
gestion of Iocasta’s. The excuse for this defect 1s, I suppose,
that (Edipus was in a rage when Teiresias discloses the facts,
and that his rage makes him perfectly blind.  But this seems
quite too artificial an answer to the objection, though it has beewn
urged as a subtle psychological point, that the same man wha
cannot perceive the plainest indications in the heat of dispute,

) Cf, Patin, Soprocle, p. 183.
2 yy, 252-72 before v. 246 ; cf. Bernhardy, ZC. iii. p. 355-
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when he calms down, fastens on a trivial detail in friendly con-
versation, and starting from it, unravels for himself the whole
mystery. The spectator is hurried on by the angry violence
of (Edipus, who turns accuser instead of defendant, and
roundly charges both Teiresias and Creon with being the real
murderers of Laius, and accomplices in seeking to oust
from the kingdom its rightful lord.  But surely here the
antecedent improbabilities assert themselves with irrefragable
force. If the murder of Laius and the present events were in-
deed twenty years apart, the charge of (Edipus becomes
ridiculous. The ambitious claimants for the throne murder
Laius, and then rest silent for twenty years, when they vamp up
a charge of the murder against his long-established successor !
The matter will not bear the light of common sense, unless we
conceive the murder followed closely by the accession of (Edipus,
the plague, and the threatening oracle. But here the legend
which gives time for the birth of four children seems to interpose
an impassable barrier. The important tragic point to be noted
in this dispute is that the violence of (Edipus, and especially
his sneers at the venerable and respected soothsayer, are meant
to palliate our sense of horror at the extremity of his punishment
The same may be said of Iocasta, whose feeble and shallow
scepticism is with great skill represented by the poet as failing
in the hour of terror and of need. Her account of the death
of Laius, intended to soothe (Edipus, is so framed as to stir up
his deepest mind with agitation, and that, too, by means of an
apparently trifling detail. Even though the plain speaking of
Teiresias had more than prepared us, this passage is of the
greatest dramatic beauty. Irdeed, these double confidences of
the husband and wife form a scene which has perhaps not been
equalled of its kind. The result is now plain before (Edipus’
mind, yet he and Tocasta cling to the faint hopes arising
from false details of the murder. It is very remarkable that
the chorus, here rising above the special situation, sings a
solemn ode ! upon the insolence and folly of scepticism,
and the decay of belief in the old tenets of religion. At its
close locasta appears, bearing suppliant offerings to the god

! vv. 860-g10.
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whose oracles she has just despised, but to whom she turns m
dismay at the mental agony of her husband, for which she can
find no remedy.

The appearance of the messenger announcing the deatn
of Polybus comes too late in the play, and the sudden return of
(Edipus to confidence on this point is strange. He had long
ago doubted his alleged origin, and the previous course of
the play had so confirmed these doubts, that his easy accep-
tance of the solution is not natural, and is a flaw in the work.
At an earlier period, and just after the warnings of Teiresias,
we may fancy sucha delay in the catastrophe better placed.
But the intention of the poet is here to approach the second
crime of (Edipus, his incestuous marriage, and he approaches
it with the somewhat ridiculous fears of (Edipus that he
may unwittingly marry the aged Merope, whon he knows
perfectly well. This leads to the final explanation of his
Yirth, and presently of the details of his father's murder,
which the Corinthian messenger, the aged shepherd, and the
king discover in a dialogue of awful and breathless interest. I
will only notice from the end of the play that the character of
Creon is that of a calm and just ruler, far different from his
figure in the Antigone, and also that in his lamentations
(Edipus lays great and natural stress on the indehble stain
which adheres to his daughters, and which will make their
marriage impossible—a cons:deration never mentioned, I think,
in the Antizone. This proves, ifit be necessary to prove it, the
complete independence of these plays, which critics are always
citing in connection, when they discuss the characters of
Sophocles, and wish to explain the unresolved harshness of his
morality. The concluding scene with his infant daughters is
very affecting, but thoroughly Euripidean, and may be intended
to introduce the softer element of pity where terror too much
predominates.

Indeed, the whole play is a terrible exhibition of the iron
course of Fate, which ensnares even great and good men in
its adamantine chains, and ruins the highest human prosperity
with calm omnipotence. There can be no crime urged against
(Edipus and his parents but the neglect of oracles, «r an
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attempt to evade them, and it is evidently this scepticism or
carelessness which brings upon them consequences too horrible
to bear. I do not think that the haughtiness of (Edipus—a
feature which the Greeks did not consider inconsistent with an
ideal character—has any direct relation to the catastrophe, and
the homicide was evidently regarded not as an act of violence,
but of fair retaliation, until the person of the victim throws
a horrible complexion over the act, and makes it a hideous
crime. After all, (Edipus is a noble man mocked by an awful
destiny ; he suffers without adequate evil desert ; and the lesson
of the play 1s not that of confidence in the final result of a
great moral struggle, but rather of awe and despair at the possible
cruelties of an arbitrary and irresponsible Fate.

It may have been this grave objection, it may have
been its orthodoxy, or it may have been the defects of plot
above noticed, which caused its defeat by a play of Philocles,
or brought out by Philocles, the nephew of Aischylus,
at the same time. Subsequent criticism has reversed this
decision. Not only is the very name of Philocles’ play for-
gotten, but the scholiasts and other critics express their wonder
at the bad taste of the Athenian public, and exhaust themselves
in praise of the Edipus Tyrannus. Seneca spoilt it in a
rhetorical version. Among the moderns, both Corneilie (1659)
and Voltaire composed plays on this subject, not to speak of
inferior attempts. Corneille added amorous and poetical in-
trigues, and borrowed rather from Seneca than from Sophocles.
Voltaire degraded it into a formal attack on the justice and wis-
dom of the gods—in fact, a vehicle for the scepticism which he
preached. Many faults of economy in his play, which dis-
satisfied him as an early and crude production, have been
noticed by his own Zetfres. The (Edipus of Dryden and Lee,
given in 1679, is one of the few adaptations of the Greek drama
upon the English stage ; Lacroix’s translation (1858) has just
been reproduced in Paris. Dryden’s play does not avoid any of
the faults of the French stage—pompousness, needless complica-
tion, irrelevant love affairs, false rhetoric—and is, moreover, said
to have added some of those to be found in his own country.

§ 190. A very different picture is presented to us by the
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(Edipus at Colonus, wherein the poet, ptobably in later years,
seems to have softened and purified the figure of the deeply
injured hero by a noble and dignified end. We know that the
play was not exhibited till four years after Sophocles’ death, and
tradition speaks of it as the last composed by the old man ;
but later critics seem more disposed to place its composition
in the best period of his life.! I hardly think their arguments,
based on its purity of metre and strength of diction, will weigh
against the current tradition, backed up by the strong feeling
of every reader from Cicero to our day, that its mildness
and sadness, nay even its weariness of life, speak the long
experience and sober resignation of an old man near the
grave. The choral odes are, however, far more brilliant and
prominent than those of the Philoctetes, whose late date is un-
doubted, and indeed the chorus holds a sort of Aschylean
position in the play. The lyrical writing, especially in the
choral odes on Colonus, and on the miseries of human life, may
safely be pronounced the most perfect we possess of the poet’s
remains. Nevertheless, the moral attitude of the chorus in the
action is low and selfish. Their attempt to break faith with
(Edipus, their vulgar obtrusiveness about his past history,
and the rapid change in their estimate of him, when they
find he will be useful to them—all these features mark the
vulgar public which ordinarily appears in the Greek tragic
chorus. The play may be composed with some reference to
the earlier (Edipus, at least with the intention of soften-
ing the cruel treatment of (Edipus, which is there portrayed.
Though worn out with age and suffering, there i1s a splendid
dignity about him, a consciousness of innocence, an oft-ex-
pressed conviction that he did all his so-called crimes un.
wittingly, and without moral guilt, and that he is justified by
the important mission assigned him by the gods—that of pro-

1 There have been endless discuscions as to the date, and efforts to
deduce it from the political temper of the play, and its very friendly allu-
sions to Thebes. DBut accerding as this or that line is declared spurious,
or this or that passage interpolated, the theories vary, and the doctors
differ. The main result of the controversy is to show that no result is
attainable.
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tecting for ever the land which affords him a hallowed resting
place. He even approaches with assurance and without fear the
dread Eumenides, whom others will scarcely name, and whose
grove men hurry by with averted face. This spiritual great-
ness separates the dying (Edipus widely from King Lear, with
whom he is often compared. But in his violent and painful
execration of his ungrateful but repentant son—a jarring chord
in the sweet harmony of the play—he reminds us of the angry
old man n Shakespeare, though still more of his vehement
and haughty self in the Zdipus Tyrannus. But Creon is
here changed, and represented in his low and insolent type,
as in the Awtigone. This heroine, also, is not consistently
drawn, and does not here manifest the strong features which
Sophocles had given her in his early play. These points show
how little the Athenian public cared to compare the plays of
different years, and how little they attached a fixed type of
character to mythic names. It was possibly on account of
these liberties that the tragic poets avoided as a rule the 1liad
and Odyssey, for in a play derived from them any marked de-
viation might, perhaps, have offended a public really familiar
with their texts.

The episode of Polynices, though it delays the main action
of the play, is singularly striking from the contrast it affords to
the position of (Edipus. Both father and son are approaching
their fate, but the father, an innocent offender, and purified by
long suffering, shines out in the majesty of a glorious sunset
after a stormy day ; while the son, who violated his filial duties
through selfishness and hardness of heart, is promptly punished
by exile ; but even when apparently repentant, and seeking
forgiveness for his offence, the leaven of ambition and revenge
has so poisoned his heart, that when stricken by his father’s
awful curse, he rushes upon his doom, partly in despair, partly
In contumacy, partly from vanity and a fear of ridicule :

* His honour rooted in dishonour steod,
And faith unfaithful kept him falsely true.’

It 1s this combined insincerity and desperation in Polynices
which alone can justify the violence of (Edipus’ curse, and ever
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50 it i1s a pamnful prelude to his solemn translation to the nether
world.

Nothing at first sight can appear to modern notions more
monotonous than the way in which (Edipus fixes himself to
the single spot which he will not leave, while all the other
characters pass in succession before him. But nothing could
be more pathetic or striking to the Greek mind than these
divers efforts to subdue or persuade the inflexible old man,
whom the divine curse has hardened in his wrath, The
changing scenes give endless variety to the monotony of the
situation, or rather of the main figure, whose very monotony
is his greatness, because it expresses the endurance of his
misfortunes and of his hate.! In the finest and truest Eng-
lish reproduction of Greek tragedy-—the Samson Agonistes of
Milton—Samson, who has great points of resemblance with
(Edipus, occupies a similar fixed position, while the vari-
ous actors pass befor¢ him. The episode of Dalila takes
the place of the sceme with Polynices, and brings out
the angry clement in Samson. There are, however, many
other Greek plays, and many Aschylean and Euripidean
features, imitated in the Samson, though all these materials
are fused into harmony with a great poet’s hishest art.
The commos of the sisters after his departure is the es-
sentially Greek feature of the play, which a modern writer
would omit, but which is formed closely upon the model of
the end of AEschylus’ Seven against Thebes. But on the whole,
for vigour, for variety, and for poetic beauty, no play of
Sophocles exceeds this Edipus, and 1 am even disposed ta
agree with those who rank it the first of his dramas, As,
however. each new critic makes this assertion about a different
play, it is 1dle to altempt a decision.

The essentially antique nature of the tragedy, its special
glorification of Theseus, of Athens, of Colonus, made it less fit
than others, as M. Patin observes, for modern imitation.
Nevertheless, in 1778, long after the other chefs deuvre of the
Greek drama had been imitated or travestied on the French
stage, Ducis brought out his (Zdipe chez Admite, a sort of com-

' Cf. Villemain, Litt. du xviiime sigeis, iii, p, 212,
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bination of the @Zdipus Coloneus with Euripides’ Alcestis, which
seems as much imitated from Azng Zear as from FEdipus, and
misses the perfections of both. An abridged and altered varsion
appeared in 1797 under-the exact title of the Greek play.
There was, moreover, an opera on the same subject, with
music by Sacchini, brought out in 1787. An imitation by
Chenier, which is not much praised by the critics, and one by
the Italian Niccolini, who translated some of ZEschylus’ plays,
are the most important modern attempts in this special field.
In all the French imitations the Christianity of the writers was
so shocked by the relentless cursing of Polynices by (Edipus,
that they reject this feature, and introduce a scene of forgive-
ness, which the gods, however, will not ratify. The worship of
old Greek poetry in the eighteenth century was as inaccurate as
the worship of Greek architecture. In both the results were at-
tempted without any real knowledge of the principles involved,
or of the spirit which produced every detail in strict harmony
with the original design, and for some definite purpose beyond
rmere ornament.

§ 191. In variety and richness the play just considered con-
trasts strongly with the 4jax, which stands perhaps more re-
mote than any of Sophocles’ works from modern notions.! If
a modern dramatist were told to compose a play upon such a
subject—the madness of a hero from disappointed ambition,
the carnage of flocks of sheep in mistake for his rivals and
judges, his return to sanity, remorse and suicide, and a quarrel
about his funeral—he would, I suppose, despair of the materials ;.
and yet Sophocles has composed one of his greatest character
plays upon it. There is no finer psychological picture than the
awakening of Ajax from his rage, his deep despair, his firm
resolve to endure life no longer, his harsh treatment of
Tecmessa, and yet his deep love for her and his child. Even
his suicide is most exceptionally put upon the stage, for the
purpose, I think, of the most splendid monologue which
Greek tragedy affords us. He is for one day, we are told,
under the anger of Athene, and if he can escape it, he will be

' The interesting parallel of the Hercules Furens of Euripides will
cownie under discussion in the chapler on that poet,
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safe, and this inspires the spectator with a peculiar tragic pity,
when he sees a great life lost, which might so easily have been
saved. But the action of Athene 1s not otherwise of import-
ance in the play. She appears not at the end (as usual), but
only at the opening, and in those hard and cruel features
which are familiar to us in Homer.! Thus in this play also,
religion and morals are dissociated, no doubt unconsciously,
by the tragic poet, who sought to be a moral teacher of his
people. This momentary introduction of gods at the open-
ing and close of tragedies shows plainly the process of
humanization which was completed by Euripides, and which
made the gods a mere piece of stage machinery, tolerated
by tradition, but only to be called in when the web of human
passion required prompt and clear explication. But in old
Greek plays they furthermore performed the important tragic
service of justifying the cruel side, the iron destiny, of the
drama. They were the main agents e purifying the terror
of the spectator, which had else been akin to despair at the
miseries entailed by necessity upon the human race.

As regards the haughty, unyielding character of Ajax, I
cannot agree with the critics that the poet meant to regard
his pride as justly punished, and meant to show that brute
force must succumb to a heroism tempered by wisdom and
forethought. This would be to assume_that the Ajax of the
play was the hero of the Iliad, which is not the case.
Sophocles’ Ajax is not the least wanting in refinement, or in
sensitivencess, nay, his appeal to all the calin beauty of nature
around him, in contrast to his own misery, his undisguised
lamentations and despair, show a mind which steels itself with
effort to a high resolve, and which does not possess the brute
courage of insensibility. Moreover, he consistently considers
himself unjustly treated, and would never acquiesce in the fair-
ness either of the decision of the Atride or of the persecution
of Athene. And in this conviction he draws even the modern
spectator with him, far more the Greek public, which did not

! 1 am bound to say that M. Patin, an excellent critic, speaks of
Athene’s language as ‘ grave and sublime,” and regards her as a lofty ex-
penent of moral laws  Let the reader of the play judge between us.

G 2
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reprove self-assertion except as dangerous on account of the
jealousy of the gods. The inferiority of Odysseus in perso-
nal courage is brought out pointedly in the very first scene,
but at the same time his prudence and his favour with the
gods. His appearance at the end of the play is calm and
dignified, but having obtained a complete victory over his
rival, we feel that his generosity, though just what it ought to
be, is cheap, and consists merely in the absence of vindictiveness.
The whole of the wrangling scene between the Atride and
Teucer concerning the burial of Ajax, is very inferior to the
earlier part of the play, is called ‘rather comic’ by the scholiast,
and is certainly open to all the criticism brought against the
wrangling scenes in Euripides. Some critics even think it the
addition of an inferior hand to an unfinished play of Sophocles.
But this is mere random effort to save the uniform greatness of
a poet, who was known by the ancients to be unequal, and
often to sink to an ordinary level. The Atride are drawn as
vulgar tyrants, and without any redeeming feature. It was of
course fashionable, in democratic Athens, to make every ab-
solute ruler a villain, so much so that respectable actors would
not play such ungrateful parts. The Tecmessa of the play is a
patient, loving woman, almost as tragic as Andromache, who
attracts the reader from the outset, and seems to me far more
interesting, and more natural, than the poet’s fierce and wran-
gling heroines. The choral odes are not very striking, if we
except a beautiful hyporcheme to Pan.! The chorus is
throughout the confidant of Tecmessa, and by their conversa-
tions the action is artfully disclosed ; they are also the affec-
tionate followers of Ajax, though they do not forget that their
personal safety depends upon him. The praise of Salamis, and
the glory of a hero from: whom the proudest Athenians claimed
descent, were collateral features likely to recommend the play to
an Athenian audience.

The story of the suicide of Ajax, though alluded to in
wne  Odyssey, when Odysseus encounters the shade of the
hero in the nether world,? was borrowed by Sophocles from
the Zittle Iliad of Lesches. It had already afforded s

1 yv. 692, sq. 2 A, 541-64.
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chylus the subject of a trilogy, in which the middle piece
described the suicide in very different terms, laying special
stress on the supposed invulnerability except in a single spot,
which his evil fate discloses to him. Sophocles, too, com-
posed a Zeukros and an FEurysakes, but, as was his custom,
without mutual connection. No subject was more attractive
to the Greeks than this dispute of Ajax and Odysseus.
Besides the tragedies, there were celebrated pictures of it by
Timanthes and Parrhasius, and rhetorical versions of it, such
as that alluded to in the tragedy of the rhetor Theodectes,
in Aristotle’s K/hetoric, and the countless imitations of Greek
and Roman followers. Ennius, Pacuvius, and Attius appear
to have contaminated Aischylus with Sophocles in their ver-
sions. A fine fragment of Pacuvius’ play is cited by Cicero.
Even the Emperor Augustus attempted an Ajex, but told a
courtly inquirer ¢ that his Ajax has fallen upon the sponge.” In
Ovid’s Metamorphoses ? there is an elegant version, and both
Horace and Juvenal allude to it as the best known of sub-
jects, both for moral and scholastic purposes.* There was a
parody of the rhetorical exercises in the AMenippea of Varro.
We may judge from these incomplete details, that of all the
subjects handled upon the Attic stage, none was more widely
popular among the Romans. The modern version of Sivry
(1762) is so ridiculous as to excite the amusement of even
French critics. The reader will find a sketch of it at the close
of M. Patin’s admirable chapter, which I have here mainly
followed.

§ 192. We close our list with the Philoctetes, in which Ger-
man critics, since the ascertainment of its date (409 B.C.), have
found marks of decaying power, which were formerly unknown,
and which would doubtless be again ignored if our information
were found incorrect. The Philoctetes is, like the Ajax and the
Antigone, essentially a drama of character ; the interest of the
plot is nothing as compared to the study of the characters of
Philoctetes and Neoptolemus, The whole piece i1s Euripidean
in construction. There is indeed no preper prologue, but the

v De Orat. ii. 46. 1 Lib, xii.
¥ Cf. Sai ii. 3,187, 5q. ; Od, i. 7, 21 ; ii. 4. Juvenal, Saf. xiv. 283.
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dialogue of Odysseus and Neoptolemus, in which the former
explains the object of their mission, answers the purpose. v
tells how the Greeks on their way to Troy had been obliged, at
his advice, to leave on this island of Lemnos, where the scene
is laid, the hero Philoctetes, who had been bitten by a viper
in the foot on the neighbouring isle of Chrysa, and whose
cries and execrations, as well as the disgusting nature of his
wound, made him intolerable to his friends. But now the seer
Helenus has foretold that Troy cannot fall without him and
his famous arrows of Heracles, and so Odysseus has undertaken
to bring him back. For this purpose he associates with him
the youthful Neoptolemus, who had no share in the abandon.
ment of Philoctetes, and to whom he suggests a fictitious account
of a quarrel with the Atreide about Achilles’ arms, which had
sent him home to Scyros in disgust, as a suitable means of en.
trapping Philoctetes on board, and carrying him back to Troy.
Neoptolemus protests strongly against lying, but is easily—]I
think too easily—seduced by the prospect of the glorious con-
sequences of his deceit. Accordingly, he undertakes his part,
and, upon Odysseus retiring, is presently hailed with delight by
Philoctetes, whose den or cave he had at the opening of the
play already found, with manifest tokens of the hero’s misery
and his loathsome disease. A long series of mutual con-
fidences between the heroes takes place, Neoptolemus in par-
ticular telling his father’s friend all the doleful tidings of the
great heroes who had fallen before Troy. But at last he bids
him farewell, and is about to leave for his vessel, when Philoc-
tetes addresses him with a very touching appeal not to leave
him on this desolate and desert island, but to take him away
to his home,

This celebrated speech, in Sophocles’ best style, is one of
the great beauties of the play, but is not, I think, naturally
mtroduced. It was no part of Neoptolemus’ scheme to seem
hard-hearted, or to treat Philoctetes as anything but an old
guest-friend, nor can we see how his assumed heartlessness,
which is with difficulty overcome by the chorus, is in any way
calculated to increase the confidence of his victim, As they
are delaying their departure, a pretended merchant comes
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to tell Neoptolemus that the Greeks have sent Pheenix and
the Tyndaride to fetch him back, and then throws in by acci-
dent that, according to the oracle, Diomede and Odysseus
were also coming for Philoctetes. This urges the latter to
depart ; but while returning to his den to gather some leaves
which he used as anodynes, he is overtaken by a paroxysm of
his disease, which ‘rends him with such anguish that he sur-
cenders his bow and arrows to Neoptolemus, saying that ¢/
2im he will take no oath for their safe keeping, and sinks into
deep sleep. This episode seems to have been imitated from
the Philoctetes of Aschylus. The chorus at once suggest that
they should decamp with the weapons. ‘lo this Neoptolemus
will hardly deign a reply, and presently Philoctetes revives re-
freshed, and again master of himself. Then Neoptolemus breaks
to him the news that he must go to Troy, and refuses to give him
back his bow. But he is so shaken by the powertul appeal of
Shiloctetes that he is about to yield, when he is stopped by the
opportune advent of Odysseus, who immediately assumes a tone
of command, insists on carrying off Philoctetes by force, or i
not, threatens to carry his arms to Troy, and wield them nimsclf,
or place them in the hands of Teucer. The prayers, the lamen-
tations, the execrations of Philoctetes are passionate beyond
the utterance of any other Greek hero; but he is not for one
moment to be shaken in his resolve, that neither by force
nor persuasion will he return to Troy. At last the others
leave him, the chorus being ordered to wait for a few mo-
ments, as the lonely man supplicates to have human company,
and despairs at another return to solitude. Then follows the
areat scene where Neoptolemus comes back, followed anxiously
by Odysseus, who exhausts arguments and threats to dissuade
him from his resolve. He has been conquered by Philoctetes’
iron constancy, and determines to give him back his arms. He
then beseeches him, on the ground of gratitude, to change his
purpose, and come to Troy; but Philoctetes, though far more
sorely tried by kindness than by fraud or force, is still absolutely
Arm.  Thus he finally conquers Neoptolemus, all the policy ot
Odysseus is set at naught, and the miserable suppliant in rags
and tears, whose lamentations have occupied the stage for
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many scenes, is actually leaving the island victorious, and on
the way to his home, when this conclusion, which would violate
all mythic history, is reversed by the divine interposition of
Heracles, who directs him to return to Troy, and aid in the
destruction of the city.

