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Conventions in Art are born rather than made: 
like most conventions the Greek Chorus is a beautiful 
accident. and like ,most accidents, :it is not perfect. 

·, Bu11erbly as its great dramatists' adapt .and· modify this 
relio of.primitive rel1gion,to.serve their·art, Just 
as Greek . sculptors adapt their groups vii th an added. 
beauty to the arbitrary triangle o:r the ~ample-pediment, 
there are ti.mas when ·w·e reel the Chorus an enoumbranoe · 
and. wish it away. Or1 the other hancl, the dramatists . 
early realized how many important uses this standing, 
stage-·a.rmy could be ·made . to serve. It can· expound 
the pa.at, comment on the present, forebode the·future •. 
It provj.des the past w·i tn a· mouthpiece and the 
sp~otator w~th a counterpart of himself, It forms a 
living foreground of.common humanity above.which, 
tha heroes tmv-er: a liv:ing background of pure :poetry 
?thich· turns •lamentation into music ··and hor·ror into 
peace. It provide a both a wa.ll i as . Sohillar h~ld • · , 
severing drama' like a magic oirole from ·the real v1orld, 
ancl a bridge between the heroic figures of legen4 and 
the average humanity of the audience.* · 

*F •. L. Luoas, Trafed;t .!J:!. .Relation :!i£ Aristotle's 
Poetics• 6th ed, London, I928} t! f: ,~. . 
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lNTaO:OUOTION 

The ollO#i~.;~ a dl'tmatio and theatd,;ial element .in 
Tragedy,, hali:.nev~:r···:esa1ned the all•important position 
that 1t, .held tn the 'ane.ie:n.t Greek th<t.ater. There have 

' ' ' 

l:1$en,, hOW'eVe:t>'J lll!Ul)' j:1nt:tators ot the o:d.ginaJ.: !Gieek ohottu:1 • 
as wJ11 as ~y1nn~•atora ct ~n1que choral techniques, 
who have atte.mpted.'.~t;¢l re-establish ·the role or .the eborus. 

. ',.' ~ .• '. ' ' 

. One · ot. the .bettex- ~Xamples f.rora among those who :ro11owed 
the. Q,:,eek tl'~;i titm ;ts toun<t in the dl'lmati o V,o,.-kS ot 
RoMl't.~1~1'1 a:rrenob pla~isht ot the ·s:i.iteenth 
tJentux-7 .i 

Garnier·. (l .. 644•1090)1 was an e~dite lawyer who 
apparentlt·was_·thoroughl7 twn1i1ar with· the l.iteratura o~ 
anolent Rome and Greaoe Which was. so Widelt. translated. 
and fni.ta ted during the period or · the J?r·ench Rena·issanoe .. 2· 
Vlhile studying law at Toulouse• he· had proven himselt . a 
'tine lyrio poet, winningbot,h t1ret and $eoond p:riz~s in 
tha 'Jeux Floraux/ J:n l56S, he combined his knowle.dge 
of the elaa,ifSi'hi~ g1tt tor poetic expression. end his 
sincere interest in the mistortunas oa:ueed hi~ ni:i.t1on 
and his people by civil strife to write hie tirst tragedy, 
Poroie. Within twelve years he had written five more 
;plays, ea.Ch one QOntaining a Chorus.. . In 1582.,:he wrote 

' • , ·,. • I .,' 

his seventh play, Bradamante, in the Argsmen~ ot wh~ch he 
. .... \' ; . ' ~-



made: this ett:quotea. stat.emen:t' about the chorus: 
Et l'.!U'Ot qU'il nty a polnt de Qhoettrst . comm$ 

aux trag6dies prGQeiJ.entes,· pou:r la·dist1notiOndes 
actes. eeluy·qu.;t voudroit rair$.re:pr4'senter cette 
Bradamante.:,er~·,. sr11 lu:r plaist• ~dvEu;t:v: <1•user . 
a.•entremets, e~ lea interposer entre lesactes 
pt,~ n~· le$ ~ontono.re, et .ne mettre en :continuation . 
a.a\ prop<:ls oe ··qu1 requ1art quelque distance de temps. 3 

.Despite this,: apparent a.1sinterest in the chorus (oons!derins· . . . ; : . . :_. . .- . . . . , -- .· . ~ . . , , ·r : . 

it simply- ef ~eans 'to separate acts) ,,4 Garnier used a · 

chorus age.in·· .111 his l.ast and his ·only truly o~iginal plaJ