A more manifest ckaracter play cannot be conceived. The
hero is in rags and in misery, his lamentations have offended
ancient philosophers, as teaching unmanliness, and occupied
modern critics, as requiring justification on @sthetic grounds.
But the constancy and inflexible sternness of an unimpression-
able, blunt nature is no interesting psychological fact, nor do
we come to admire Philoctetes’ heroism, till we are made fully
to feel the horror of his condition, and the despair which
filled his mind. The character of Neoptolemus has been
areatly and perhaps unduly praised. His spasmodic chivalry is
after all that of a youthful enthusiast, who spoils a great policy,
and endangers the life of a far greater hero. For it seems to
me that Odysseus is clearly intended to be the great man in
the play. An Athenian audience did not censure his duplicity
as we do, but thought it more than justified by the important
ends he had in view. No doubt many of them regarded Neo-
ptolemus as an obstinate young fool, whose misplaced gene-
rosity would have foiled a great national cause, had the gods
not miraculously interfered. I will only repeat that this play
contains most of the features objected to by the critics in
Euripides, who even speak as if the latter had invented the
knave-Odysseus, a conception probably dating from the
comedies of Epicharmus, and perhaps as old as the Cyclic
poems.

The story of Philoctetes is alluded to by Homer in the
Catalogue of the Iliad and by Pindar in his first Pythian ode, but
was taken, like many other tragedies, from the Little lliad by
Sophocles, who seems however to have added the all-impor-
tant part of Neoptolemus. The subject had already been
handled both by Aischylus and by Luripides, the Fadoctetes
even of the latter preceding that of Sophocles by more than
twenty years, for it is ridiculed in the Actarnians of Aristo-
phanes. But both these poets had represented the island of
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Lemnos as inhabited, and the chorus was composed of the
natives, whereas Sophocles, far more poetically, though unhis-
torically, makes it a savage desert. Both, again, seem to have
represented the hero vanquished by having his arms purloined,
whereas Sophocles makes him superior even to this fierce com-
pulsion. In Zschylus Odysseus was so aged as not to be
recognised by Philoctetes ; in Euripides, Athene had disguisec
him. These and other details are given by Dion Chrysostom,
who not only compares the three works, but gives an ab-
stract of the opening scenes of Euripides’ play.! It appears
manifest that in this case, at all events, Sophocles had far sur-
passed both his rivals. There were also versions by Philocles,
Antiphon, and Theodectes, and a play of Attius, founded
apparently on that of Aschylus, and of which a good many
fragments remain. Cicero cites it, and Ovid touches the story
in his Metamorplioses. Quintus Calaber not only gives us a full
account of Philoctetes at Lemnos, probably according to the
version of Euripides, but brings him to Troy, and thus to the
period handled in another play of Sophocles. In modern days,
Fénelon has an elegant prose paraphrase in his 7é/émague, re-
markable for its simplicity and faithfulness, when we consider
the ridiculous travesty of Chateaubriand (1754), who attempts
endless improvements on Sophocles.? He gives Philoctetes a
daughter Sophia, with a governess, in order that Neoptolemus
may fall in love with Sophia! The version of La Harpe (1783)
15 less ridiculous, but not more faithful. The Greek play itselt
has been more than once performed in French seminaries,
owing to the interest excited by Fénelon’s paraphrase.

§ 193. We need not delay in this history over the Frag-
ments, which are only of interest to the very special student of
Sophocles.? In no case can we reconstruct the plan of any lost
drama from them, even with the help of the fragments of
Attius and Pacuvius, who imitated him, though loosely. The
myths he used, and the possible conjectures as to their treat-
ment, have been classified and expanded, with endless learn-

! These interesting passages from Dion’s orations are cited in full in
Dindorfs edition of the fragments of Euripides’ play.

* Cf. Nauck’s Fragg. Tragg. Gree. (1890).

* Cf. Campbell’s Sophocies, ch. xv.
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ing, by Welcker, in whose great work the curious student may
see how small 1s the result of all his combinations. As I re-
marked above (p. 59), a great many of the fragments are mere
citations of yA@eear, or curious words, which the poet used,
and which form a strange and exceptional vocabulary.! A few
passages have been preserved, for their beauty and philosophic
depth, by Stobaus; others are cited by the scholiast on Euri-
pides as parallel passages. The finest is probably the following :

"0 waibes, # Tor Kbmwpis od Kimpis wovor,
ar’ éoTl moAA@y ovopdrwy emdrunos,
€T pev "Abns, o 8" dpbitos Bia,
ErTw 3¢ AMora pawds, €oti §' Tuepos
Gxpatos, EoT’ oipwyuds. év elvy Td mav,
omovdaior, fovyaior, és Blav dyov,
EvThKETAL Yap Tveuudvwy, boots £
Yuxn. Tis obxl Tijode Tijs feod Bopd ;
eioepyeTar wev ixflwy mAwrd péve,
cveaTi 8 €v xépaov TeTpaokeAel yovi'
vawud 8 év olwvolot Tolkelvns wrepiy,
ev Bnpaly, év Bpotoiowy, év Beols dvw.
7iv’ ol wahaiove' és Tpis éxBdAAer By ;
el pot Oepus, Béues 8¢ TaAnlf Aéyew,
Awds Tupavvel mrevudvawy * Gvev Sopds,
avev oiffipov wdvra Toi curréuverar
Kimpis & Ovnrav kal feav BovAelucTa,

But there are fine thoughts and rich poetic expressions to be
found scattered everywhere through them.

§ 194. The technical improvements made by Sophocles in his
tragedies were not many or important. He reduced the chorus,
it i1s said, from fifteen to twelve. He added a third actor, and
in the (Edipus at Colonus a fourth may possibly have been em-
ployed. Above all, he abandoned the practice of connecting
his dramas in tetralogies, and introduced the competing in
single tragedies with his rivals. As they, however, continued to
write in tetralogies, it is a riddle which none of our authorities

' We are accordingly not surprised to hear (Schol. in Zlect. 87, an
Yiis iodpowp’ &ip) that he was parodied by the comic poet Pherecrates.
I'his is, perhaps, the only hint we have of any criticism npon the Attic
larling in his own day.
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have thought fit to solve for us, how a fair competition could
be arranged on such terms.! He is also said to have added
scenography, or artistic decoration of the stage, with some
attempt at landscape painting—an improvement sure to come
with the lapse of time, and marked accidentally as to date
by Sophocles. But these outward changes, in themselves
slight, are the mark of far deeper innovations in the tone and
temper of Greek tragedy. Sophocles is not the last of an
old school ; he is not the pupil of /Eschylus : he is the head
of a nmew school ; he is the master of Euripides. We still
possess his own judgments as regards both these poets, and his
relation to them. Plutarch reports him to have said2: that
having passed without serious effort through the grandiloquence
of Aschylus, and then through the harshness and artificiality of
his own {earlier) style, he had at last adopted his third kind of
style, which was most suited to painting character, and (therefore)
the best’ Whatever reading we adopt, the sense as regards
Sophocles seems certainly to be that in early years, and before
he had seriously settled down to write, he had got rid of any
dominant influence from Aschylus. We have indeed no
traces of Aschylean style or of /Eschylean thinking in any of
the plays or fragments ; there is ground for separating the
second (Edipus and the Philoctetes from the rest, and regard-
ing them as the representatives of the milder and smoother
tone of his ripest years. But who can deny that this

I We should be disposed to question the truth of the statement, which :
rests upon Suidas alone, and refer it merely to the disconnecting of plays
in subject, which were yet performed successively, were not all the didas-
caliee silent concerning any trilogy or tetralogy of Sophocles, while they
frequently mention them in Euripides, and speak of the practice a; still
subsisting. The satyric dramas of Sophocles, which can hardly have been
acted by themselves, seem, however, to prove that Sophocles brought out
several plays together, though he is always reported to have conquered
with one. We have not sufficient evidence to solve this puzzle. '

2 Here is the text of this much disputed passage : domep yap 6 . EAeye,
by AloyiAov Biamemaixbs dykov, elra b mucpby ral Kkardrexvor Tis aiTod
carackevis, Tpiroy #idn T Tis Aékews peraPdArew [peraraBeiv] elbos, mep
lorly HficdraTor kal BéATioTOV, The word Stamemaixds troubles the critics,
who suggest Siamemhakds, SiamemAiys, and damepevyws.
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change of style was most probably caused by the rivalry of
Euripides? For there is in the earlier plays a great deal of
that affected ingenuity of diction, which Thucydides describes
(in the mouth of Cleon) as the fashion of those days at Athens.
Prose writing had sprung up, political speeches were becoming
frequent, and the historian paints with curious felicity the re-
spective cfforts of the speakers and the audience in that too
highly tempered generation—the one to astonish by some new
and unexpected point; the other to outrun the speaker, and
anticipate the surprise. ‘Thus Sophocles, like the speakers in
Thucydides, displays his subtlety to his hearers. and often
when his expression seems at first sight easy, a further reflection
discloses unobserved difficulties and new depths of meaning.
In this I would compare him to his greatest Roman imitator,
Vergil, who, under an apparent smoothness of style, hides great
difficulties, and often new and unsuspected meanings.! But
the easy and transparent writing of Euripides must have im-
pressed his gencrous rival, and hence we may reckon this to be
one of the points in which Sophocles improved by contact with
his great successor in art. Nor was the influence limited to
mere style. The scholiast at the close of the Orestes, in com-
menting on the melodramatic 2 endings of the Alkestis and
Orestes, notes that the Tyro of Sophocles ended with a happy
recognition scene.

§ 195. The contrast between the poets is said (in Aristotle’s
Poctic) to have been expressed by Sophocles in the famous werds,
‘that he had painted men as they ought to be, Euripides as they
were.” After many years’ study of both poets, and after a careful
reading of all the expositions of this passage, and proofs of it,
offered by the critics, I am unable to change my deliberate
opinion that, if Sophocles intended to say this, it 1s not true.
There is no kind of heroism in Sophocles to which we

I This is the description of Vergil's style which I have often heard from
the lips of the late Dr. James Henry, who knew more than all the rest of
the world put together about Vergil. He used to say that the obvious
meaning was very frequently the wrong meaning in Vergil, and could be

proved so.
* He calls them comic, by which he of course means like the s

comedy.
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cannot find adequate parallels in Euripides ; there are no
human weaknesses or meannesses in Euripides which we
cannot fairly parallel in the scanty remains of Sophocles, and
which would not, in all probability, be amply paralleled
had we larger means of comparison. The chorus, which i
AEschylus was a stirring actor in the progress of the play,
was not by Euripides, but by Sophocles first degraded to be
a mere spectator of the action—sometimes an accomplice,
sometimes a mere selfish, sometimes an irrelevant, observer.
Rags and lamentations are not monopolised by Euripides,
neither are dishonesty and meanness the apanage of his stage.
The wrangling of heroes and heroines is as common in the
model poet as in his debased successor. Thus we can hardly
defend the statement even if we interpret it, as Welcker does,
to mean this : that Sophocles represented men as a tragic poct
ought to represent them, Euripides as they were. Iti1sa far
more probable and modest translation, yet even here we
are not borne out by the facts. But there is in any case
one point of real importance in the remark. It implies the
essential truth that Sophocles, like Euripides, made the charac-
ters and passions of mex his object, and did not dwell upon the
Divine or supernatural element in the moral order of the
world. As Socrates brought down philosophy, so Sophocles
brought down tragic poetry from heaven to dwell upon earth.
The gods are thrown into the background, and are there
merely to account for moral difficulties, and justify cruelties
which human reason cannot but resent. In his latest play (the
Philoctetes), the Deus ex machina actually comes in to reverse
the result, and undo all that has been so laboriously worked
out by human passion and human resolve. There is here
already a great gulf separating us from Aschylus—a difference
in kind ; we can pass over to Euripides easily, and by an 1ill-
defined boundary.

§ 196. Nevertheless, ancient and modern critics have agreed
to place Sophocles first among the Attic tragedians. Though
an inferior poet to Aschylus, and an inferior philosopher to
either, Sophocles may be regarded a more perfect artist. It
is for this reason that he was so perpetually imitated by the
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Romans and the French, while among our deeper poets both
Aschylus and Euripides have maintained a greater influence.
For as an artist, as a perfect exponent of that intensely Attic
development which in architecture tempered Doric strength
with Ionic sweetness, which in sculpture passed from archaic
stifiness to majestic action, which in all the arts found the
mean between antig.i> repose and modern vividness, as the
poet of Athens, in the heyday of Athens, Sophocles stands
without an equal. His plots are more ethical than those of
Euripides, his scepticism is more reverent or reticent, his
religion more orthodox. He does not disturb his hearers with
suggestions of modern doubts and difficulties. He is essentially
evkoog, as Arnstophanes calls him, without angles or contra-
dictions. And thus he is wisely set aside by the comic critic
in the great controversy between the old and the new, for he
belonged to the new, and yet had not broken with the old. I
will only add that his greatness has been enhanced by the pre-
servation of only a few, and those his greatest, works. Had we
eight or ten additional plays, of the quality of the Zrackinie—
for the poet was known to be unequal in power—the compari-
sons with Euripides, who has survived in his weakuess as well
as his strength, might possibly have been more just and a little
less foolish.

§ 197. Bibliographical. The recension of the text of our ex-
tant plays depends altogether on the Medicean codex, already
mentioned in connection with Aschylus. Venetian MSS. sup-
plied the Zditio princeps of Aldus (Venice, 1502), a beautiful
little book, and not uncommon in good libraries. Three of the
plays, the Ajax, Electra, and (Kdipus Zyrannus, were much
more studied than the rest, and exist in many MSS., which are,
however, not so pure, and have been corrupted in the Byzantine
age. From this inferior text came all the editions from Turne-
bus (1533) to Brunck (1786), who first recognised the superior
value of the Parisinus A, but the Medicean L is preferred since
Elmsley’s day.! In the present century the three editions of
G. Hermann (1817-48), those of Wunder, of G. Dindorf, of
Schneidewin and Nauck, of Bergk, are best known. Wecklein’s

' It has been photographed by the enterprise of the Hellenic Society.
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school editions are the newest, as well as Edipus Col.
Bellerman (Teubner, 1883). We have besides English editions
by Linwood, Blaydes, Campbell, and of some plays in the
Catena Classicorum published at Cambridge. An elaborate
and valuable prose translation, with Greek text and notes, by
Professor R. C. Jebb, is now in process of publication. On
the whole, the text is not so corrupt as that of the other dra-
matists, although, apart from the Byzantine corruptions, the
German critics have noted many lines which they suppose due
to early stage traditions, nay even some of them to the family
of Sophocles. It is obvious that when we throw back interpola-
tions to such an age, their discovery depends altogether on sub-
jective taste, and need not detain us here. The reader will find
these squected lines printed at the foot of Dindorf’s text in
his Poete scenici and elsewhere.

There is a good deal of sound ancient learning preserved to
us in the prefaces and scholia, first published by Lascaris at
Rome (1518) without the text, then by Junta at Florence in
1544, and then several times before the edition of Stephanus
in 1568. The best of the notes came from what are called the
proprnuariorai, who certainly as early as the Alexandrian
period wrote on the text, and collected the Didascalie as to the
performances. Aristophanes is known to have paid attention
to Sophocles. Aristarchus is also named, but Didymus seems
the chief source of the extant scholia. Those on the Edipus
at Colonus are particularly full. There is a good edition of
the scholia by Elmsley and Gaisford in 1826, and several
special Zexicons of Sophocles’ language, of which the best are
those of F. Ellendt, and of G. Dindorf: the latter was prose-
cuted by Ellendt’s representatives, and the edition suppressed.
so that copies of this most valuable book are now scarce. Of
complete translations the most celebrated among the many
German is that of Donner; other scholars, like Scholl and
Bockh, have done single plays. The French, besides the
imitations above cited under the separate plays, have the Z%édzre
of Brumoy, and Villemain mentions with praise a literal ver-
sion of Sophocles by Malézieux. In English we have Potter
(1788), and in our own day Dale, whose book is now very
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rarely to be found; also Mr. Plumptre’s version—a meri-
torious work—and recently Professor Campbell’s complete
volume, as well as Mr. Whitelaw’s (1883), a work of rare
excellence. Special studies on Sophocles, both generally and
on particular plays, are endless in Germany. Welcker’s is of
course the most exhaustive ; Klein’s, inaccurate and capricious,
but very suggestive ; Bernhardy’s, simply laudatory and full of
empty wordiness in criticism, together with deep and accurate
learning as to facts. Qur great living poets, who are accom-
plished Grecians, have, so far as I know, said nothing of con-
sequence on Sophocles.!

! Professor Campbell’s monograph now supplies the English reades
with a detailed and most enthusiastic estimate of the poet’s genius and of
his extant plays. It will be observed that none of the points in which I
have suggested imperfections are adopted by Mr. Campbell, and that the
poet is everywhere vindicated from any attempt (I will not say at adverse,
but even) at depreciative criticism. Though I deeply respect this large-
hearted enthusiasm, it coes not appear to me the only way of stimulating
the study of any writer ; and hence I do not regret that the views set forth
in the previous chapter were written and printed before I had the advan-
tage of being influenced by the elaborate analysis of so competent a
scholar. I will not attempt to criticise his work, which differs from mine
mainly in this contrast of spirit, and no doubt in the greater elegance of its
language, but will only add that there are many facts in the history of the
poet and his works which may be learned from the present chapter eveu
after the perusal of his more detailed work,
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CHAPTER XVII.

EURIPIDES.

§ 198. EurIPIDES was born in the year of the battle of Salamis
{430 B.Cc.)—nay, according to the legends, on the very day of
the battle (2oth of Boedromion)—and apparently on the island,
whither his parents had fled, with other Athenians, for refuge.
He is said to have afterwards had a fancy for this island, and to
have composed his tragedies there in a retired spot, within view
of the sea, from which he borrows so many striking metaphors.
His father, Mnesarchus or Mnesarchides, i1s said to have for-
merly lived in Beeotia, but most probably as a foreigner, and
afterwards in the Attic deme of Phlyia, according to Suidas.
Some of the Zives say he was a petty trader, but this is incon-
sistent with his son’s apparent wealth and literary leisure, and
would hardly have been passed over in silence by Aristo-
phanes. The mother’s name was Kleito, and she was perpe-
tually ridiculed by the comic poets as an herb-seller. The
story is most probably false, and rests upon some acci-
dental coincidence of name, or some anecdote which gave
contemporaries a sufficient handle for their joke, though it
is lost to us. The youthful poet is said to have been trained
with some success for athletic contests by his father, and
perhaps to this we may ascribe the strong contempt and
aversion with which he speaks of that profession. There
were, moreover, pictures shown at Megara, which were ascribed
to him, so that he evidently had the reputation of a man of
varied culture. But he abandoned his earlier pursuits, whatever
they may have been, for the study of philosophy under Anaxa-
goras, probably also Protagoras, and possibly Prodicus, and in
mature life seems to have stood in close contact to Socrates.
He was essentially a student, and such a collector of books
that his library was famous, but he took no part in public

YOL. I.—2 H
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affairs.! But he began at the age of twenty-five to compete in
tragedy (with his Peliades), and continued all his life a prolific
and popular, though not a successful poet. He was known to
have won the first prize only five times,? though he may have
written ninety tragedies, and, even if we hold him always to have
contended with tetralogies (or trilogies followed by a satyric or
melodrama), must have contended over twenty times. He was
twice married, and unfortunately: first to Chcerile, who was
mother of his three sons, Mnesarchides, a merchant; Mnesilo-
chus, an actor ; and the younger Euripides, who wrote dramas,
and brought out some of his father’s posthumous works, such as
the Jphigenia in Aulis, and Bacche. The comic poets do not
scruple to reflect upon the unfaithfulness of his wives, and
deduce from it his alleged hatred of women. Late in lhfe he
removed to the court of Archelaus of Macedon, where he was
received with great honour, and wrote some plays (especially
the Archelaus and Baccke) on the local legends. He appears to
have died there at the age of seventy-four, having been attacked
and torn by sporting-dogs, which were set upon him maliciously.
He was honoured with a pompous tomb in Macedonia, and a
cenotaph at Athens, on which the historian Thucydides 1s said
to have inscribed an epitaph.?
' His moral portrait cannot be better expressed than in the words in
which he may possibly have meant to describe his own aspirations i—
dABios Boris Tijs ioToplas
Erye pabnow
ufire mohiTdv €ml myuoaivny
unT eis adlkovs mpakers dpuav,
aAN dbavdTov kabfopiv Pploews
kdooy ayfipwy, wi TE CUVéTTT)
kal 8wy ral Omws.,
Tols ¢ TotovTols oldemoT’ aloypav
€pywr pedérnua mpooidet (fr. goz).
2 Cf the learned and interesting note in Meineke's Comic Fragments,
ii. p. 904, on the small number of victories gained by the greatest poets,
and the frequent preferment of obscure names. It was not unfrequent, as he
notes in the text, for great poets to be even refused a chorus by the
archon, a slight of which both Sophocles and Cratinus had to complain.
8 uyiine ptv ‘EAAas dmac’ Edpuriov, doréa § Toxe
w7 Makebdy * Tii yap 8ékato Tépua Blov.
marpls 8 ‘EAAdSos ‘EAAds, "Affjvar. wAeiora 5¢ Moboas
répyas éx moAA@Y kal Thy Emawor Exer.
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The aged Sophocles is said to have shown deep sorrow at the
death of his rival, in this contrasting strongly with Aristophanes,
who chose the next performance for his bitterest and most
unsparing onslaught upon him (in the Zrggs). The poet 1s de-
scribed, upon not the highest authority, to have been of gloomy
and morose temper, hating conviviality and laughter. There is
no Greek author whose portrait is so distinctive and familiar
in museums of ancient art. The sitting statue in the Louvre, and
two busts at Naples, probably copied from the statue set up by
Lycurgus in the theatre at Athens, are the most striking. The
face is that of an elderly and very thoughtful man, with noble
features, and of great beauty, but not without an expression of
patience and of sorrow such as beseems him who has been
well called der Prophet des Weltschmerzes.  As we should expect,
the face is not essentially Greek, but of a type to be found
among thoughtful men of our own day. His social position
and comfortable means are proved not only by his possession of
a valuable library, but by his holding one or two priestly offices,
which were probably rich sinecures, and would in no case have
been intrusted to a man of mean origin or low consideration.

As regards the possible ninety-two dramas written by the
poet, the ancients seem to have known seventy-five, of which
the names, now partly erased, were engraved on the pedestal of
the extant sitting statue. We possess about one fifth of the
number, viz. seventeen tragedies and one satyric drama,
excluding the XAesus, as of very doubtful authorship. This
large legacy of time, if we compare the scanty remains of
/Eschylus and Sophocles, does not seem to comprehend any
choice selection of his ¢kefs d’auvre, but a mere average collec-
tion, of which our estimate is probably lower than that we
should have formed, had fewer plays, and the best, survived.
The dates of some of them are fixed by the didascalie, and of
others (partly at least) by the allusions in Aristophanes’ plays.
The usual @ priori argument, which infers from laxity of metre or
style either crudity or decadence of genius, fails signally in the
case of Euripides, for his latest plays which are known are far
stricter in form than others preserved from preceding years,

such as the Helena.
H 2
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§ 199. Innumerable attempts have been made to gather from
his writings an estimate of his politics, of his social views, and of
his religion. But although the ancients have led the way in
this course, and have everywhere assumed that the philosophic
utterances of the poet’s characters were meant to convey his
own sentiments, such an inference must be very dangerous 1n
the case of a thoroughly dramatic poet, and especially a dra-
matic poet who paints upon his stage the violence of human
passion. There is indeed an anecdote of little authority, but of
great aptness, preserved, in which we are told that the audience
cried out against the immorality of the praise of wealth above
virtue, but that the poet himself came forward and bid them
wait to see the punishment of the character who uttered it.!
Thus, again, had the famous line, ¢ my tongue has sworn, but my
heart is free,” which Cicero and others quote with reprobation
from the Aippolytus, been preserved as a mere fragment, we
could not have known that this very speaker actually loses his
life rather than break his oath. 1t is therefore an inquiry of
great interest, but of greater uncertainty, to reconstruct this
poet’s mind from the words of his characters, and with this
caution I refer the reader to the special tracts of Liibker,
Haupt, Goebel, and others, as well as to the fuller work of
Hartung. A great many more books are also indicated 1n
the exhaustive discussion of Bernhardy.? As a general rule, I
should be disposed to lay down this axiom, that the poet’s own
views are likely to be found either (a) in the soliloquies of his
characters, where they may be imagined turning to the audi-
ence, or (f3) in the first strophe and antistrophe of his choruses,
which usually express general sentiments, before passing into the
special subject of the play in the second strophe. I have else-
where? remarked on this feature in Euripides. But of course
the actors may have had some conventional sign for express-
ing elsewhere the poet’s thoughts, which made them clear to
the audience, but which we have now irreparably lost.

As to his works I will here follow, with a few exceptions, the
order critically determined by W. Dindorf, noting its uncer-

' Cf. Plutarch, cited on the passage of the Zxion.
% Vol. iii. § 110.  Social Greece, p. 197.
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tainties as we proceed. The vexed question not merely of
the poet’s merits, but of his own views of his mission, and the
consequent intention of his writing, will be discussed when our
survey has been completed.

§ 200. The Alcestis is the earliest play which has survived,
if it was performed as the last play, along with the Kpijroar,
'Ahn‘ymwi' 0 il ‘Pm!pTErJg, and Tiy\egoc, in OL 35, 2 (433 B.C.J.
But as the same prefatory note calls it his sixteenth work, there
may be something wrong in the figures, for he probably com-
posed more tragedies before that date. The poet obtained the
second prize, Sophocles being placed first. The Zeleplus seems
to have struck the fancy of the age, for its ragged hero, who
suffered from an incurable and agonising wound, like Sophocles’
Philoctetes, is often ridiculed by Aristophanes. But to us the
Alcestis 1s a curious and almost unique example of a great
novelty attempted by Euripides'—a novelty which Shaks-
peare has sanctioned by his genius—I mean the mixture of
comic and vulgar elements with real tragic pathos, by way
of contrast. The play before us is not indeed strictly a
tragedy, but a melodrama, with a happy conclusion, and was
noted as such by the old critics, who called the play ratke:
comic, that is to say, like the zew comedies In this respect.
The intention of the poet seems to have been to calm the
minds of the audience agitated by great sorrows, and to tone
them by an afterpiece of a higher and more refined character
than the satyric dramas, which were coarse and generally ob-
scene. Butwhile no great world-conflict is represented, while no
mighty moral problem is held in solution, there are a series of
deep and practical moral lessons conveyed by the exquisite
character-painting of the play. The first scene is between
Apollo, who is peculiarly attached to the house of Admetus,
and Death, who has arrived to take away the mistress of the
nouse, for she alone has consented to die for her husband.
There 1s something comic in the very prologue, which describes
how Admetus, ‘ having tested and gone through all his friends,

' Fur this purpose he seems to have adopted and glorified by his
refined art a subject treated in a burlesque way, as a satyric drama, by his

predecessor Phrynichus. This, at least, is the clever suggestion of
Wilamowitz in his Herakles, i. 92.
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his sged father and the mother who bore him,’ can find no one
else to voliinteer to die for the mere purpose of saving his life.
‘The short dialogue between Apollo and Death is, however, very
striking and justly admired. Then enter the chorus in sus-
pense, and expecting hourly the death of Alcestis, but they are
more minutely informed in the matchless narrative of a waiting
maid, who describes how Alcestis bade farewell to all her happi-
ness, her home, her children, her servants, and calmly, though
not without poignant regrets, faced death from pure self-denial
for the sake of her husband. She is presently led in by him,
and in a most affecting dialogue gives him her parting direc-
tions, prays him not to replace her in his affections by a second
wife, and apparently dres upon the stage—a most exceptional
thing in Greek drama—amid the tearful outcries of her infant
son and her husband. There is no female character in either
Aschylus or Sophocles which is so great and noble, and at
the same time so purely tender and womanly.

The effect 1s heightened by the contrast of Admetus, whose
selfishness would be quite grotesque were 1t not Greek. After
going the round of all his friends in search of a substitute, he
deeply resents the gross selfishness of his parents, whose
advanced age made it ridiculous, in his opinion, that they should
not sacrifice themselves for his comfort. He complains bitterly
of his dreadful lot in losing so excellent a wife, but here again
evidently on selfish grounds, and vows eternal hatred to and
separation from his father, who comes with gifts for the dead,
and defends himself against his son’s attack by protesting his
own equal love of life, and that it was no Greek fashion to
sacrifice the parent for his child. This is the only feature of the
play which modern ecritics have been able to reprehend, and
they have done so with some unanimity, whether they regard the
play as one of the worst of Euripides, like Scholl, or as one of the
best, like Klein and Patin. Itseems to me that they have totally
missed Euripides’ point, and the most profound in the play, by
this criticism. The poet does not conceive the sacrifice of
Alcestis, as the speaker in Plato’s Symiposium (179 B) does, to
be a sacrifice of one lover for another—an aspect sure to pre-
dominate in all the modern versions. It is not for the love of

TEFTR S e s
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Admetus that she dies. She represents that peculiar female
heroism, which makes affection the highest duty, but obeys the
demands of affection in the form of family ties, as the dictates
of the highest moral law. We see these, the heroines of common
life, around us in all classes of society. But I venture to assert
that in no case does this heroic devotion of self-sacrifice come
out into such really splendid relief, as when it is made for selfish
and worthless people. It is therefore a profound psychological
point to represent Admetus a weak and selfish man, blessed, as
worthless men often are, by special favours of fortune in wealth
and domestic happiness, and very ready to perform the ordinary
duties of good fellowship, such as hospitality, but wholly un-
equal to any real sacrifice. It 1s for such an one that Alcestis
dies—in fact, she dies not for Admetus, but for her husband and
children’s sake, and would have done so had she been given in
marriage to any other like person. This is the true meaning of
those disagreeable but profoundly natural scenes, which shocked
those advocates of rhodomontade in tragedy who make Admetus
vie with his wife in heroism. If M. Patin holds that such senti-
ments, though natural, are concealed within the breast, and
never confessed, he forgets that Euripides wrote in a vastly more
outspoken society than ours.

This curious and very comic dialogue is, however, interrupted
by the entrance of Heracles, who comes on his journey to
yisit his guest friend, and is received with the truest hospitality
by Admetus, who cenceals his misfortune, in order to make his
friend at home. As M. Patin observes, the height of pathos
already attained would be impossible to sustain, and therefore
the tone of the play is most skilfully changed.! The rollicking
and convivial turn of Heracles is in sharp discord with the

! The contrast of grief and of mirth, brought out by this scene, which
greatly disgusted Voltaire, and is totally opposed to French notions of
tragic dignity, has been by later French critics compared with the musi-
cians’ scene near the end of Komeo and Fuliet. 1t is remarkable that
Milton’s preface to the Sawmson Agonistes, which adopts the tone of the
French drama (I suppose quite independently), specially censures the in-
troduction of low comic characters in tragedy, and sets up the great Greel:

tragedies as the proper models, apparently in oppositicn to Shakspeare's
school.
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profound grief of the household, and no one is more pained
by it than the worthy hero himself, who with true practical
energy sets about at once to rescue Alcestis from death, and
50 requite his friend for his kindness. The character of Heracles
is not inferior in drawing to any of the rest, and every fair critic
will be justly astonished at this profound and curious antici-
pation of many strong points in the modern drama. The chorus
is throughout a sympathetic spectator of the action, and the
choral odes are not only highly poetical and elegantly con-
structed, but all strictly to the point. Thus even in the ode
which is supposed to express the poet’s mind,! the learning
alluded to by the chorus is that Thracian learning which was
naturally accessible to Thessalians. The usual attacks on Euri-
pides’ lyrics have therefore no place here.

$ 201, There is a strange external resemblance between the
concluding scene and that of the [1uter’s Tale, which has not
escaped the commentators. No subject has proved more attrac-
tive than this beautiful legend, and yet no one has ever ap-
proached in excellence its treatment by Euripides. There is an
old Indian parallel in the Mahibharata, where Savitri, like
Alcestis, rescues from the power of Yama, the Lord of the nether
world, her husband’s life. Euripides’ play was parodied by Anti-
phanes in a comedy brought out in the 106th Olympiad. There
were two Latin versions, one by Attius, and another of doubtful
authorship. Buchanan produced a Latin translation in 1543,
which was acted by the pupils of the College de Bordeaux. It is
not worth while specifying the series of travesties or modifica.
tions which occupied the French stage from 1600 to the end of
the last century. Racine, it may be observed, turns aside in
the Preface to his Zphigénie to defend it against the shallow
criticism of his day. Gluck’s famous music has perpetuated
through Europe a very poor Italian libretto by Calzabigi in
1776. But in 1798 Alfieri, who had abandoned writing, was
so struck with the play, which he then learnt to know in the
original, that he not only translated it, but wrote an Aestis of
his own, which was published after his death. As usual, he has

' vv. 962, sq. : éyw Gt Modoas

ral ueTapoios fita kA,
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made all the characters great stage heroes at the sacrifice
not only of nature but of all real interest. Like the French
imitators, he makes Admetus, and even Pheres, heroes, and
rreates a romantic ground of natural love and respect for the
sacrifice of Alcestis, and for a competition between husband and
wife, which completely spoils Euripides’ deep and subtle plan.
Translations and moderately faithful imitations were produced
on the Paris stage in 1844 and 1847 ; others have been since
published in France. Among English poets Milton has alluded
to the legend in his 23rd sonnet,

Methought I saw my late espoused saint
Brought to me, like Alcestis, from the grave ;

and recently Mr. Wm. Morris has given a beautiful and original
version, not at all Euripidean, in the first volume of his Zartily
Paradise. There isa good translation by Banks (:849). By far
the best translation is Mr. Browning’s, in his Balaustion’s Adven-
ture, but it is much to be regreited that he did not render the
choral odes into lyric verse. No one has more thoroughly
appreciated the mean features of Admetus and Pheres, and
their dramatic propriety. A tolerably faithful transcript, adapted
for the lyrical stage by Frank Murray (from Potter’s version),
was set to music by Henry Gadsby, on the mode! of Mendels-
sohn’s Awntigone, which seems likely to inspire a good many
imitations. There are excellent special editions by Monk and
G. Hermann, as well as a recension by G. Dindorf.

§ 202. The Medea came out in 431 B.C. along with the
poet’s Philoctetes, Dictys, and the satyric Reapers (the last was
early lost). It was based upon a play of Neophron’s, and only
obtained the third prize, Euphorion being first. and Sophocles
second., It may accordingly be regarded as a failure in its
day—an opinion apparently confirmed by the faults (viz. Egeus
and the winged chariot) selected from it as specimens in Aris-
totle’s Poetic. There is considerable evidence of there being a
second edition of the play, and many of the variants, or so-
called interpolations, scem to arise from both versions being
preserved and confused. Nevertheless there was no play of
Euripides more praised and imitated by both Romans and
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moderns. It is too well known to demand any close analysis
here. The whole interest turns upon the delineation of the
furious passion of Medea, and her devices to punish those who
have offended her. The other characters, with the exception
of the two aged and faithful servants, who admirably introduce
the action, are either mean or colourless. Iason is a sort of
Aneas, who endeavours to justify ,his desertion of his wife by
specious falsehoods, and is not even, like the hero of Virgil, in-
cited by the voice of the gods. His grief for his children is
considered by some critics to atone for these grave defects.
The rest are not worth mentioning, if we except the chorus of
Corinthian women, which in this play justifies the censure of the
critics, inasmuch as it coolly admits the confidences of Medea
and hears fearful plots against the king and the princess of the
land, without offering any resistance. Itremonstrates but feebly
even with her proposed murder of her children. The most
celebrated chorus, which is a beautiful eulogy upon Athens,
is merely suggested by the accident that Aigeus, its king,
1s about to harbour a sorceress and a wholesale murderess,
even of her own family. Yet the passage, though quite irrele-
vant, is very famous.! The whele episode of Algeus, who is
introduced in grder that the omnipotent sorceress, with her
winged chariot, may not be cast out without a refuge, has been
justly censured in the Poetic and elsewhere as a means not
required, and as an otiose excrescence to the play, not without
offensive details.” Nevertheless the vehement and command-
ing figure of the heroine has fascinated the great majority of
critics, who, like every public, seem to miss finer points, and
appreciate only the strong lines, and the prominent features of
violent and unnatural passion.

M. Patin ® draws a most interesting comparison with the 77a-

' wv. 824-45.

* If Medea, as some critics suppose, and as the chorus appears to
assume (v. 1385), really offers herself in marriage to the childless JEgeus
in this scene, I can hardly conceive Aristophanes passing over such a
feature. According to the legend, she did live with him, and bore him a
son called Medus. She seems to have appeared as his wife in Euripides
tragedy of /Aigeus, in which she endeavours to poison Theseus.

» Euripide, i. p. 118,
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chiniz of Sophocles, which certainly bears some relation of con-
scious contrast to the Medea, but unfortunately we do not know
which of the two plays was the earlier, and therefore which of
the poets meant to criticise or improve upon the other. I ven-
ture to suppose that Sophocles desired to paint a far more
natural and womanly picture of the sufferings of a deserted
wife, who, without the power and wickedness of Medea, still
destroys her deceiver, and brings ruin on herself, in spite of her
patience and long-suffering. The coincidence of the two plays,
the foreign residence of both heroines, the poisoned robe, the
pretended contentment of both to attain their ends, is very
striking. But the Z7achinie, in my opinion the finer play, has
made no mark in the world compared to the AMedea, whose
fierce fury has always been strangely admired.

The Greek critics even went so far as to censure what we
should call the only great and affecting feature of the play—
the irresolution and tears of the murderess,! when she has re-
solved to sacrifice her innocent children for the mere purpose
of torturing her faithless husband. This criticism is apparently
quoted in the Greek argument as the opinion of Dicearchus
and of Aristotle. Surely it may be affirmed, that if this feature
caused the failure of the piece, we may indeed thank Euripides
for having violated his audience’s notions of consistency. The
" <cene of irresolution and of alternation between jealous fury
and human pity must always have been, as it now is, a capital
occasion for a great display of genius in the actor or actress of
the part, and this is doubtless the real cause of the permanent
hold the piece has taken upon the world. I may also call
attention to the great speech of Medea to Tason,? which argues
indeed the very strongest case, but is nevertheless, especially
At its conclusion, an admirable piece of rhetoric.

§ 203. We actually hear of six Greek Medeas, besides the early
play of Neophron,® not to speak of the comic parodies. Ennius

' vy, 1021, 5q. ? vv. 465, sq.

5 The text of the dwdfeais to our Medea, which mentions this play,
being corrupt, some critics have thought that the play of Neophron, from
which Stobgeus cites the monologue of Medea, was an imitation by a poet

of the date of Alexander. 1 do not think the author of the argument can
nossibly have meant this, however the words are taken.



108 HISTORY OF GREEK ILITERATURE. CH. XVIL

imitated the play of Euripides,! and both Cicero and Brutus
are said to have been reading it or citing it in their last
moments—no mean distinction for any tragedy. The opening
lines are very often cited in an elegant version by Phzdrus.
Horace too alludes to it, and Ovid’s earliest work was a
Medea, which was acted on the Roman stage with applause,
when the author, years after, was in exile. It is praised by
Tacitus and Quintilian, and does not seem to have been a mere
translation from Euripides. There remains to us, unfortunately,
a Medea among the works of Seneca, who could not refrain
from handling a subject so congenial to Roman tastes. But in
this play the magic powers of the sorceress are the great
feature, the age having turned from an effete polytheism to the
gloomy horrors of magic and witchcraft. The fury of the mur-
deress is exaggerated even beyond the picture of Euripides,
and the whole play glitters with the false tinsel of artificial
rhetoric. Buchanan gave a Latin version of the play, and
Dolce an Italian, but Pérouse followed Seneca in his French
play (1553), as did Corneille (1635), and Longepierre (1694).
These poor imitations dilated on the amours of Iason, and re-
presented Creon and his daughter in a sort of awfo da fé on the
stage ; but Voltaire, in ecriticising them and Seneca’s AMedea,
thinks fit to include the Greek play, which, as M. Patin ob-
serves, he seems not to have read. There was an English ver-
sion by Glover in 1761, which humanises and christianises both
Iason and Medea, and makes her crime the result of a delirious
moment. Grillparzer’s trilogy (the Golden Fleece) in its last play
likewise softens the terrible sorceress, and drives her to the erime
by the heartlessness of her children, who will not return to her
from the amiable Creusa, when the latter desires to surrender
them. The same features mark the Medeas of Niccolini, of
Lucas, brought out in Paris in 1855, and of Ernest Legouvé,

! Cicero speaks of it as a literal translation from the Greek, but this is
not verified by the fragments, which both in this and the other Ennian
imitations cannot be found in our Greek originals. This variation from
the models is too persistent to be accounted for by first editions, or by
emended copies of the Greek plays used by Ennius, and must be taken as

conclusive evidence that his versions were {ree renderings, paraphrasing the
rense, and changing the metres, as we can show from extant [ragments,

T i S S
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which in its Italian dress has afforded Mde. Ristori one of her
greatest tragic triumphs, and which is still performed in Paris.
But the play is no longer the savage and painful play of Euri-
pides, and is, I confess, to me not inferior. The opera offers
us Hoffmann's elegant version, set to music by Cherubini, and
I might add the Norma of Bellini, where the main situation 1s
copied from the Medea, though compassion prevails. The
best editions are Kirchhoff’s (1852) and Prinz’ (1879) for
criticism, those of Wecklein (1879) and A. W. Verrall (1881)
for exegesis also, the last excellent.

Klinger's modern reproduction is praised by the Germans.
The beautiful epic version of Mr. Morris, in the last book of
his Zife and Death of lason, handles the myth (as 1s his wont)
very freely, and dwells chiefly on the gradual estrangement of
TIason through the love of Glauce, and the gradual relapse of
Medea from the peaceful and happy wife to the furious sorceress.

§ 204. The Hippolytus (srepaviac, or crowned, to distinguish
it from the earlier xalvrroperog, veiled, of which the expla-
nation is now lost) appeared three years after the Jedea, in
428 B.C., and is our earliest example of a romantic subject in
the Greek drama.! We are told that it obtained the first place
against Tophon and Ion’s competition, but we are not told
whether or what other plays accompanied it, nor of the plays
it defeated. The earlier version of the play was not only read
and admired, but possibly copied in the play of Seneca;
yet it failed at Athens, chiefly, it is thought, because of the
boldness with which Phadra told her love in person to her
stepson, and then in person maligned him to his father. In
Seneca she uses incantations to the moon, and justifies her
guilt by Theseus’ infidelities. It is only upon his death that
_she confesses her guilt and dies. This may have been the plan
remodelled in the play before us, and it is a literary fact of no
small interest to know that Euripides certainly confessed his
earlier failure and strove to improve upon it, with success, while
at the same time he allowed the earlier form to be circulated.
For it implics both a real desire to please the Atheman audi-
ence, and also a certain contempt for their censure, in which
the smaller reading public of the day probably supported him,

! We have lost /Eschylus’ Myrmidvns, perhaps an earlier example.
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The delineation of the passion of Phaedra is the great
feature of the play, and it is indeed drawn with a master hand.
Butin one point' the modern reader feels shocked or dissatisfied,
in her sudden determination, not adequately motived in the
play, of involving Hippolytus in her ruin by a bare falsehood,
and it is peculiarly Greek that this odious crime should not be
held to prevent her dying with honour and good fame (eiwAénc).
In our day we should be more disposed to pardon unchastity
than this deliberate and irremediable lying, nor would any
modern poet paint it in a woman of Phadra’s otherwise good
and noble character.

All the advances to Hippolytus, and the inducements to
crime, which Phaedra at first honestly and nobly resists, are
suggested by her nurse, a feeble and immoral old woman, wheo
perhaps talks too well, but plays a very natural part. The
character of Hippolytus, which is admirably sustained through
the play, is cold and harsh, and what we might call offensively
holy. It was a character with which no Greek public could
feel much sympathy, as asceticism was disliked, and even cen-
sured on principle. There 1s indeed no commonplace more
insisted upon all through the tragedies than that the delights of
moderate love (as compared with the agonies of extreme pas-
sion) are to be enjoyed as the best and most real pleasure in this
mortal life. It is, therefore, from this point of view that the
poet, while he rewards Hippolytus’ virtue with heroic honours
after death, makes him a capital failure in life. The hatred
of Aphrodite, who is drawn in the worst and most repulsive
colours, seems to express the revenge of nature upon those who
violate her decrees. Probably the spite of Aphrodite, as well
as the weakness of Artemis, the patron goddess of the hero,
is also intended to lower the conception of these deities in.
the public mind. It is a reductio ad absurdum of Divine
Providence, when the most awful misfortunes of men are
ascribed to the malice of hostile and the impotence of friendly
deities. Some good critics have indeed defended Artemis, and
called her a noblg character in this play ; but what shall we say
of a deity who, when impotent to save her favourite, threatens?

V Aristoph. Apelogy, p. 26. ? v. 1420,
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that she will be avenged by slaying with her arrows some
favourite of Aphrodite? This is verily to make mankind
the sport of malignant gods. Euripides cannot have given them
these miserable parts, without intending to satirise the popular
creed, and so to open the way for higher and purer religious
conceptions. The chorus is a weak, and sometimes irrele-
vant spectator of the action, a necessary consequence, indeed, of
its being present during the whole of the action, and, there-
fore, not fairly to be censured. One very elegant chorus on
the power of Eros! may be compared with the parallel ode in
Sophocles’ Antigone. There is a chorus of attendants (what was
called a mapayopiynua) which accompanies Hippolytus at the
opening, and which is distinct from the proper chorus—a rare
device in Greek tragedy. Nothing will show more clearly the
sort of criticism to which Euripides has been subjected, in ancient
and modern times, than the general outcry against a celebrated
line uttered by Hippolytus: ¢ My tongue has sworn, but my
mind has taken no oath’ (i) y\wes f':.,uu’rpux‘, i) 6 ppyv drwporoc),
He exclaims this in his fury, when the old nurse adjures him by
his oath not to betray her wretched mistress. It seems indeed
hard that a dramatic poet should be judged by the excited
utterances of his characters, but it 1s worse than hard, it is shame-
fully unjust, that the critics should not have read on fifty lines,
where the same character Hippolytus, on calmer consideration,?
declares that, were /e not bound by the sanctity of his oath,
he would certainly inform Theseus. And he dies simply
because he will not violate this very oath, stolen from him
when off his guard. I doubt whether any criticism, ancient or
modern, contains among its myriad injustices, whether of negli-
gence, ignorance, or deliberate malice, a more flagrantly absurd
accusation. And yet Aristophanes, who leads the way in this
sort of falsehood, 1s still extolled by some as the greatest and
deepest exponent of the faults of Euripides.

Aisciylus and Sophocles, as might be expected, did not
touch this subject, but Agathon appears to have treated it.?

' vv. §25-04 ; translated for me by M. Browning in my monograph
on Euripides, p. 116,

* v. 657. ¥ Aristoph, Zhesmoph. 153,



[12 HISTORY OF GREEK LITERATURE. CH. XVIL

There was an Hippolytus by Lycophron, and though the older
Roman tragedians have left us no trace of a version, the allu-
sions of Virgil in the ZEneid,' and the perpetual recurrence
of the subject in Ovid,? show how well it was known in the
golden age of Roman literature.

The Hippolytus of Seneca, from which the scene of Phaedra’s
personal declaration to Hippolytus was adopted by Racine
in his famous play, is still praised by French critics. It was
highly esteemed, and even preferred to the Greek play, in the
Renaissance. It was acted in Latin at Rome in 1483, and
freely rehandled by Garnier, in a French version, in 1573.
The next celebrated French version was that of Gilbert, Queen
Christina’s French minister in 1646. But his very title,
Hippolyte ou le Gargon insensible, sounds strange, and the play
1s said nevertheless to have admitted a great deal of gallantry
in the hero. In 1677 Racine produced his famous Phédre, of
which the absolute and comparative merits have been discussed
in a library of criticism. A hostile clique got up an opposition
version by Pradon, and for a moment defeated and disgusted
the poet, but the very pains taken by Schlegel, and even by
French critics, to sustain Euripides against him, shows the real
importance of the piece. For a long time, in the days of
Voltaire and La Harpe, and of the revolt against antiquity,
Euripides was utterly scouted in comparison. But now-a-days,
when the wigs and the powder, the etiquette and the artifice, of
the French court of the seventeenth century can hardly be toler-
ated as the decoration for a Greek tragedy, it is rare to find
the real merits of Racine admitted, in the face of such tasteless
and wvulgar anachronism. Yet for all that, Racine’s Phédre
is a great play, and it is well worth while to read the poet’s short
and most interesting preface, in which he gives the reasons for
his deviations. He grounds the whole merit of his tragedy, as
Aristophanes makes Aschylus and Euripides argue, not on its
poetical featares, but on its moral lessons. He has spoilt Hip-
polytus by giving him a passion for the princess Aricie, whom
Theseus, for state reasons, had forbidden to marry. But this

' vii, 761I.
¥ Fasti, iii. 260, vi. 733 ; Metam, xv, 492 ; Lpist, Her, iv,
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additional cause of Hippolytus’ rejection of Phaedra’s suit adds
the fury of jealousy to her madness, and is the main cause of
her false charge against him, thus giving a motive where there
is hardly a sufficient one in Euripides. The passage in which
- she shrinks from the death she is seeking, at the thought of
appearing before her father Minos, the judge of the dead, is
very finely conceived ; on the whole, however, she exhibits too
much of her passion in personal pleading on the stage, and so
falls far behind Euripides’ Phaedra in delicacy.

There was an English Phaedra by Edmund Smith in 1707,
based on both Racine’s and Pradon’s, and like them full of court
mtrigues, captains of the household, prime ministers, and the
like. There were operas on it attempted by Rameau (1733),
and by Lemoine (1786), neither of which is now known. The
Greek play was put on the German stage faithfully in 1851, but
was found inferior to Racine’s for such a performance. There
are special editions by Musgrave, Valckenaer, Monk, and lastly
by Berthold.! We know from the fragments of lost plays, and
from the criticisms of Aristophanes, that Euripides chose the
painful subject of a great criminal passion for several plays, the
Phrixus, Sthenobaea (Bellerophon), and certainly the Phanix,
built upon the narrative of the aged hero in the ninth book of the
I[liad. If we could trust Aristophanes, we might suppose that
he was the first to venture on such a subject, but the allusions
of the critics to Neophron's Medea, and the traces of similar
subjects in the fragments of Sophocles, make it uncertain
whether he was the originator, as he certainly was the greatest
master, in this very modern department of tragedy.

§ 205. The Andromache need not occupy us long, being
one of the worst constructed, and least interesting, plays of
Furipides. The date 1s uncertain, as it was not brought
out at Athens, perhaps not till after the poet’s death, and is
only to be fixed doubtfully by the bitter allusions to Sparta,
with which it teems. It has indeed quite the air of a
political pamphlet under the guise of a tragedy. It must,

' I can recommend a very faithful poetical version by Mr, M. P. Fitz-

gerald (London, 1867), in a volume before cited, and entitled 7%e Crowned
Hippolytus, Another by Miss Robinson has since appeared,

YOIL. 1.2 1
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therefore, have been composed during the Peloponnesian war,
possibly about 419 B.C.'! The character of Andromache (now
the slave and concubine of Neoptolemus), who opens the play
as a suppliant telling her tale and mourning her woes in elegiacs
‘a metre never used elsewhere in our extant tragedies), is well
conceived, and the scene in which her child, whom she had
hidden, is brought before her by Menelaus, and threatened with
instant death if she will not leave the altar, is full of true Eu ri-
pidean pathos. The laments of mother and child, as they are
led away to execution, are in the same strain, but are inter-
rupted by the suzprise of Peleus appearing just in time—a rare
expedient in Greek tragedy. On the other hand, the characters
of the jealous wife Hermione, and her father Menelaus, are
violent, mean, and treacherous beyond endurance. ‘They
represent the vulgarest tyrants, and are rather fit for Alfiert’s
stage. All this is intended as a direct censure on Sparta,
a feeling in which the poet hardly varied, as Bergk justly ob-
serves, though it is seldom so unpleasantly obtruded upon us as
in thisplay.2 When Andromacheand her child are saved, after
a long and angry altercation between Peleus and Menelaus, the
play is properly concluded, but is awkwardly expanded by a
sort of afterpiece, in which Hermione rushes n, beside herself
with fear at what she has dared in the absence of her husband.
This emotional and absurd panic opens the way for the appear-
ance of Orestes, with whom she at once arranges a mariage de
convenance of the most prosaic kind, and flies. Then follows the
elaborate narrative of the murder of her former husband Neop-
tolemus at Delphi, owing to the plots of Orestes. The lamen-

1 The choral metres, which are chiefly dactylico-trochaic, instead of the
glyconics afterwards in favour, and which Dindorf considers a surer internal
mark than general anti-Spartan allusions, point to an earlier date, and
agree with the schol. on v. 445, which conjectures the play to have been
composed at the opening of the Peloponnesian War. On the other hand,
the allusion to this play at the end of the Orestes (vv. 1653, sq.) seems as
if its memory were yet fresh, and suggests a later date.

2 The Helena is an exception (below, p. 129). When Menelaus asserts
(vv. 374 and 585) that he will kill Neoptolemus' slaves, because friends
should have all their property in common, this seems like a parody on the
habits, or supposed habits, of the club life led by the Spartans at home.
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tations of Peleus, and the divine interposition, and settlement of
the future, by Thetis, conclude the play. Though justly called a
second-rate play by the scholiasts, it was well enough known to
be quoted by Clitus ! on the undue share of glory obtained by the
generals of soldiers who bore the heat and burden of the day, and
thus it cost him his life at the hands of the infuriated Alexander.
The Andromache of Ennius, of which we have a considerable frag-
ment, seems to embrace the time of the capture of Troy, and not
the period of this play ; but the sth book of Vergil's ZAneid is
evidently composed with a clear recollection of it.? The
famous Andromague of Racine only borrows the main facts
from the story as found in Euripides and Vergil, and expands it
by introducing a motive which does not exist in the Greek
play, that of the passion of love. He moreover felt bound to
soften and alter what Euripides had frankly put forward, not
only as the usage of heroic times, but even of his own day—the
enforced concubinage of female captives, however noble, and
the very slight social stain which such a misfortune entailed.
On this I have elsewhere commented.® The ode on the
advantages of noble birth * strikes me as peculiarly Pindaric in
tone and diction—more so than any other of Euripides’ choral
songs. The tirade ® against the dangers of admitting gossiping
female visitors to one’s house seems just like what Aristophanes
would recommend, and may be a serious advice intended by
the poet.

§ 200. The Heracleide, a play less studied than it deserves,
owes some of this neglect to its bad preservation. It dates
somewhere in Ol. 88-9o, and celebrates the honourable conduct
of Athens in protecting the suppliant children of Heracles, and
her victory over the insolent Argive king Eurystheus, who in-
vades Attica to recover the fugitives. The play was obviously
intended as a political document, directed against the Argive
party in Athens during the Peloponnesian War. It is cer-
tain that at this agitated time the tragic stage, which should

' vv. 603, 5.
* The contrasts between the conception of Vergil and that of Euripides
have been admirably pointed out by Patin, Euripide, i. p. 291.
3 Social Greece, p. 119. ' vv. 764, sq. * vv. 930, sq.
12
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have been devoted to joys and griefs above mean earthly
things, was degraded, as its modern analogue the pulpit has
often been, to be a political platform, but a platform on which
one side only can have its say. But together with this main
idea, Euripides gives us a great many beautiful and affecting
situations, and it may be said that for tragic interest none of his
plays exceed the first part, ending, unfortunately, with a huge
gap after the 629th line. Many critics have censured it in
ignorance of this capital fact, and also of some lesser mutila-
tions at the end, which is now, as we have it, clearly unfinished,
and therefore unsatisfactory.!

The play opens with the altercation between the violent
and brutal Argive herald, Kopreus, who is very like the herald
in Aschylus’ Supplices, and the faithful Tolacs, who in extreme
age and decrepitude endeavours to guard the children of his old
comrade in arms. Itis remarkable how Greek tragedians seem
consistently to ascribe this impudence and bullying to heralds,
so unlike those of Homer. The chorus interferes, and presently
Demophon appears, and dismisses the insolent herald, not with-
out being seriously tempted to do him violence. The poet
evidently had before him the other version of the legend, that
this herald was killed by the Athenians. But when the Athen-
ian king has undertaken the risk of protecting the fugitives,
the prophets tell him that a noble virgin must be sacrificed to
ansure his victory. This news gives rise to a pathetic scene of
despair in Iolaos, who has been driven from city to city, and
sees no end to the persecution. But the old man’s idle offer
of his own life is interrupted by the entrance of Macaria, one
of the Heracleide, who when she hears of the oracle, calmly
offers herseif, despising even the chance of the lot among her
sisters. Nothing can be finer than the drawing of this noble girl,
one of Euripides greatest heroines. But unfortunately the
play breaks off before the narrative of her sacrifice, and there
is donbtless also lost a &emmos over her by Alcmena and the

! These lacunze are obvious from the fact that more than one ancient
gitation from the play is not in our texts. Kirchhoff was (I believe) the
Sest to lay stress on this, and to seels the exact places where the gaps
occur.  The name Macaria does not occur in the text,
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chorus. The interest of the spectator is then transferred to the
approaching battle, and the warlike fire of the decrepid Iolaos,
who insists on going into the ranks ; and as the putting on of
armour would, 1 suppose, have been impossible to an actor on
the Greek stage, the messenger, a servant of Hyllus, discreetly
offers to carry it till he has reached the field. The manifestly
comic drawing of Iolaos in this scene appears to me a satire on
some effete Athenian general, who, like our Crimean generals,
undertook active service when no longer fit for it. DBut by a
miracle, which is presently narrated, he recovers his youth, and,
with Hyllus, defeats and captures Eurystheus. The mutilated
concluding scene is again a discussion of a matter of present
interest—the fate of prisoners taken in battle. Alcmena, with
the ferocity which Euripides generally depicts in old women, de-
mands his instant death. The chorus insist that by the laws
of Hellenic warfare an adversary not killed in battle cannot be
afterwards slain without impiety. Eurystheus seems to facili-
tate his own death by prophesying that his grave will serve
Athens ; in this, very like the later (Edipus at Colonus of
Sophocles—a play with which the present has many features
in common, The chorus appears to yield ; the real settlement
of the dispute is lost.

The imitations of this play are few. Dauchet’s (1720) and
Marmontel's (1752) are said to contain all the vices of the
French tragedy in no ordinary degree. The only special edi-
tion quoted is that of Elmsley. To many ordinary students of
Greek literature the very name of Macaria i1s unknown,

§ 207. I take up the Supplices next, of which the date, also
uncertain (most probably 420 B.c., shortly after the battle of
Delium), is not far removed from that of the /eracleide, and
of which the plan is very similar, though the politics are quite
different. For as in the former play hostility to Argos, and its
wanton invasion of Attica, were prominent, so here alliance and
eternal friendship with Argos are most solemnly inculcated. If
it be true, as all critics agree, that these plays were brought on
the stage within three or four years of one another, during the
shifting interests and alliances of the Peloponnesian War, it
will prove how completely Euripides regarded them as tem-
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porary political advices, varying with the situation, and In
which the inconsistencies were not of more importance than
would be the inconsistencies in a volume of political speeches.
| think, moreover, that we may clearly perceive in the discus-
sions on monarchy, democracy, and general statecraft, which
lead away the characters from their proper business, a growing
tendency in tragedy to become a written record, and to appeal
to a reading public, instead of the listening crowd in the
theatre. Euripides, in the long and interesting debate between
the Theban herald and Theseus, is so conscious of this, that
he makes Theseus comment on the volubility of the herald in
matters not concerning him, and wonder at his own patience in
replying to him. It is thus quite plain that what are called
rhetorical redundancies in this and other Euripidean plays are
deliberately admitted by the poet as subservient to an important
purpose—that of the political education of the people from his
point of view.

The author of the argument, of which only a fragment
remains, regards the play as an encomium of Athens. But this
direct or indirect laudation of Athens occurs so perpetually all
through Greek tragedy, that it seems a mistake to make #}at
the main object of the play in which it differs only in degree
from so many others. I think the wearisome recurrence of
this feature, and the favour with which we know it was received,
bespeak a very vulgar vanity on the part of the Attic public,
and a great deficiency in that elegance and chastity of taste
which they and their modern critics perpetually arrogate as
their private property.

This play is among the best of Euripides. After a short
prologue from Athra—which is really an indirect prayer to
Demeter at Eleusis—the chorus enters with a truly AEschylean
parodos, as indeed, all through the play, the chorus takes a
prominent part in the action. It consists of the seven mothers
of the slain chiefs before Thebes, together with their seven
attendants. At the end of the play there is, besides, a chorus
of the orphans. The long dialogue between Theseus and
Adrastus, who accompanies the suppliants, is full of beauty, and
also of proverbial wisdom, on which account it has been also
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considerably interpolated. Theseus is, as usual, represented as
a constitutional monarch, who practically directs a democracy
—probably on the model afforded by Pericles. But when he
determines to help the suppliants and to send a herald to
demand the burying of the slain, he is anticipated by the Theban
herald, who comes to threaten Theseus and to warn him not to
take these steps. 'The long discussion between them, ending, as
usual, in an agitated séretto of stichomuthia,! is the most interest-
ing exponent of the poet’s political views in all his extant works.
I'he two divisions of seven in the chorus sing an amoeebean
strain of anxious suspense, till in a few moments a messenger
comes in, and (in violation of the unity of time) narrates at
length Theseus’ victory. Then come in the bodies of the slain
chiefs with Theseus, and there follows a great Jamentation

L

scene, in which Adrastus speaks the éloge of each. Presently
Evadne, the wife of Capaneus, and sister of Hippomedon,
followed upon the stage by her father Iphis, from whom she
has escaped in the madness of her grief, enters upon a high
cliff over the stage, and casts herself into the pyre. The
Jaments of Iphis are written with peculiar grace. The con-
tinued wailing of the two choruses, children and parents of the
seven chiefs, are interrupted by Adrastus’ promise of eternal
gratitude. ILastly, Athene comes in ex machina in a perfectly
otiose and superfluous manner, to enforce the details of the
treaty between Athens and Argos.

The subject had been already treated in Aschylus's Fleu-
sinians. The celebrity of the present play may be inferred from
the dream of Thrasyllus, on the night before Arginuse, that he
and his six colleagues were victorious in playing the Phenisse
against the hostile leader’s Supplices, in the theatre of Athens,
but that all his colleagues were dead. Elmsley’s and G. Her-
mann’s are the best editions, Elmsley’s completing Markland’s
labours.

§ 208. The Hecuba was brought out before the Clouds of
Aristophanes, where it 1s alluded to (in Ol 89,1). From a

i M, Patin (ii. p. 195) notices this just representation of nature by
the Greek tragic poets, for discussions, at first cool, are apt to become
violent, and compares it to the parallel feature in the modern opera.
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further allusion in the play itself to the Deliac festival, restored
in Ol 88, 3, it seems tolerably certain that it must have ap-
peared in OL 88,4 (425 B.C.), and may therefore have been
earlier than the plays last mentioned. But it belongs to the same
period of the poet’s style, and differs considerably in this
respect from the Z7vades, which treats almost the same sub-
ject, but was brought out eight or nine years later. I will
therefore not discuss them in conjunction, as some critics
have done, but follow in preference the order of time. The
Hecuba has aiways been a favourite play, and has not only
been frequently imitated, but edited ever since Erasmus’ time
for school use. Itis by no means so replete with political
allusions as the Sugplices, and is on the whole a better tragedy,
though not so interesting to read. It treats of the climax of
Hecuba’s misfortunes, the sacrifice of Polyxena at the grave of
Achilles,! and the murder of Polydorus, her youngest son, by
his Thracian host, Polymestor. The chorus of Trojan captives
sings odes of great beauty, especially that on the fall of Ilium,?
but does not enter into the action of the play. The pleading of
Hecuba with Odysseus, who comes to take Polyxena, is full
of pathos ; and so is the noble conduct of the maiden, who is
a heroine of the same type as Macaria, but varied with that
peculiar art of Euripides which never condescends to repeat
itself. Macaria has. the highest motive for her sacrifice—the
salvation of her brothers and sisters. Polyxena is sacrificed to
an enemy, and by enemies, and is therefore obliged to face
death without any reward save the escape from the miseries
and disgrace of slavery. Yet though she dwells upon these very
strongly, she seems to regret nothing so much as the griefs of
her wretched and despairing mother.

The narrative of her death (which in Macaria’s case is unfor-
tunately lost) forms a beautiful conclusion to the former half of
the play, which is divided, like many of Euripides’, between two
Interests more or less loosely connected. In the present play

* It is to be noted that the scene being laid in Thrace, and the tomb of
Achilles being in the Troad, the so-called unity of place is here violated,
as often elsewhere in Greek tragedy.

® vv. 9o5, sq. : ov wéy, & rarpls "Ids, k. r.A,
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tie nexus, though merely accidental, is most artfully devised, for
the fellow slave, who goes to fetch water for Polyxena’s funeral
rites, finds the body of Polydorus tossing on the shore. This
brings out the fierce element in the heart-broken mother. She
debates, in an aside not common on the Greek stage,! whether
she will plead her case of vengeance to Agamemnon, and then
she does so with great art, if not with dignity. Upon his acquie-
scence, she carries out her plot vigorously, murders Polymestor’s
children, and blinds the king himself, whose wild lamentations,
with Hecuba's justification by Agamemnon, and the Thracian’s
gloomy prophecies, conclude the play. The change of the
heart-broken Hecuba, when there is nothing more to plead for,
from despair to savage fury, is finely conceived, and agrees with
the cruelty which Euripides is apt to attribute to old women in
other plavs. M. Patin compares her to the Margaret in Shak-
speare’'s Richard ///. Nevertheless Hecuba’s lamentation for
her children is conceived in quite a different spirit from that of
the barbarous Thracian, who is like a wild beast robbed of its
whelps, as the poet more than once reminds us.

It may fairly be doubted whether Sophocles’ Polyxena was
superior, or even equal to Euripides’ heroine. Ennius selected
the Hecuba for a translation, which was admired by Cicero and
Horace. Vergil and Ovid recur to the same original in some of
their finest writing. The earliest modern versions were by Eras-
mus into Latin, Lazare Baif mto French, and Dolce into Italian.
In Hamlef the sorrows of Hecuba are alluded to as proverbial,
but probably in reference to Seneca’s play, which will be con-
sidered when we come to the Zroades. Contaminations of the
two plays were common in France all through the seventeenth
and eighteenth centuries. M. Patin selects for special censure
those of Pradon (1679), and Chateaubrun (1755). Porson

.and G. Hermann have spent critical labour on the recension
and illustration of this play ; the scholia upon it are unusu-
ally full. There was an anonymous English version called
‘Hecuba, a tragedy,” catalogued as by Rich. West, Lord

' This feature recurs in the famous dialogue between Ion and Creusa
(fon, 424, sq.), and elsewhere in that play, and may belong to the later
style of Euripides.
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Chancellor of Ireland, published in London in 1726." Though
the author, who does not name himself, says nothing about
his handling of the play, and speaks of it as a translation,
he has made notable changes; in fact, it is rather a French
than a Greek tragedy. The chorus and second messenger’s
speech are omitted, and both Polymestor and Hecuba have
attendants, with whom they converse. The plot is consider-
ably changed. There is now a good edition of the play by
Wecklein (1877).

§ 209. The Raging Heracles (Hpar\ije parvipevoc), which
is among the plays preserved to us by the Florentine MS.
called C, is one of the most precious remains of Euripides, and
is full of the deepest tragic pathos. It seems to have been
brought out about Ol. go, a year or two later than the Hecuba,
and is counted one of his pest plays in metre and diction by
the critics. Here, again, as in the Hecuba, two apparently
distinct actions are brought together really by an unity of in-
terest, but technically by a new prologue of Iris, who explains
the sequel of the drama. Nothing can be more suited to
excite our pity and terror than the plot, unconventional as it is.
T'he prior part of the play, which is constructed very like that
of the Andromache and the Heracleide, turns upon the persecu-
tion of the father, wife, and children of the absent Heracles,
by Lycos, tyrant of Thebes. With a brutal frankness then often
appearing in Athenian politics, but which it was fashionable to
ascribe to tyrants, he insolently insists upon their death, and
proposes to drive them from their asylum in the temple of Zeus
by surrounding them with fire. The aged Amphitryon is for
excuses and delays, in the hope of some chance relief, and
shows far more desire for life than the youthful Megara, who
faces the prospect of death with that boldness and simplicity
often found in Euripides’ heroines. Her character is drawn
with great beauty, as is also the attitude of the chorus of old
men, who fire up in great indignation at Lycos, but feel unable
to resist him. When the woeful procession of the family of

! It was brought out at Drury Lane Theatre ; but, as the author com-

plains in his preface, ¢ a rout of young Vandals in the galleries intimidated
the young actresses, disturbed the audience, and prevented all attention,’
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Heracles, who have obtained the single favour of attiring
themsclves within for their death, reappears on the stage, and
Megara has taken sad farewell of her sons, Heracles suddenly
appears ; and there follows a splendid scene of explanation,
and then of vengeance, the tyrant being slain within, in the
hearing of the chorus, just as in the parallel scene of the Aga-
memnon. The chorus sing a hymn of thanksgiving ; and so
this part of the drama concludes.

But at the end of the ode they break out into horror at the
sight of the terrible image of Lytta, or Madness, whom Iris brings
down upon the palace, and explains that now Heracles is no lon-
ger protected by Fate, as his labours are over, and that he i1s
therefore open to Here’s vengeance.! There is no adequate
motive alleged for this hatred, but to a Greek audience it was
so familiar as to be reasonably assumed by the poet. The
dreadful catastrophe follows, and takes place during an agitated
and broken strain of the chorus, who see the palace shaking,
and hear the noise, but learn the details from a messenger in
a most thrilling speech. The devoted wife and affectionate
children, whom Heracles has just saved from instant death,
have been massacred by the hero himself in his frenzy; and he
was on the point of slaying his father, when Athena appeared
in armour, and struck him down into a swoon. The awaken-
ing of Heracles, the scene of explanation between him and
Amphitryon which follows, the despair of the hero, who 15
scarcely saved from suicide by the sympathy of Theseus, and who
at last departs with him for Athens—all this is worked out in
the poet's greatest and most pathetic style. M. Patin specially
notices the profound pyschology in painting the method of
Heracles madness, so unlike the vague rambling often put
upon the stage, and compares with this scene the parallel one
in the Orestes. The awakening of the hero may be intended
to rival the corresponding scene in Sophocles’ 4jax, to which the
play shows many striking resemblances. Indeed, the resolve
of Heracles to face life, after his pathetic review of his ever-

| The student should notice the trochaic tetrameters here, which be-
come more frequent in Euripides’ /ate plays, so affording an internal test
where there is no date,
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increasing troubles, is far nobler and more profoundly tragic
than Ajax’ resolve to fly from disgrace by a voluntary death.

The choral odes are of great, though not of equal, merit, es-
pecially the famous complaint against age, and praise of youth,*
so like Shakspeare’s Crabbed Age and Youth ; indeed, the whole
play is well worthy of greater study than it usually receives.
The sceptical outbreaks against Zeus and other gods are here par-
ticularly bold, but are tempered by the poet’s splendid utterance,
that all their crimes are but ‘the inventions of idle singers.’
The praise of archery? seems to imply a feeling that light-
armed troops were coming into fashion, and that their usefulness
was now recognised. We know that Plutarch was fond of this
play, and Cicero refers to the ode on old age in his tract De
Sencetute. We have a Hercules Furens among the plays of Seneca,
exhibiting all the faithless and inartistic copying of great models
which we find in the other Latin tragedies of this school. 'The
Herakles of Von Wilamowitz-Mollendorf has now superseded
all earlier editions. We can cite the admirable translation in
Mr. Browning’s Aristophanes’ Apoiogy, as giving English readers
a thoroughly faithful idea of this splendid play. The choral
odes are, moreover, done justice to, and translated into ade-
quate metre - in this an improvement on the /estss, to which
I have already referred.

§ 210. The Zon seems to date from the same period. The
mention of the obscure ptomontory of Rhion, where a great
Athenian victory was gained in 429, and the stress laid on the
architectural wonders at Delphi, where the Athenians, accord-
ing to Pausanias, built a sfee in honour of the victory, seem to
fix it not earlier than 425. But the prominence of monodies in
the play rather points to a more recent date, when Euripides was
about to pass into hislater style. The play is no tragedy, but a
melodrama with an ingenious plot full of surprises, and was cer-
tainly one of the earliest examples of the kind of plan adopted
by the genteel (or new) comedy of the next century. Were
‘here not great religious and patriotic interests at stake, which
make the play serious throughout, it might more fairly be called
a comedy than the Aleestis or Oresfes. Even the most violent
detractors of Euripides are obliged to acknowledge the perfec-

' wv. 637, 5q. * vv. 190, 5q.
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tion of this play, which is frequently called the best he has left
us. But surely excellence of plotin a Greek play is not so
high a quality as great depth of passion and sentiment. The
Jon, however, is not failing in these, the peculiar province of
the older tragedy, which has but little plot.

Passing by Hermes’ prologue, which is tedious and dull, and
is in my opinion altogether spurious, though defended by good
critics, we come to the proper opening scene, one of the most
beautiful of the Greek stage, in which Ton, the minister of Apollo’s
temple at Delphi, performs his morning duties about the temple,
and drives away the birds which are hovering round the holy
precincts.! There is no character in all Greek tragedy like this
Ion, who reminds one strongly of the charming boys drawn by
Plato in such dialogues as Charmides and ZLysis. In purity and
freshness he has been compared to Giotto’s choristers, and
has afforded Racine his masterpiece of imitation in the Joas
of the Athalie. But I would liken him still more to the child
Samuel, whose ministrations are painted with so exquisite
a grace in the Old Testament. For Euripides represents
him to us at the moment when his childlike innocence, and
absence of all care, are to be rudely dissipated by sudden con-
tact with the stormy passions and sorrows of the world. The
chorus (of Creusa’s retinue) come in to wonder at the temple and
its sculptures ; and presently Creusa herself enters to inquire of
the god, cloaking her case under the guise of a friend’s distress.
Then follows a scene of mutual confidences between the
unwitting son and mother, which is full of tragic interest.

I will not pursue further the various steps by which Ton is
declared first a son of Xuthus, then hated by Creusa as a step-
child, her consequent attempt to murder him, and at last her
recognition of him by the clothes and ornaments with which she
had exposed him. The agitated monologue of Creusa, when
confessing her early shame, is in fine contrast to the innocent

" In support of my belief in the spuriousness of the prologue, which
only makes the whole splendid dialogue of Ion and Creusa idle repetition,
I may mention that. the Andromeda and Iphigenia in Aulis, both without
prologues, opened with the actor’s attention fixed on the heavens, a:
in the monody of Ion.
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freshness of the monologue of Ion. The refusal of the boy
to follow his new father to Athens is in thorough keeping with
his character, but expressed with such political insight as shows
the poet plainly speaking through the character. As I noted
two prologues in the Heracles, so here there are two resolu-
tions of the plot—as it were, by two dii ex machina—one by the
Delphic priestess, the other by Athena, who appears at the end
to remove all doubt. With very good taste Apollo, who could
hardly appear with dignity, and Xuthus, who has been deceived,
are kept out of sight. But in spite of much sceptical question-
ing and complaint, the chorus insists at the end that the gods
ways are not our ways, and that their seeming injustices are
made good in due time. This and the glorifying of the mythic
ancestors of the Athenians are the lessons conveyed in the spirit
of the play. We can hardly call Creusa one of Euripides’
heroines, for she is altogether a victim of circumstances, but
still she powerfully attracts our sympathy in spite of her weak
and sudden outburst of vindictiveness. The situation of a dis-
tracted mother seeking her son’s death unwittingly was again
used by Euripides, apparently with great success, in the Cres-
plontes, from which one beautiful choral fragment remains.

The chorus in this play is more than elsewhere the accom-
plice, and even the guilty accomplice, of the chief actress, and
its other action is merely that of curious observers, if we ex-
cept one most appropriate ode,! in which Euripides draws a fairy
picture of Pan playing to the goddesses, who dance on the grassy-
top of the Acropolis, while he sits in his grotto beneath. The
grotto is there still,? and so are the ruined temples, but no ima.
gination can restore the grace and the holiness of the scene,
now a wreck of stones and dust, of pollution and neglect.

There have been fewer imitations of this play than might be
expected. Itwas translated into German by Wieland, and about
the same time (1803) brought on the stage at Weimar by A. W.

' vv. 452, 5q.

% This play decides a question which has divided archzologists, whether
the grottoes of Apollo and of Pan, on the north-western slope of the
Acropolis, were identical or not. A comparison of vv. 502-4 with v. 938
shows that they were,
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Schlegel, but unfortunately in a very vulgar and degraded versien,
which gave Xuthus a principal part and produced Apolio ¢n
the stage, and which so displeased the Weimar students, that old
Goethe, in imitation of whose Zphigenia the play was written, and
who had taken great pains about its representation, was obliged
to stand up and command silence in the pit. ‘There was an
English imitation by W. Whitehead in 1754. The fon of Tal-
fourd has only the general conception of Ion in common with
the Greek play, from which itisin no sense imitated. As to com-
mentaries, after Hermann’s recension (1827)we have three most
scholarly editions by C. Badham (1851, 1853, and 1861), of
which the second is the fullest and best. Mr. Verrali has also
given us an edition (18go) with an excellent metrical transla-
tion, and, as usual, a brilliant Preface.

§ 211 The Zroades came oul in 415 B.C. as the third play
with the Alexander and Pulamedes: it was followed by the
Sisyphus as the satyrical piece. It was defeated by a tetralogy
of Xenokles—the Edipus, Lycaon, Bacche, and Athamas.
Treating of the same subject as the Hecuba, it somewhat varies
the incidents and the characters, the death of Astyanax sup-
planting that of Polyxena, and both Cassandra and Andromache
appearing. There is, however, far less plot than in the Hecuba,
and we miss even the satisfaction of revenge. It is indeed more
absolutely devoid of interest than any play of Euripides, for it
15 simply ‘a voice in Ramah, and lamentation—Rachel weeping
for her children, and would not be comforted, because they were
not.” It is the prophet’s roll ¢ which was written within and with-
out with mourning and lamentation and woe.” Nevertheless the
wild and poetic fervour of Cassandra reminds us of the great
passage in the Agamemnon. The litigious scene in which Hecuba
and Helen argue before Menelaus, and the constant appear-
ances of Talthybius, are not agreeable diversions. Above all, the
ruthless murder of the infant Astyanax is too brutal to be fairly
tolerable in any tragedy. As regards the loose connection of
the scenes, Patin very properly! shows how, in what may be
calied Euripides’ episodic pieces, he reverts to the trilogistic idea
of Aschylus, but crowds together the loosely connected plays

L1339
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of the trilogy into the loosely connected scenes of a single play.
This sort of tragedy, which is in effect very like the old lyrical
pieces, such as the Supplices and Ferse, was put on the stage
in contrast to the tragedies of intrigue, the one being in-
tended to affect the heart, the other to excite the imagination of
the spectator. The main sign of Euripides’ later style is the
prevalence of monodies, in which he excels, in spite of all
Aristophanes’ ridicale, and which are the most splendid features
in both the oz and in this play.

The many imitations have so naturally contaminated the
Troades with the Hecuba, that it 1s not easy to treat them sepa-
rately. Several passages in Vergil’'s Aneid, such as the appeal
of Juno to Aolus, and the awful picture of the fall of Troy,
are plainly adopted from the Zyoades. 'The 77rvades of Seneca
is considered by good critics as the finest of that collection of
Latin plays, and, in spite of its faults of tinsel, of false rhetoric,
and ot overdone sentiment, has real dramatic merit. The
deaths of Polyxena and of Astyanax are both wrought in, thus
copying features from each of Euripides’ tragedies. But there 1s
a very splendid tragic scene added on the attempts of Andro-
mache to deceive Ulysses, and hide her child. Her violent
fury and her threats are, however, foreign to the conception
of both Homer, Vergil, and Euripides. Thus again, Seneca’s
Talthybius is led into sceptical doubts at the sight of the
Trojan misfortunes, and a whole chorus is devoted to the
denial of any future life—a grave and inartistic anachrenism.
There is a French Zroades by Garnier (1578), built as much
on Seneca as on Euripides, one by Sallebray (1640), and
numerous obscure imitations towards the end of the last
century. I cannot but think that the epics of Homer and
Vergil have been the real reason of the great popularity of these
subjects upon the stage. I do not suppose that either of
Euripides’ plays would have sufficed to lead the fashion.

§ 212. The Helena, which comes to us, like some other plays,
through the Florentine codex C alone, and in a very corrupt
and much corrected state, has been placed very low among the
plays of Euripides. It seems to have come out with the
Aadromeda, in 412 v.C. (Ol g1, 4), and was certainly ridiculed

F e A
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with it by Aristophanes in his Zhesmophoriazuse, not without
reason. The play is a very curious vne, and to be placed on a
par with the Zlectra (which distinctly ! alludes to it) on account
of its very free handling of the celebrated legend of the rape
of Helen. The version which kept the heroine in Egypt, and
denied that she had ever been in Troy, was first given by Stesi-
chorus, and was repeated by the Egyptian priests to Herodotus,
whose history did not appear till about this time. Stesichorus,
moreover, invented or found the notion of a phantom Helen
at Iroy. The palinode of Stesichorus (cf. Part I. p. 223) was very
celebrated, and is repeatedly alluded to by Plato. Neverthe-
less, it seems very bold to transfer to the stage the fancy of a
few literary men, or in any case to contradict the greatest and
the best established of all the popular myths, It is evident
that this innovation did not prosper. Isocrates, in his Zznco-
mium, takes no notice of it, and no modern has attempted to
reproduce it except the German Wieland. Apart from this
novelty, there is throughout a friendly and even respectful hand-
ling of Sparta and the Spartans, which contradicts the general
tone of the poet's mind, and stands, I think, alone among
his extant plays. Again, though there is much scepticism ex-
pressed, especially of prophecies, as was his wont at this period,
the noblest character is a prophetess, who possesses an unerring
knowledge of the future. Menelaus, too, who is elsewhere a
cowardiy and mean bully, is here a ragged and distressed, but
yet bold and adventurous hero, with no trace of his usual stage
attributes. And, lastly, Helen is a faithful and persecuted
wife, though in the Zvades, which shortly preceded, and the
Drestes, which followed, this play, she appears in the most odious
tolours, and in accordance with the received myth.  All these
anomalies make the Aclena a problem hard to understand, and
still harder when we compare it with the masterly Jphigenia in
Zauris, which is laid on exactly the same plan, and is yet so
infinitely greater, and better executed. The choral odes are
quite in the poet’s later style, full of those repetitions of words
which Aristophanes derides.? The ode on the sorrows of

2y, dauy
* Mr. Browning has not failed to reproduce this Euri pidean feature with

YOL. 1.—2 K
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Demeter is absolutely irrelevant, though gracefully com-
nosed.

Nevertheless, there is at least one scene, that of the recog-
" nition of Menelaus and the real Helen, witnessed by an old and
faithful servant, which is of the highest merit in beauty and
pathos, and we wonder how the poet should have chosen
that mythical couple, whose conjugal relations in all his other
tragedies were most painful, to exemplify the purest and most
enduring domestic affection. This recognition scene should
take its place in Greek literature with the matchless scene in
the Odyssey, for the love of husband and wife was rarely
idealised by the Greeks, and these grand exceptions are worthy
of especial note. I suppose that by this bold contradiction not
only of the current view of Helen, but of his own treatment of
her and Menelaus in other plays, the poet meant to teach that
the myths were only convenient vehicles for depicting human
character and passion, and had no other value. Since Her-
mann’s recension, the most important special edition is that of
Badham,! who has done much for the text.

§ 213, We may choose next in order the [plhigenia among
the Tauri, a play of unknown date, but evidently a late produc-
tion of the poet’s, to judge from the metres, the prevalence of
monodies, and the irrelevant choruses. It is very like in plot to
the Helena. In fact, the main elements are the same in both
plays. Iphigenia, like Helen, is carried off by a special interpo-
sition of the gods to a barbarous land, where she 1s held in
honour, but pines to return to her home. Both plays turn on the
mutual recognition of the heroines and their deliverers, the hus-
band and the brother, and then upon the dangers of the escape,
the deceiving of the barbarian king in attaining it, and the supe-
rior seamanship and courage of the Greek sailors. But in this
second play, Euripides I as not contradicted any received myth,
or distorted any we'.-known mythical type, and has, moreover,
woven in the mutual friendship of Orestes and Pylades, and

great art and admirable effect in his version of the feracles, 'We might
adduce examples from a totally different school, the lyrics of Uhland and
I'laten, and how beautiful they are !

' Along with the /ph. Zaur, in 1851,
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made Iphigeniaa heroine not only of situation, but of character.
In both plays, though he has not scrupled to make barbarians
talk good Greek, he has avoided the objections to a barbarian
chorus, by giving the heroine a following of Greek attendants,
who are naturally her accomplices. They even interfere actively
in the Zelena by literally laying hold of the enraged king, and
striving to turn away his vengeance from his priestess sister;
in the Jphigenia, by the more questionable expedient (unique,
I think, in the extant tragedies) of telling the anxious mes-
senger a deliberate falsehood to delay the king’s knowledge
of the prisoners’ and the priestess’ escape.!

The prologue, spoken by Iphigenia herself, explains how she
had been snatched from under the knife of Calchas and carried
by Artemis to the Tauric Chersonese, where, as her priestess,
she was obliged to prepare for sacrifice (Euripides has here
artistically softened the fierce legend) such luckless strangers as
were cast upon the coast. Doubtless early Greek discoverers
and adventurous merchantmen often met this fate at the hands
of the wild Scythians, and it added to the excitement which
enveloped the commerce of the early Greeks—cette race,’
says Dumas, ‘qui a fait du commerce une poésie” The
first ode of the chorus? embodies this feeling with great spirit.
But Iphigenia has been agitated by a dream, which portends
to her the death of Orestes, upon whom she had long fixed
her vague and undefined hopes of restoration to her home.
The dream 1s admirably conceived, but it seems to me that the
absolute certainty which it breeds in her mind, and her conse-
quent sacrifice of libations, is somewhat of a flaw in the action
of the play. At no epoch have men been forthwith persuaded
by mere dreams without any other evidence. In the next scene
Orestes and Pylades appear, who have been directed by Apollo,
in spite of the acquittal before the Areopagus, to complete the
recovery of Orestes by carrying off the image of the Tauric
goddess to Attica—a detail which gives the story a local interest to

! It is remarkable that Iphigenia addresses them individually (vv.
1067, sq.)—a device not elsewhere used in Greek tragedy, so far as I can
remember. Cf. Patin, iv. 109, on the point.

# vv. 392, sq.
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the audience. The long responsive monodies of Iphigenia and
the chorus over their funeral libations are interrupted by the
fine narrative of a shepherd, who tells of the discovery of the
friends, the madness of Orestes, the devotion of Pylades, and
the difficult capture of the heroic young men. The soliloquy of
Iphigenia when she hears the news is peculiarly beautiful.!
After the above-mentioned most appropriate chorus, they are
led in bound, and there ensues between Iphigenia and Orestes
the finest dialogue left us by any Greek tragic poet. Atits close
she proposes to save Orestes and send him with a letter to
Argos, but she is stayed by his devotion, for he will not escape
at the cost of his friend’s life. The contest between Orestes and
Pylades, as to which should sacrifice himself for the other, has
afforded all the imitators great scope for a dramatic scene, but
was evidently not prominent to Euripides, who treats it with
some reserve and coldness. The recognition by means of the
letter of which Iphigenia tells the contents has been praised ever
since Aristotle, and the ensuing scene may be compared with
the rejoicings of brother and sister in Sophocles’ Zlectra, which
it closely resembles. The devices to overreach king Thoas, the
attempted flight and danger of the three friends, and the inter-
position of Athene conclude a play second to none of Euripides’
in depth of feeling and in genuity of construction. The last ode
on the establishment of Apollo’s worship at Delphi is perfectly
irrelevant, but very Pindaric in style and feeling, and is, like
2]l the odes of the play, full of lyric beauty.

Aristotle mentions a play on the same subject by Polyidos,
- which Orestes was actually led to the altar, and recognised
by his passionate comparison of his own and his sister’s fate.
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Sophocles had composed an A/efes, and an Erigone, both based
on the adventures of the characters upon their return to Greece.
Euripides was imitated perhaps by Ennius, certainly by Pacuvius
in his famous Dulorestes, in which, according to Cicero, the
mutual contest of the friends to encounter death for each other
excited storms of applause. One of the earliest Italian dra-
matists, Ruccellai, composed a Tauric Iphigenia about 1520.
There was another by Martello, about two centuries later. The
French dramatists insisted, as usual, on improving on Euripides,
especially by introducing a love affair. The Scythian king filled
the gap, and appeared on the stage, as the French say, ex
soupirant. Even in Racine’s sketch, which is preserved, and
which gives a short abstract of the matter for the scenes of a
first act, the king’s son is enamoured of the heroine, and would
evidently have been made the means of saving Orestes and
Pylades from their impending death. This element was ex-
aggerated, and the splendours of a French court and of foreign
diplomacy added to the Opreste of Le Clerc and Boyer, and to
the Oreste e Pylade of Lagrange-Chancel, the supposed suc-
cessor of Racine, Guimond de la Touche’s play (1757) is said
to be more simple, and pleased everybody at the time except—
Voltaire, Grimm, and Diderot ! But with the aid of Gluck's
music, the opera of 1778 laid permanent hold of public taste.!

There yet remains the very famous Zpkigenia of Goethe for
our consideration. This excellent play has been extolled far
beyond its merits by the contemporaries of its great author, but
is now generally allowed, even in Germany, to be a somewhat
unfortunate mixture of Greek scenery and characters with
modern romantic sentiment. It therefore gives no idea what-
ever of a Greek play, and of this its unwary reader should be
carefully reminded. Apart from the absence of chorus, and the
introduction of a sort of confidant of the king, Arkas, who does
nothing but give stupid and unheeded advice, the character of
Thoasis drawn as no barbarian king should have been drawn—
a leading character, and so noble that Iphigenia cannot bring
herself to deceive him, a scruple which an Athenian audience

' Gluck brought out both the 7ph. Aul. and 7aur. CI. Patin, iii. p. 6.
and iv. p. 127, who gives 1774 and 1778 as the years of their appearance.
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would have derided. Equally would they have derided Orestes’
proposal, of which Thoas approves, to prove his identity by
single combat, and still more the argument which Iphigenia
prefers to all outward marks—the strong yearning of her heart
to the stranger. The whole diction and tone of the play 1s,
moreover, full of idealistic dreaming, and conscious analysis
of motive, which the Greeks, who painted the results more
accurately, never paraded upon the stage. The celebrity of this
so-called imitation will afford an excuse for so much criticism.

§ 214. The Electra must have appeared during the closing
years of the Peloponnesian War, and was fresh in men’s memory
when, as Plutarch tells us,! during the deliberations about the
fate of conquered Athens, a Phocian actor sung the opening
monody of Electra, and moved all to pity by the picture of
a whilome princess reduced to rags and to misery. The
incident is said to have had a distinct influence in saving the
city from destruction. This testimony to the merit of at
least one scene in the play is hardly admitted by the majority
of critics, who have made the Zlec/ra a source of perpetual
censure and perpetual amusement, and have generally set it
down as the weakest extant production of Euripides, and a
wretched attempt to treat with originality a subject exhausted
by his greater predecessors. I need not go into detail as regards
these objections, which have been set forth with great assurance
and with an air of high superiority by A. W. Schlegel, who never-
theless, as I have already stated (above, p. 126), himself sig-
nally failed in his endeavours to improve upon the Zoz of the
despised Euripides.

Turning to the play itself, the first remark to be made
is that it was clearly meant as a critique on certain defects
in the earlier Electras. Apart from its intention as a drama, it
is a fewtlleton spirituel, as M. Patin calls it, and so far takes
its place with the literary criticism common in the Middle
Comedy. Euripides attacks? the three various signs of re-
cognition which satisfied the simpler Electra of Afschylus,
viz. a likeness of colour and texture in the hair, an identity in
the size of the foot, shown by deep footprints, and the design

L 1 R 1 * vv. 524, 5q.
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of a garment which must have been long since worn out. The
new Electra ridicules all these tokens, and passing by without
comment the family ring used by Sophocles, is content with a
scar on the forehead of the unknown brother, which has not
escaped similar criticism, but which, we must remind the
triumphant objectors, is not discovered by the young princess,
but by an aged servitor, who had known Orestes as a child, and
was merely directed by this mark to tax his memory of the face.
As =oon as the recognition is completed, the poet plainly criti-
cises the long and dramatically absurd scene of Electra’s re-
joicing in Sophocles, by cutting short these ebullitions and
proceeding at once to the plot against the royal murderers.
He implies a censure of both his predecessors’ economy by set-
ting aside as impossible and hopeless what they had admitted
without hesitation—an attack on the reigning tyrants in their
own palace—and makes the success of the attempt turn on the
absence of both from their fortress and their guards. This
alters the plan of his play ; he represents Agisthus as slain at
" 1 sacrifice to which he had invitad the strangers, and Clytem-
nestra as enticed to visit Electra’s peasant home under pretence
of a family sacrifice. But these are only external points.

The really important ethical criticism of his predecessors IS
his approval of Zschylus, and condemnation of Sophocles, in
painting the hesitation of Orestes when he sees his mother ap-
proaching, and the outburst of dread and of remorse in both
brother and sister when the deed is done—a pointed contrast to
the happy piety of the pair in Sophocles (above, p. 65), where
the voice of Apollo’s oracle sets at rest every scruple of filial duty
or of natural conscience. In other respects Euripides’ Electra
s nearer to the conception of Sophocles : she is harder and
fercer than her brother, and is brought in acting at the matri-
cide, instead of being more delicately removed from the action,
as in the play of ZEschylus. But he surely intended it as a
further, and a sound, criticism when he represents Agisthus
unable to bear with this sharp-tongued Irreconcileable, and
the mother as a sort of weak defender of her child, submitting

' Wilamowitz (Hermes, xvii. 214, sq.) argues the opposite view, and
thinks Sophocles’ play a criticism on Euripides. This view T cannct accept.
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to the ignoble compromise of marrying her to a peasant.
He has moreover attributed a certain gentle contrition to
Clytemnestra,! which makes her an amiable contrast to Electra,
and excites some sympathy in spite of her crimes, so that we
conme to look upon her as we do upon the queen in Hamlet,
erring, and even defending her errors with criminal sophistry,
but not reprobate. This point gives peculiar bitterness to the
remorse of the murderers, at least in the spectator’s mind.

If we continue our study of the play, and observe its
general temper, it strikes us as of all the extant tragedies
the most openly democratic in tone. In many other of his
plays, Euripides has represented trusty slaves of noble cha-
racter and self-devotion, and reiterated the sentiment that sla-
very is an accident, and that there is nobility in men of low
degree. But these instances are almost all in the retinue of
princes. In the present play Euripides not only puts peasants
on the tragic stage, but makes them the noblest and most
intelligent of his characters. Electra’s husband is the moral
hero of the play, as Orestes testifies in a remarkable aside ;?2
the aged farmer from the Spartan frontier is the moving spirit
in the devising of the plot. Not only are these excellent
people in every respect equal to their tragic narts, but the
obscurity of their life secures them from the mistortunes and
miseries to which great houses are almost hereditarily exposed.
Orestes and Electra are the playthings of oracles and family
curses, and of an ambitious position, which forces them into
exile and into crime. When the catastrophe is over, the poor
people who have helped them return to their simple and un-
eventful life, only altered by the gratitude of their princes. If
Euripides was indeed ever influenced by what the Germans call
the Ochlocracy, it was in this drama, where he vindicates the
dignity of the lower classes, and exhibits the dangers and respon-
sibilities of greatness. The grace and nature of the bucolic
scenes at the opening show a remarkable idyllic power in the
poet, unlike anything we possess before Theocritus, and we may
well wonder at the curious want of taste in the critics who
have ridiculed this part of the play—

! vv. 1102-10, * vv. 367, si.
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Triumphant play, wherein our poet first
Dared bring the grandeur of the Tragic Two
Down to the level of our common life,

Close to the beating of our common heart.!

'The choral odes are slight and unimportant ; the fawning flat-
tery shown to Clytemnestra, whose danger they know, and
have prepared, exhibits a degradation very unusual in any
but the later plays of Sophocles or Euripides, when the chorus
was waning rapidly in importance. I cannot but think that
this play was rather intended for a reading public than for the
stage. Hence, though it never made its mark as a tragedy, it is
among the most characteristic and instructive pieces left us in
early criticism.

§ 215. The Orestes, brought out in 409 B.C. (in the archon-
ship of Diokles, Ol g2, 4), is agreed on all hands to exhibit
most strongly both the merits and defects of the author. In the
looseness and carelessness of the metre, in the crowding of in-
cidents at the end of the play, in the low tone of its morality—
they are all base, says the scholiast, except Pylades, and yet even
he advises a cold-blooded muider for revenge’s sake—there is no
play of Euripides so disagreeable. On the other hand, for dra-
matic effect, as the same scholiast observes, there is none more
striking ; but this applies only to the opening scenes. The sub-
ject is the same as that of Aschylus’ Zumenides, but instead of
visible Furies in visible pursuit, the consequences of remorse,
the horrors of a distraught imagination, and the suffering of
disease, are put upon the stage, and the purely human affection
of a sister seeks to relieve the woes which the gods can hardly
heal in Aschylus. Yet all through the play there are satiri-
cal and even comic elements, which have led to the reasonable
conjecture that it was meant, like the A/estis, to supply the
place of a satyric drama.

Thus, after Electra’s prologue, of which Socrates is said
to have peculiarly admired the first three lines, Helen, who
has just arrived from sea, proposes to her to bring fune-
ral offerings to the tomb of Clytemnestra, under pretence
of her own unpopularity and Hermione’s youth. This ab-

' R. Browning, dristeph. Apel. p. 357.
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surdly tactless and evidently selfish request” is politety put
venomously declined by Electra, who comments upon the
niggard offering of Helen’s hair.! The arrival of the chorus,
whom Electra strives with intense anxiety to quiet, for
fear of disturbing Orestes, leads to his awakening, and to
the famous scene, which has excited the wonder of all
its readers, and which I will not profane by a dry abridg-
ment.2 The arrival of Menelaus leads to a dialogue which
shows him both cowardly and selfish ; but in the speech of old
Tyndareus, who comes in to urge the death of Orestes, and to
dissuade Menelaus from interfering, there are most wise and
politic reflections on the majesty of the law, and the necessity
of submitting men’s passions to its calm decrees. Granting,
he argues, that Clytemnestra did murder his father—a most
shocking crime, which he will not palliate— Orestes should
have brought an action against her, and ejected her for-
mally from his palace.® but not have propagated bloody
violence from generation to generation.* This very en-
lightened argument, one which was familiar to the Athenian
democracy of the day, but has not since asserted itself until
now, and even now only partially through Europe, is surely
the most advanced and modern feature in the literature of the
Periclean age. The character of Pylades, who supports
the tottering Orestes to the public assembly, where his fate
is to be decided, their touching affection, and the sarcas-
tic description of the meeting and of the speakers, in which
eritics have found portraits of the demagogue Cleophon and of
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Socrates '—all this is still on a high level, and worthy of its
great author. But when Orestes ad Electra turn, at the
advice of Pylades, from pathetic laments to revenge, and
invoke the aid of Agamemnon to murder Helen and Electra,
our sympathies are estranged, and no interest remains except
in the very comic appearance of the Phrygian slave, and his
remarkable monody. The reconciliation and betrothal of
the deadly enemies at the end is plainly a parody on such
dénouements. There are, as usual, many sceptical allusions
throughout the play, and one remarkable assertion of physical
philosophy.2

Though the quotations and indirect imitations of the
Orestes, as well as translations from the great scene, have
been frequent in all ages, the defects of the whole as a play have
naturally prevented any direct reproduction on the modern
stage. The famous lines upon the blessed comfort of sleep
to the anxious and the distressed, may be paralleled in many
conscious imitations, yet in none of them more closely than
in two passages of Shakspeare.

The ravings of Orestes have suggested to Goethe his wild
wanderings at the moment when his sister declares herself;
but anyone who will compare the-elaborate and far-fetched
images of Goethe’s, with the infinite verity and nature of Eurl-
pides’ scene, will see how far the great imitator here falls be-
hind his model. Above all, Goethe misses the truth of mak-
ing the moment of waking a moment of calm and sanity, and
cures Orestes suddenly, upon the prayer of his sister and a
manly personal appeal from Pylades. So much nearer were
the Greeks to nature!

The actors have tampered a good deal with the text, as may
be seen from the many lines rejected by later critics, but our
text is exceptionally noted in the MSS. as corrected by a col-
lation of divers copies. The second azgument, which discusses
why Electra should sit at Orestes’ feet, and not his head, is a
curious specimen of Alexandrian or rather Byzantine pedantry.
There are special recensions by Hermann and Porson.

§ 216. The Phanisse seem to have appeared, according to a

' vv. 866-959. ? vv. 982, sq.
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very corrupt and doubtfully emended prefatory note ina Vene-
tian MS., along with the Enomaus and Chrysippus,' of which
a few fragments remain. It gained the second prize in the
archonship of an unknown Nausicrates,” probably during Ol.
93. It isreally a tragedy on the woes of the house of Labdacus,
but 1s called after its chorus, which is composed of Pheenician
maidens on their way to Delphi, and stopped on their passage
through Thebes by the invasion of the Seven Chiefs under
Adrastus. There would indeed be some difficulty in naming
the play otherwise, for it is an ¢pésedic one, consisting of a series
of pictures, all connected with (Edipus’ family, but without one
central figure among the nine characters—an unusual number
—who successively appear. The name Thebais, given to it by
modern imitators, suggests an epos and nota drama. Perhaps
Iocasta 1s the most prominent figure, but yet her death is, so
to speak, only subsidiary to the sacrifice of Mencekeus, and
the mutual slaughter of the brothers. All the scenes of
the pliy, though loosely connected, are full of pathos and
beauty, and hence no piece of Euripides has been more fre-
quently copied and quoted. The conception of the two
brothers is very interesting. Polynices, the exile and assail-
ant, is the softer character, and relents in his hate at the
moment of his death, Eteocles, on the contrary, is made, with
real art, to die in silence ; for he is a hard and cruel tyrant,
and defends his case by a mere appeal to possession of the
throne, and the determination to hold by force so great a
prize. Antigone is introduced near the opening only for the
sake of the celebrated scene on the wall, when her old nur-
sery slaved tells her the various chiefs, as in the scene

' According to Meineke (Com. frag. ii. gog, note) the schol. on
Kan. 44 would imply that it came out as the middle play with the Hjp-
sipyle and Antiope, and won the first prize. But the scholiast may be re-
ferring to these plays as séparate specimens of Euripides’ excellence, and he
only calls them xaAd, which implies general approbation, but not neces-
sarily the first place.

2 Dindorf suggests that he was a suffectus, or locum fenens, the proper
archon having died or resigned.

3 rabaywyds. Schiller, 1n his version of the passage, is seduced by
French influences, 1 suppose, into calling him the Hofmetster.



CH. XVIIL THE PH(ENISSAE. 141

between Helen and Priam in the Iliad.! She again ap-
pears at the close, with the features given her by Sophocles
in his Antigone and (Edipus Coloneus combined. Perhaps
the most brilliant part of the play is the dialogue between
the brothers, and Iocasta’s efforts to reconcile them, fol-
lowed by the narrative of their death-struggle. The speech
of Eteocles,? asserting that as he holds the tyranny he will keep
it by force in spite of all opposition, is a peculiarly character-
istic passage, and may be compared with the advice given to
Solon by his friends (Part I. p. 196). If the choruses, which are
very elegant, do not help the action of the play, and are rather
calm contemplations of the mythical history of Thebes, Euri-
pides might defend himself by pleading that he had accordingly
assigned them to a body of foreign maidens, who could feel but
a general interest in the action. Itis ‘not unlikely that the
crowding of incident was intended as a direct contrast to
Aschylus’ Seven against Thebes, which, with all its unity of pur-
pose and martial fire, is very barren in action. The long de-
scription of the Seven Chiefs in that play is distinctly criticised
as undramatic by Euripides.® There are, indeed, all through
the play, reminiscences of both Aschylus and Sophocles.
‘There were parodies of the play, called Pi@nisse, by Aristo-
phanes and Strattis. There was also a tragedy of Attius, and
an Atellan farce of Novius, known under the same title, the
former a free translation of Euripides. Apart from Statius’
Thiebass, there i1s a Zhebaid by Seneca, and then all man-
ner of old French versions, uniting the supposed perfec-
tions of both these, which they could read, with those of
Euripides, whom they only knew and appreciated imperfectly.
Exceptionally enough, there is an English version almost
as old as any of them, the Jocasta of George Gascoigne and
Francis Kinwelmersh (1566), a motley and incongruous piece,
built on the basis of the FPhenisse. It professes to be an
independent translation of Euripides, but 1 was surprised to

' This idea has been borrowed from Homer very frequently indeed.
M. Patin cites parallel passages from Statius, from Tasso, from Walter
Scott (in fzankee), and from Firdusi,

* vv. 500, 5q. ! vv. 751-2,
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find 1t really to be a literal translation of Dolce’s Italian version,
without any trace of an appeal to the original. Thus the
rabaywydc is called the Barslo, a regular Venetian title. Its
chief literary interest lies in the loose paraphrase of Eteocles’
speech, above noticed, which appears to have suggested directly

to Shakspeare the speech of Hotspur in the first part of
Henry IV. (1. 3).

By heaven, methinks it were an easy leap

‘T'o pluck bright Honour from the pale-faced moon,
Or dive into the bottom of the deep

Where fathom-line could never touch the ground,
And pluck up drowned Honour by the locks ;

So he, that doth redeem her hence, might wear
Without corival all her dignities.’

There is the translation of Dolce (Italian) called Jocasta,
and Awnfigones of Garnier (1580) and Rotrou (1638). Then
comes the early play of Racine, for which he apologises, the
Thebaide, ou les Fréres ennemis. He rather adds to than alters
incidents in Euripides. But as to characters, he makes
Eteocles the favourite with the people, he misses the finer
points of Polynices, and makes Creon a wily villain pro-
moting the strife for his own ends. The love of Hamon and
Antigone is of course brought in ; but at the end, upon the
death of Hemon, old Creon suddenly comes out with a pas-
sionate proposal to Antigone, and on her suicide slays himself.
He i1s in fact the successful villain of the piece, whose golden
fruit turns to ashes at the moment of victory. Alfieri in 1783
rehandled the well-worn subject in his Polinice, to whom he
restored the interest lent him by Euripides, but made Eteocles
the horrible and hypocritical villain of the piece. The almost
successful reconciliation is broken off by Eteocles’ attempt (at

! So far as I know, this is the only direct contact with, or rather direct
obligation to, the Greek tragedy in Shakespeare, Here are the lines which
sorrespond in Euripides—the likeness is but slight, yet it is real :
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the instigation of Creon) to poison Polynices, whom he after-
wards treacherously stabs, when coming to seek pardon for
having defeated and mortally wounded him. This version was
done into French by Ernest Legouvé in 1799. Schiller has not
only given an excellent and literal version of part of the play,
but has taken a great deal from its incidents in his Braut vox
Messina ; there 1s a translation in Halevy's Gréce tragigue.
Its popularity gave rise to many interpolations by actors, and
.the general reputation of the play has produced a large body
of scholia. The best special editions are by Valckenaer, Por-
son, Hermann, Wecklein (1831, re-ed. of Klotz), and Geel
(Leiden, 1846), with a critical appendix by Cobet.

§ 217. After Euripides’ death, the younger Euripides brought
ont at Athens from his father’s literary remains a tetralogy con-
taining the Jpiigenia in Aulis, Alemeon (o évie Kopivlov), Bac-
che,' and a forgotten satirical play. With this tetralogy he gained
the first prize—a clear proof how little effect upon the Athenian
audience had been produced by Aristophanes’ Frags, which chose
the moment of the great master’s death to insult and ridicule
him, It is not impossible that a recoil in the public from such un-
generous enmity may have contributed to the success of the pos-
thumous dramas. But we might well indeed wonder if the two
plays which are extant had failed to obtain the highest honours.
Unfortunately, the Zp/igenia was left incomplete by the master,
and required a good deal of vamping and arranging for stage
purposes. Hence critics have in the first instance attri-
buted some of its unevennesses to the subsequent hand. But
other larger interpolations followed, some by old and well-
practised poets, who understood Attic diction, others by mere
poetasters, who have defaced this great monument of the
poet’s genius with otiose choral odes and trivial dialogue. Such
seems fo be the history of the text, which has afforded insol-
uble problems to higher criticism. I suspect that, as usual,
the German critics have been too trenchant, and that on the
evidence of their subjective taste they have rejected, as early
interpolation, a good deal that comes, perhaps unrevised, from
the real Euripides. But allowing all thejr objections, and

' We learn this from the schol. on Aristophanes’ Kan. v. 67,
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even discounting all that W. Dindorf, for example, has enclosed
in brackets, there remains a complete series of scenes, fin-
ished in composition, exquisite in pathos, sustained in power,
which not only show us clearly the conception of the master,
but his execution, and compel us to place this tragedy among
the greatest of all his plays. It is evident that, likke Sophocles,
whose Philoctetes was produced in advanced age, Euripides
preserved his powers to the last, and was even then perfecting
his art, so that his violent death, at the age of seventy-four, may
literally be deplored as an untimely end.

The prologue, at least in substance, of the play, comes
in, not at the opening, but after a very beautiful and dra-
matic scene between the agitated Agamemnon and an old
retainer, who through the night has watched the king writing
missives, destroying them again, and evidently racked by
perplexity or despair. With a passing touch the poet describes
the stillness of the calm night and the starlit sky; and though
his approximation of Sirius'to the Pleiades may be astronomi-
cally untenable, he seems to have caught with great truth the
character of a long spell of east. wind, which is wont to blow
in southern Europe, as with us, at the opening of the ship-
ping season, and, having lasted all day, to lull into a calm.
Hence the objection brought against this scene, that the fleet
at Aulis was detained by contrary w:nds, loses its point. For
calm nights were of no service to early Greek mariners, who
always landed in the evening, and might thus be wind-bound in
a spell of east wind with the stillest might.

This dialogue in anapests is to us a far more dramatic
opening than the prologue, and even when it comes, as
an explanation from Agamemnon, it interrupts the action
tamely enough. But here already there are marks of inter-
polation, and it seems as if a prologue was clumsily adapted
to fill up a gap in the dialogue.? With anxious detail the

! It only means a bright planet, according to Weil, who gives evidence.
* This plan of blending the prologue with the opening dialogueappears
in the Knights and Wasps of Aristophanes, but not elsewhere in tragedy.
But in the frags. of the Andromeda, preserved in the scholia on Aristo-
phanes’ Zhesmophoriazuse (v. 1038), we have the opening lines—a lyric
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old man is at last despatched by Agamemnon to counter-
mand the arrival of Clytemnestra, and of Iphigenia, who
had been sent for under the pretence of a proposed mar-
riage of the princess with Achilles, but really to be sacrificed
to Artemis, and obtain favourable weather for the fleet. This
deceit is discovered by the old man, when he asks in wonder
how Achilles will tolerate the postponement of his marriage,
which had been announced in the camp. On his departure,
the chorus of maidens from Aulis begin an ode descriptive
of the splendours of the Greek fleet and army, which seems
considerably interpolated, though the main idea is doubtless
that intended by Duripides. The next scene opens with an
angry altercation between Menelaus and the old man, who
has been intercepted by the former, and his missive opened
and read. The old man protests against such dishonourable
conduct, and upon Agamemnon coming out, the dispute passes
into the hands of the two brothers. Menelaus upbraids Aga-
memnon’s weakness, and his breaking of his word ; Agamem-
non retorts with pressing his claims as a fatherand a king. The
dispute descends, as always with Euripides, into wrangling, and
the imputing of low motives ; in the midst of it Agamemnon is
terror-stricken by the news that his wife and daughter with the
little Orestes have reached the camp, and have been received
with acclamation by the army. His despair melts the ambitious
heart of Menelaus, who gives way, and beseeches his brother
not to sacrifice Iphigenia. But now Agamemnon in his turn
remains firm, chiefly, however, from cowardice, and a feeling
that as his daughter has really arrived, her fate is now beyond
his control.!

The chorus, in an ode of which the genuine part is very
beautiful, deprecate violent and unlawful love, with its dread
consequences. Then follows the greeting of Agamemnon by

monody of the heroine, and a night scene. This proves those critics to be
wrong who insist upon Euripides having always opened his plays with a
prologue. I believe the Jox to be another example, where the dialogue of
Inn and Creusa replaced the prologue—the existing one being wholly
spurious.

' CL the parallel of Polynices in Sophocles, above, p. 8o

VOL. I.—2 L
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his innocent daughter, and his ill-concealed despair—a scene
which none of the imitators has dared to modify ; and Cly-
temnestra begins asking motherly practical questions about
her future son-in-law. But when Agamemnon proposes that
she shall return home, and leave him to arrange the wedding,
she stoutly refuses, and asserts her right to the control of do-
mestic affairs. This adds to the perplexity of the wretched
king, who leaves the stage defeated in his schemes of petty
deceit. Presently Achilles enters, and is hailed by Clytem-
nestra, to his great surprise, as her future son-in-law. This
somewhat comic situation is redeemed by the perfect man-
ners, and the graceful courtesy of Achilles, whose character in
this play approaches nearest of all the Greek tragic charac-
ters to that of a modern gentleman. But the scene be-
comes tragic enough when the old retainer stops Achilles,
who is leaving to seek Agamemnon, and discloses to him
and to Clytemnestra the horrible design. Achilles responds
calmly and nobly to Clytemnestra’s appeal for help, and pro-
mises to protect her daughter with the sword, should she be
unable to persuade her husband to relent. He deprecrates
with great courtesy Clytemnestra’s proposal to bring Iphi-
genia in person from the tents to join her in personal sup-
plications, After a choral ode on the marriage of Peleus and
Thetis, Agamemnon returns, and is met by Clytemnestra, who
has left her daughter in wild tears and lamentation' on hear-
ing of her proposed fate, and compels him to confess his whole
policy ~She then attacks him in a bitter and powerful speech,
which is meant to contrast strongly with that of Iphigenia.
This innocent and simple pleading of an affectionate child
for life at the hands of her father, with her despair at the
approach of death, and her appeal to her infant brother to join
in her tears, is the finest passage in Euripides, and of Its
kind perhaps the finest passage in all Greek tragedy. Upon
Agamemnon’s craven flight, she bursts out into a lyrical
monody, which is interrupted by an approaching crowd and
tumult, and the actual entrance of Achilles in arms, who tells

| . 1101 : TaAAds lefra ueTaBoras odupudTaw.
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Clytemnestra that the whole camp are in arms against him, that
nis own soldiers have deserted him and are led on by Odysseus,
but that he will do battle for her to the death. This rapid
dialogue in trochaic metre is followed by the second great
speech of Iphigenia (in the same metre) in which, with sudden
tesolve, she declares that her death is for the public good, and
that her clinging to life will but entail misery upon her friends ;
she therefore devotes herself to the deity, and resignedly braves
the fate from which she had but lately shrunk in terror.  Achilles
Is struck with admiration, and speaks out his regrets that the
pretended marriage was no reality, but he bows to her decision,
perhaps because it would have been impious to defraud the
gods of a voluntary victim ; yet he proposes to bring his arms
to the altar, in case she should change her mind at the last.
The affecting adieus of the princess to her mother and her
little brother, and her enthusiastic hymn as she leaves them for
her sacrifice, conclude the genuine part of the play. A messen-
ger's narrative of her death was doubtless intended by the poet,
but he did not live to complete the work. It appears from two
verses cited by Alian, in which Artemis announces that she
will substitute a horned hind for Iphigenia, that the piece really
ended with this consolation, from the goddess ex mackina. But
to modern readers the epilogue is no greater loss than the pro-
logue, if such there was. The real drama is complete, and
requires not the dull interpolations with which our MSS.
conclude. :

There were [phigenias by both Aischylus and Sophocles,
which were soon obscured by the present play. Both Navius
and Ennius composed well-known tragedies upon its model.
Erasmus translated it into Latin in 1524 ; T. Sibillet into
French in 1549. Dolce gave an Italian version in 1560, There
are obscure French versions by Rotrou (1640), and by Leclerc
and Coras (1675), the latter in opposition to the great imitation
of Racinein 1674. Racine’s remarkable play, written by a man
who combined a real knowledge of Euripides with poetic talent
of his own, 1s a curious specimen of the effects of French court
manners 1n spoiling the simplicity of a great masterpiece. In
order to prevent the sacrifice of so virtuous a person as Iphi-

L2
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genia, Racine takes from an obscure tradition an illegitimate
daughter of Helen (by Theseus), whom he makes the rival of
[phigenia in the love of Achilles, and a main actor in the play.
He substitutes Ulysses for Menelaus, and inserts many features
from the first book of the Iliad into the disputes between Aga-
memnon and the angry lover. As Racine himself honestly
confesses, the passages directly.borrowed from Homer and
Euripides were those which struck even his Paris audience. The
character of Agamemnon is, however, spoilt by giving him that
absolute control over his family and subjects, which only
priestcraft could endanger, and the French Iphigenia, with her
court manners, and her studied politeness, is a sorry copy of
the equally pure and noble, but infinitely more natural Greek
maiden. A comparison of her speech to her father, when
pleading for her life, in both plays, will be a perfect index to the
contrast.!

An English version of Racine’s play, called ¢ Achilles, or Iph.
in Aulis,” was brought out at Drury Lane in 1700, and the author
in his preface to the print boasts that it was well received,
thoagh another Iphigenia failed at Lincoln’s Inn Fields about
the same time. This rare play is bound up with West’s Hecuba
in the Bodleian. The famous opera of Gluck (1774) 1s based
on Racine, and there was another operatic revival of the play in
Dublin in the year 1846, when Miss Helen Faucit appeared as
the heroine. The versivn (by J. W. Calcraft) was based on
Potter’s translation, and the choruses were set to music, after
the model of Mendelssohn, by R. M. Levey. I fancy this
revival was limited to Dublin. Schiller translated Eurpides

! Qui ne sent la différence des deux morceaux ? C’est, chez Racine,
une princesse qui détourne d’elle-méme sa douleur, et la reporte sur les
objets de son affection [sc. sa mére et son amant] ; qui, soigneuse de sa
dignité, demande la vie sans paraitre craindre la mort. C'est, chez
Luripide, une jeune fille, surprise tout & coup, au milien de 'heureuse
sécurité de son Age, par un terrible arrét, qui repousse avec dcsespoir le
glaive levé sur sa téte, qui caresse, qui supplie, qui cherche et poursuit la
nature jusqu'au fond des entrailles d'un pere, &c. (Patin, Efudes, il .
35.) But I quite differ with him when he thinks that the elegant verses of
Racine are in any degree approaching in excellence to the passionate
prayer in Euripides.
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play (1790), and there is an English poetical version by Cart-
wright, about 1867 (with the Medea and Zph. Taur.).

The translation of Schiller, which ends with the depar-
ture of Iphigenia, is very good indeed. It is divided into
acts and scenes, and might be played with the omission of
the choruses. He has appended not only notes, comparing
his own version of certain passages with that of Brumoy,
but a general estimate of the play, in which he has been too
severe in discovering defects, though he highly appreciates
the salient beauties of the piece. Thus he thinks the weak
and vacillating Agamemnon a failure, whereas this seems to
me one of the most striking and natural, as well as Homeric,
of personages. He also protests against the dark threat of
Clytemnestra, which may not be very noble or appropriate to
the fond mother of the stage, but is certainly very Greek and
very human.

The special editions of note are Monk’s, Markland’s (with
additions of Elmsley’s, Leipzig, 1822), then G. Hermann’s, and
Vater’s (1845), now Weil's (among his Sept Tragédies). A great
number of critical monographs are cited by Bernhardy, of which
those of Vitz (Torgau, 1862-3) and H. Hennig (Berlin, 1870)
are good, and discuss fully the many difficulties of the play.

§ 218. The ZBacche, which was composed for the court of
Archelaus, is a brilliant piece of a totally different character, and
shows that the old connection of plays in trilogies had been
completely abandoned. Instead of dealing with the deeper
phases of ordinary human nature, the poet passes into the
field of the marvellous and the supernatural, and builds his
drama on the introduction of a new faith, and the awful punish-
ment of the sceptical Pentheus, who, with his family, jeers at
the worship of Dionysus, and endeavours to put it down by
force. His mother Agave, and her sisters, are driven mad
into the mountains, where they celebrate the wild orgies of
Bacchus with many attendant miracles. Pentheus, who at first
attempts to imprison the god, and then to put down the Bac-
chanals by force of arms, is deprived of his senses, is made
ridiculous by being dressed in female costume, and led out by
the god to the wilds of Cithzron, where he is torn in pieces by
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Agave and the other princesses. The lament of Agave, when
she comes in with the bleeding head, and is taught by old
Cadmus of her fearful delusion, has been lost ; but we know its
general tenor from the rhetor Apsines and from an imitation in
the religious drama called Christus Patiens (ascribed to Gregory
Nazianzen). While the wild acts of the new M=nads, whom
the god has compelled to rush from Thebes into the moun-
tains, are told in two splendid narratives of messengers, the
chorus, consisting of Asiatic attendants on the god, show
by contrast in their splendid hymns what joys and hopes a
faithful submission will ensure. These lyric pieces are very
prominent in the play, which, though sometimes called Fent/eus,
is more rightly called after its most important chorus, and
is among the best left us by Euripides. It is of course un-
dramatic that Pentheus, who proceeds so violently against all
the other Mznads, should leave this chorus to sing its dithy-
rambs in peace, but ordinary probabilities must often be vio-
lated for such a personage as the chorus of a Greek tragedy.
The general tenor of the play, which may contain the
maturest reflections of the poet on human life, is that of acqui-
escence in the received faith, and of warning against sceptical
doubts and questionings. And yet it is remarkable that the
struggle is about a new and strange faith, and that the old men in
the play, Cadmus and Teiresias, are the only Thebans ready to
embrace the novel and violent worship, which ill suits their de-
crepitude. We may imagine that among the half-educated Mace-
donian youth, with whom literature was coming into fashion, the
poet met a good deal of that insolent secondhand scepticism,
which is so offensive to a deep and serious thinker, and he may
have desired to show that he was not, as they doubtless hailed
him, an apostle of this random arrogance. It is also remark-
able how nearly this play, at the very end of the development
of Greek tragedy, approaches those lyrical cazfatas with which
Aschylus began. The chorus is here reinstated in its full
dignity. ‘The subject of Bacchic worship naturally occupied a
prominent place in the theatre consecrated to that very worship,
and it seems that every Greek dramatist, from Thespis and
Phrynichus down to the ignoble herd of later tragedians known
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to us through Suidas, wrote plays upon the subject. Sophocles
alone may be an exception.

But the play of Euripides always stood prominent among all
its rivals. It was being recited at the Parthian court when the
head of Crassus was brought in, and carried by the Agave on
the stage. It was imitated by Theocritus in Doric hexameters,’
apparently as part of a hymn to Dionysus. It was produced
upon the Roman stage by Attius. It is quoted by every rheto-
rician, by every Latin poet of note? It has even suggested,
with its incarnate god, his persecution, and his vengeance, a
Christian imitation. But in modern days, its fate was different.
The marvels and miracles with.which it abounds, and the promi-
nent vindictiveness of its deity, made it unfit for the modern stage.
In the last century A. W. Schlegel and Goethe alone, so far as
I know, appreciated it. In our own time, the play has again
taken the high place it held in dlassical days, and is reckoned
one of the best of its author. There are special recensions by
Elmsley and G. Hermann, and commentaries by Schone, Weil,
Tyrrell, Sandys, and Wecklein, besides school editions, and
special tracts in Germany. The text of one of the two remain-
ing MSS., the Florentine C, breaks off at v. 752, so that for the
rest we depend altogether on the Palatine (287) in the Vatican.
There are blank pages left in the codex C by the scribe, who
went on to other plays and never finished the transcription.

§ 219. I have kept for the last of the tragedies the Riesus,
which, were it accepted as Euripides’, should have come first,
as all those, since Crates, who defend it as genuine make it an
early work of the vouthful poet, and place its date about the
time when the ambitious designs of Athens were directed to-
wards Thrace, and resulted in the founding of Amphipohs. This
would place the drama about 440 B.C. But though so great a
critic as Lachmann thought it even the work of an earlier con-
temporary of Zschylus, and though some of the Alexandrian
critics recognised in it the traces of Sophocles’ hand, the
weight of modern opinion, since Valckenaer’s discussion, leans
to its being a later production, written at the close of the
Attic period, and about the time of Menander. Tor there i5

1 Idyll xxvi. z Cf, for a list, Patin, iv. 239.
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undoubtedly a waste and ineptness of economy—the intro-
duction of two almost idle characters, Aneas and Paris, the
appearance of Athena ex macking in the middle of the play,
and the still stranger #i7enos of the mother of Rhesus, also
ex machina—there are also scholasticisms of various kinds,
both in thought and diction, which seem to indicate the work
of a weaker poet copying better models. On the other hand,
the Alexandrian critics received it as genuine, and have left us
very full and valuable comments on the earlier part, as well as
extracts (in one of their prefaces) of two prologues, one of
which was ascribed to the actors, but neither of which appears
In our text. It is moreover, certain that Euripides wrote a
Riesus, but if, as one of the prefaces tells us, it was called
yrioiog, this must have been meant to distinguish it from
another as vifloc (as in the case of the Airvaiac yriawe, and
rabay, in the catalogue of Asghylus’ remains) ; and it is more
than probable that the play we possess is the spurious one, and
not from the hand of Euripides. For, besides the faults above
mentioned, and the many peculiarities of a diction which seems
rather eclectic than original, it wants the two most prominent
features of his extant plays, pathos and sententious wisdom.
Nevertheless, its merits have been by many unduly depre-
clated. It is a bold and striking picture of war and camp life,
producing an impression not unlike Schiller's Wallenstein's
Lager. Choral odes are dispensed with as Inappropriate to
a night-watch, and there is at least one exquisite epic passage
on the approach of Dawn.! The bragging of both Hector
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and Rhesus estranges the reader's sympathy, so that the
death of the latter excites but little pity ; the whole interest
lies in the changing scenes and fortunes of an anxious night
amid ‘excursions and alarums.” The scholia to this play were
first fully published in the Glasgow edition of 1821 (with the
Troades), and then with critical and explanatory notes in the
edition of Vater (1837). There are numerous monographs
upon its age, style, and authorship, in which the large diver-
gence of opinion on the same facts affords an admirable
specimen of the complete subjectivity of most of the sc-called
higher criticism.

§ 220. There remains, however, another genuine play of
Euripides—the Cyclops—which must be separated from the
tragedies, as being the only extant specimen of a safyric drama.
I have above (page 8)discussed the general features of this sort
of play, which is carefully distinguished by the critics from all
species of comedy, even from parody, of which I think there
are distinct traces in the Cydogs. As Plato saw clearly,?
the talents for the pathetic and for the humorous are closely
allied, and we should wonder how it was that no tragic poet
among the Greeks ever wrote comedy, did we not find that
scope for comic powers was provided in this ¢ sportive tragedy.’
It is indeed strange how the sombre and staid genius of
Euripides condescends to gross license in this field ; and no
doubt if we had a specimen from Aschylus or Pratinas—
the acknowledged masters of it—we should find that here,
as elsewhere, the Greeks preserved their supremacy in litera-
turc. There is great grace and even beauty in the extant play,
though we can hardly imagine Euripides’ taste as lying in
that direction. Silenus (who speaks the prologue) and his
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satyrs are in search for Dionysus, who (according to the
Homeric hymn) has been carried into the western seas by
pirates. But they are thrown on the coast of Sicily, and made
slaves by Polyphemus, who for dramatic reasons cannot devous
them as he does other visitors. The opening chorus is very
graceful and pastoral, reminding us strongly of scenes in Theo-
eritus.  As it is little read I shall quote it.! Odysseus then
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appears, and his adventure with the Cyclops occupies the rest
of the plot, in which the Odyssey is followed as closely as
was possible, consistently with the addition of a chorus of
satyrs, and the necessity for Odysseus’ free egress from the
cave to narrate the cannibal feast of the Cyclops. The satyrs
are represented as a most sympathetic but cowardly chorus,
desirous to help Odysseus and escape with him, but far more
desirous to drink his wine than to incur any danger in aid-
ing him to blind the Cyclops. The scene in which Silenus
acts as cupbearer to Polyphemus, and keeps helping himself, i
really comic, and the frank cynicism of Polyphemus’ brutal
philosophy! is expressed in an admirable speech. Odysseus’
impassioned exclamation, when he hears it, is in the highest
tragic vein, nor does the hero anywhere condescend to respond
to the wicked jokes of the satyrs. The whole work is a light
and pleasant afterpiece, but seems to me to have required much
more acting than the tragedies ; and 1 suppose the costume
worn by Odysseus to have been far less pompous, and his figure
less stuffed out than in tragedy ; so that this would be possible.
With this condition, it must have been an effective piece, and
was possibly preserved as being better than the seven others
known from the same author. There are few editions, and no
imitations of this play. A recension by Hermann, a German
version by Schéll, and a few good monographs, such as the
chapter in Patin’s FEtudes, are all that can be cited as of special
import. Shelley has fortunately left us a translation (with a
few omissions), which is invaluable for such English readers as
cannot compass the somewhat difficult original. The play takes
its place, of course, in the complete editions and translations,
with the tragedies.

§ 221. A full reviewof the 1,100 extant Fragments would be
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here impossible. Some of them are sufficient to give us an idea
of the plot of famous plays now lost, but most of them are only
selected for philosophic depth or beauty of expression. I have
referred above (p. 89) to the analysis of the Philoctetes given by
Dion Chrysostom. There are also a good many titles cited by
the Aristophanic scholiasts in explanation of the parodies of
Euripides with which the comedies abounded. It may safely be
asserted, that had we no other evidence of the poet’s work than
these fragments, we should probably have reversed the judgment
of the old critics, and placed him first among the tragedians.
For in grace of style and aptness of proverbial philosophy he
has no rival but Menander, with whom indeed, as with the
new comedy generally, his points of contact are many. Butin
simplicity and purity of diction he far exceeds Aschylus and
Sophocles.  Thus there is hardly a single curious or out-of-
the-way word quoted by the lexicographers from his poetry ;
but rather innumerable moral sayings and pathetic reflections
on human life (in Stobaeus), many deep physical speculations
by the Christian Apologists! and their adversaries; many
striking points by the rhetoricians. Apart from the spurious
Danae, of which the opening is preserved in the Palatine MS,,
there is a large fragment of the Phaethon, from which one of
the choruses is very beautiful.? Goethe attempted a restora-
tion of the play. A fragment of Euripides has since been
published by H. Weil for the Société pour lencouragement des
études grecques, and is an interesting speech of forty-four lines,
possibly from the Zemenide. There are lesser frazments in
Aischylean style on the same papyrus. Blass also prints
(LZhein. Mus. xxxv. p. 291) a new fragment of forty-five lines
from the Melanippe (i despiric). But both these interesting
discoveries are eclipsed by the fragments which Mr. Petrie
brought home among his papyri from the Fayoum, and which
I identified as passages from the conclusion of the famous
Antiope. They illustrate the plot, as given us by Hyginus
(cf. Nauck, Fragg. Trag., 2nd ed., p. 411), and add other
valuable information concerning the play. The MS. is cer-

! Cf. frags. 596, 639, 836, 935.
¥ vv. 25-30.
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tainly not younger than 230 r.c., and probably much older, so
that it 1s of unique value paleographically, as well as classi-
cally. I have given the full text in Hermathena No. XVII. A
facsimile will be published by the Royal Irish Academy. Mean-
while I give the reader the speech of Hermes (the deus ex
machina) and the reply of the conquered Lykos.

Hermes.] oTAN AE OAINTHIZ AAoXoN EIZ ITPAN TIOEIZ
ZAPKON A@POIZEAZE THZE TAAAITIOPOYT $TZEIN
oZTEA TITPOZAZ APEOZ EIZ KPHNHN BAAEIN
13 AN To AIPKHE oNoM EINONTMoN AABHI
KPHNHZ [AIlo |JPPoTE o AIEISIN AZTENZE
IEATA T[A @HB]HZ TAAZIN EEAPANN AEL
TMEIZ A[ENEI]JAAN oZ103 HI KAAMoT TIOAIZ
XQPEITE [ ]3 ASTY AE ISMHNoT IIAPA
ENTAZ[ToM |oN TITAAIZI[N] EZAPTTETE
=T MEN[ JToNETM . . MoAEMION AABON
THO OZ[MPIN EXE]MoNoN, 37[, .JN A AM#IONA
ATPAN K[EAET]0 A[IA] XEPQON QMAIZMENON
MEATIEIN ©EoT[Z OIJAAIZIN EWoNTAI AE 2ol
TNIETPAI TE[PE |[MNAI MoTZIKHI KHAoTMENAI
AEM . . . JMHTPoZ EI[. . .]oTZA EAQAIA
< s ISR N TEKTONON @HZEI XEPI
IETZ THNAE TIMHN 3TN A ErQ AlanMI Zol
oTTIEP ToA ETPHM EZXEZ AM®ION ANAE
AETKO AE IMOAO T aAloZ KEKAHMENoL
TIMAZ MErIZTAZ EZET EI' KAAMoT IcAEL
KAI AEKTPA o MEN ®HBAIA [AHW¥]ETAI FAMON
oA EK $PTTON KAAAISTON [ET|NASTHPIoN
THN TANTAAOT TAIA AAA [0Z]oN TAXISTA XPH
ZINETAEIN @EoT INEMWYANTOZ oIA BOTAETAL

Lyk] 0 MoAA AEAIITA ZETZ TIGEIZ KA® HMEPAN
EAEIZ[EN EIS 4Q3] TASA ABOTAIAZ EMAS
EZ Z#O[MATPOZ] AoKoTNTAS oTK EINAI AloZE
NMAPEZTE KAI IHT HTPE MHNTTHZ XPoNoZE
VYETAEIZ MEN HMAZ Z¢0IN AE MHTEP ETTTXEIN,
ITE NTN KPATTNET ANT EMoT THZEAE X®oNoZX
AABONTE KAAMOT ZKHIITPA THI' TAP AEIAN
Z$0IN TIPoZTIOHZIN ZETZ ErQl TE ZTN All
EPMH[1 AE NEI@ON APE|oZ EIZ KPHNHN [B]aAn
MTNAIKA @AWAZ THZ[A ., ., . IJN oTZA IHZ
NAZMolZl TEFTHI TIEAIA @HBAIAZ X@oNoZX
AIPKH TIPoZ AN[AP|ON TITEPNN KEKAHMENH,
AT AE NEIKH KAI TA TPIN NENPAIMENA,
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The Lrechtheus is now remarkable for having given M.
Swinburne not only the plot of his like-named tragedy, but one
of the finest of the speeches-- that of Praxithea—to which he
has acknowledged his obligations. Tt seems that this play
brought out prominently, not the self-sacrifice of the daughter,
but the patrivtic devotion of the mother. The daughter is not
even specially named in our fragments. Mr. Swinburne has
made her a second heroine in his version, but somewhat cold
and statuesque, neither acting on her own responsibility, and
as the eldest of the house, like Macaria, nor, on the other hand,
showing the simple innocence and instinctive horror of death
which we find in Iphigenia. His choruses are, moreover, far
too long and exuberant for a really Greek play, however
splendid they may be in themselves. I note these points not
by way of criticism, which I should not venture, but to indi-
cate to any English reader, that he must look to actual trans-
lations to obtain an accurate notion of the course of a Greek
play. There are, besides the great speech of Praxithea, two
important fragments from Euripides’ play—one the farewell
advice of a father to his son, very similar to that of Polonius
to Laertes in Hamlet ; the other an ode which longs for peace,
and which is paralleled by the famous strophe from the Cres-
plontes, which has been so well rendered by Mr. Browning
(Aristophanes’ Apology, p. 179). It is to be noticed that most
of the philosophical fragments are quoted as the poet's own
sentiments, and this is specially mentioned by rhetoricians
and scholiasts,! some of whom even call his choruses para-
bases, or open addresses to the audience, and others, such as
Dionysius of Halicarnassus, insist that the person of the pcet
and that of his characters are throughout blended and con-
fused.? The lettersattributed to Euripides, and first published
by Aldus in his collection (ed. 1499), were apparently com-
posed by some Roman sophist, and have no value, even in
preserving facts then current about the poet’s life, which might
since have been lost. They have been critically sifted by
Bentley.

" CI. the frags. of the Danae.
? Cf. the passage cited on the Melanippe (1 co¢h) in Dindorf’s frags.
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§ 222. The external changes mtroduced into tragedy by
Euripides were not very great. He seems to have adhered to
Sophocles’ example in contending with separate plays, though
he represented tetralogies together —that is to say, we have no
clear evidence that there was any connection in subject between
the plays which were produced together, as, ror example, the
Bacche and Lpligenia in Awlis. But he adopted a distinct
method, which Sophocles imitated in his Ajax and Philoctetes—
of curtailing the opening and close of his plays, in order to
expand more fully the affecting or striking scenes in the body of
the play. This was attained, first by the prodogue, often spoken
by a god, or other personage not prominent in the real play,
who set forth the general scope and plot of the piece, and told
the audience what they might expect—a matter of great necessity
in such a play as the Helena, or Iphigenia in Tauris, where
either the legend, or the handling of the legend, was strange,
and not familiar to the public. Secondly, the deus ex mackina,
who appeared at the end, cut the knot, or reconciled the
conflict of the actors. There is evidence that the prologues
were much tampered with by the actors, and some are even
altogether spurious. In written copies of the plays these pro-
logues may have originally served as azguments, but for stage
purposes, their recital by some indifferent actor was (I fancy)
intended to fill up the time while the Athenian audience
were bustling in and taking their seats. The appearance of
a god at the end was likewise a sign that the play was over,
for it was always plain what he would say, and the last words
of the chorus were even the same in several of the plays, being
evidently not heard in the noise of the general rising of the
crowd.

It was the fashion of the scholiasts to follow Aristophanes
in censuring the poet for introducing certain novelties in music
and in metres. But we cannot now appreciate even the points
urged as to the latter, nor do I think that the modern critics
who follow the same line of censure have at all proved their
case by argument. I would rather point to at least one very
interesting metrical novelty whereby the poet admirably ex-
pressed the contrast of calmness and excitement in a dialogue.
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This was the interchange of iambics with resolved dochmiacs,
which we find in several fine scenes, such as that of Admetus
with his wife (4/. 243, sq.), of Phadra, with the chorus (.
571, sq.), and of Amphitryon with Theseus (Herc. Fur. 1178,
sq.). The modern reader can here easily feel the appropriate-
ness of a remarkable innovation.

§ 223. As to the general complexion of his plays, the
critics note that the chorus declines in importance, that it
does not interfere in the action of the play, except as a con-
fidant or accomplice, and that its odes are often irrelevant,
or personal expressions of the poet’s feelings. These state-
ments are to be qualified in two directions : in the first
place, we find the decay of importance and occasional irrele-
vance of the chorus manifestly in Sophocles, so that he must
either have begun, or countenanced by his practice, the change.
Secondly, it is false that Euripides did not introduce an active
chorus, and one of great importance, in his plays, for we
have before us the Swpplices, the Zroades, and the Baccke,
rightly called after the most important »é%. It is further-
more asserted that he invented the tragedies of intrigue or of
plot, where curiosity as regards the result replaces strong
emotions as regards the characters and sentiments expressed.
This again is only true with limitations. For there are three
different interests which may predominate in a tragedy, and ac-
cordingly we may classify them as tragedies of character, like
the Medea, as tragedies of plof, like the Jon, and as tragedies
of situation, like the Zroades, in which there is a mere series of
affecting tableaux, or episodes. But evidently all elements
must co-exist, and the fact that Euripides does complicate
his plot, and excite an intellectual interest in the solving of it,
does not prevent these very plays from being most thoroughly
plays of character also. Therc is no finer character-drawing
than that of Ton and the Tauric Iphigenia, and yet these cha-
racters take part in subtle and interesting plots. It is there-
fore distinctly to be understood that the prominence of plot in
some of Euripides’ plays does not exclude either character-
drawing, or the dwelling upon affecting situations—this latter a
very usual feature in the poet, and one in which he may be
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said to have reverted to the simple successions of scenes in
the earliest tragedy.

§ 224. But there is this important point in Euripides’ charac-
ter-drawing, that except in the Medea, he does not concentrate
the whole interest on a single person, but divides it, so that
many of his strongest and most beautiful creations appear only
during part of a play. Thus Hippolytus and Phadra are each
splendidly drawn, but of equal importance in their play ; so are
Alcestis and Heracles, Ion and Creusa, Iphigenia, Agamem-
non and Achilles. This subdivision of interest makes his
plays far more attractive and various, but it naturally fails in im-
pressing. upon the world great single figures, such as Ajax,
Antigone, or, in our present poet, Medea. Again, it is very
remarkable that Euripides seems to have disliked, or to have
been unable, to draw strong or splendid male characters.
Almost all his kings and heroes are either colourless, or weak
and vacillating, or positively mean and wicked. This may be the
misfortune of our extant selection of plays, for the Odysseus of
his Philoctetes seems to have been an ideal Periclean Athenian.
But in the plays we have, the most attractive men are Ton and
Hippolytus, in both of whom the characteristics of virgin
youth, freshness, and purity are the leading features—a type
not elsewhere met in extant tragedies, but very prominent in
the dialogues of Plato. On the other hand, no other poet has
treated female passion, and female self-sacrifice, with such re-
markable power and variety.! We have remaining two types of
passion in Pheedra and in Medea—one of the passion of Love,
the other of the passion of Revenge, and we know that in other

' Mr. Hutton, in his delightful Zifz of Scot¢, contrasts (p- 107) the genius
of Scott, who failed in drawing heroines, with that of Goethe, who was un-
successful with his men, but unmatched in his drawing of female character.
Some such natural contrast seems to have existed between Sophocles and
Euripides, and is indeed implied in the scandalous anecdotes about them,
which intimate that Sophocles was too purely an Athenian to share Euri-
pides’ love of women. Sophocles had an opportunity of drawing the
purity and freshness of youth, which was so interesting to the Greeks, in
his Neoptolemus (Philoctetes). Vet this character appears to me very
inferior to either Ton or Hippolytus,

VOL. I.—2 M
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plays he made erring women his leading characters. But when
these characters are assumed mischievously by Aristophanes,
stupidly by the old scholiasts, servilely by modern critics, to
afford evidence that the poet hated women, and loved to traduce
them upon his stage, we wonder how all his splendid heroines
have been forgotten, and his declarations of the blessings of
home, of the comforts of a good wife, of the surpassing love of
a mother, passed by in silence. His fragments abound with
these things, just as they do with railings against women, both
douutless spoken in character. But it is indeed strange criti-
cism to adopt the one as evidence of the poet’s mind, and to
reject the other.

There are, moreover, in the extant plays, four heroines who
face death with splendid calmness and courage—Alcestis,
Macaria, Iphigenia, Polyxena—and all with subtle differences
of situation, which show how deeply he studied this phase
of human greatness. Alcestis is a happy wife and mother,
in the heyday of prosperity, and she gives up her life from a
sense of duty for an amiable but worthless husband. Macaria,
in exile and in affliction, seizes the offer to resign her life, and
scorns even the chance of the lot, to secure for her helpless
brothers and sisters the happiness which she has been denied.
And so the rest, but I pass them by rather than treat them
with unjust brevity.! Enough has been here said to show that,
instead of being a bitter libeller of the sex, he was rather a
philosophic promoter of the rights of woman, a painter of her
power both for good and evil, and that he strove along with
Socrates, and probably the advanced party at Athens, to raise
both the importance and the social condition of the despised
SEX.

§ 225. He seems to have similarly advocated the virtues
and the merit of slaves, who act important parts in his plays,
and speak not only with dignity, but at times with philosophic
depth. Yet while he thus endeavoured to raise the neglected
elements of society, he may fairly be accused of having lowered
the gods and heroes, both in character and diction, to the level

' T must refer the reader to the chapter of my monograph on Euripides
for a fuller discussion of this interesting question.
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of ordinary men. He evidently did not believe in the tradi-
tional splendour of these people; he ascribed to them the
weaknessand the meanness of ordinary human nature ; he even
made them speak with the litigious rhetoric of Attic society.
When in grief and misery, they fill the theatre with long
monodies of wail and lamentation, not louder or more intense
than those of the Philoctetes of Sophocles, but without the
man’s iron resolve. Again, in calmer moments he makes them
reflect with the weariness of world-sickness, often in the tone of
advanced scepticism, sometimes in that of resignation ; he also
makes his chorus turn aside from the immediate subject to
speculate on the system of the world, and the hopes and dis-
appointments of mankind. When we note these large and
deep features in his tragedies, when we see the physical philo-
sophy of Anaxagoras, the metaphysic of Heracleitus, the
scepticism of Protagoras produced upon his stage, when we
see him abandoning strictness of plot, and even propriety of
character, to insist upon these meditations of the study, we
fancy him a philosopher like Plato, who desired to teach the
current views, and the current conflicts of thought, under the
guise of dramatic dialogue, and who accordingly fears not to
preach all the inconsistencies of human opinion in the mouths
of opposing characters. A picture of every sort of speculation,
of every sort of generalization from experience, can be gathered
from his plays, and we obtain from them a wonderful image
of that great seething chaos of hope and despair, of faith and
doubt, of duty and passion, of impatience and of resignation,
which is the philosophy of every active and thoughtful society.
We can imagine the silent and solitary recluse despising his
public, writing not for the many of his own day, but for the
many of future generations, and careless how often the ecritics
might censure him for violating dramatic dignity, and the
judges postpone him to inferior rivals. And he may well have
smiled at his five victories as the reward for his great and
earnest work.

§ 226. But this natural estimate is contradicted by the per-
petual notes of the scholiasts, who assert that Euripides was

iltogether a stage poet, and sacrificed everything to momentary
M2
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effect. Théy speak of his plays as immoral, as ill-constructed,
but as of great dramatic brilliancy. I confess I am slow to
attach any weight to the critics who censure the tears of Medea
and Iphigenia as blunders in character-drawing.'! But there
are independent signs that what they say has a real foundation,
and that Euripides was too thoroughly the child of his age to
soar above the opinions of a public which he may often, and in
deeper moments, have despised. Thus we hear of his re-cast-
ing his Hippolytus, so as to meet objections ; we find him in-
dulging in long monodies which can hardly have been intended
for more than an immediate musical effect ; above all, we find
him writing patriotic plays, with extreme travesties of the enemy
of the day, and with fulsome praises of Athens, which are far
below the level of the ‘philosopher of the stage” We find him
also adopting a combination of two successive plots, so as to
gather into one the pathetic scenes of separate stories, at the
expense of dramatic unity. These things show that if he really
adopted the stage as a means of conveying the newer light, it
became to him an end, which he strove to perfect in his own
way, and without surrendering his philosophy.

He felt himself, as Aristophanes tells us, in direct oppo-
sition to Aschylus, whom he criticises more than once.
There are not wanting cases where he seeks to correct
Sophocles also, but nothing is more remarkable than the
small number of allusions or collisions between rivals on the
same stage, and often in the same subjects. Yet they could
not but profit by the conflict. It seems to me, however, that
as Euripides was the poet of the younger generation, and of
the changing state, he acted more strongly on Sophocles than
Sophocles did in return, and though we may see in the Bacche
much of the religious resignation of Sophocles, we see in the
Philoctetes a great deal of the economy and of the stage practice
of Euripides.

The next generation, while leaving the older poet all his
glories, declared decidedly for Euripides; the poets of society em-
braced him as their forerunner and their model ; philosophers,

) Cf. the argument to the Medea, and Aristotle’s Foelc, cap. XV,
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orators, moralists—all united in extolling him to the skies,
Thus the poet who was charged with writing for the vulgar,
with pandering to the lowest tastes of the day, with abandoni ng
the ideal and the eternal for the passions and interests of the
moment—this is the very man who Dbecame essentially the
poet, not of his own, but of later ages. He was doubtless, as
I have already said, an inferior artist to Sophocles ; he was
certainly a greater genius, and a far more suggestive thinker,!

$ 227. The old critics paid much attention to this author, but
are unfortunately not often cited. Dicaearchus is the earliest
mentioned, especially in the Arguments, then Aristophanes of
Byzantium, and his pupil Callistratus, as well as other Alexan-
drians, and Crates, but Aristarchus is only mentioned once in
anote on the Rkesus. Didymus is the most important, and
most cited, and a commentary by Dionysius, added to his notes.
The present collection of scholia, though it must have then
existed, was unknown to Suidas. They were first edited on
the seven popular plays, by Arsenius (Venice, 1 534), and often
since. Those on the Riesus and Zroades were first given from
the Vatican MS. (gog), in the Glasgow edition of 1821. This
copy also supplies fuller notes on other plays, all of which have
been carefully edited by W. Dindorf in his Sckolia Greca in
Lurip. (Oxon. 1863), with a good preface. There are only
full netes on nine plays, viz. Hecuba, Orestes, Pheenisse, Medea,
Hippolytus, Alcestis, Andromacke, Troades, and Rhesus. On the
rest there is hardly anything, about a dozen notes each on the
Lon, Helena, Hercules Furens and Electra ; on the others even
less. The history of the influence of his plays on the Roman
and modern drama is very curious, but I must refer the reader
for this and other details to my larger monograph on the poet.?

§ 228. Bibliographicar. 1 proceed to notice the principal
MSS. and editions. The extant MSS. have leen carefully
classified by Elmsley (Pref. to Medea and Bacch. ), by Dindorf,

' An immense number of monographs on special points in the poet’s
diction, economy, style, and temper are enumerated by Bernhardy and hy
Nicolai, LG. L i. pp. 201-2,

® Zuripides, in Mr. Green’s series of classical writers (Macmilian,
1879).
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and by Kirchhoff in the preface to his Medea. "None of them
contains all the plays. The older selection contains the nine
plays of the Vatican MS. just mentioned, but of these the first
five are in a Venice MS., which is the oldest and best, and
six in a Paris MS. (A, 2712). We accordingly have these plays
better preserved, and with scholia. The rest are extant in
two fourteenth century MSS., the Laurentian C (plut. 32, 2, at
Florence), which contains all the plays but the Z70ades and a
portion of the Bache, and the Palatine (287), in the Vatican
Library, which contains seven of the latter section, except the
end of Heracleide. Thus there are three plays, the Hercules
Furens, the Helena, and the Electra, which depend upon the
Florentine C alone, which has only been of late collated once
(by de Furia) for the edition of Matthiz. An examination of
this codex on the Helena and Hercules Furens proved to me
that a good deal of help might still be derived from another
and more careful collation. The same result appears from the
recent collation of the Electra by Heyse.! More recent copies
need not here be mentioned. Most critics are now agreed that
all these texts are full of interpolations, arising fro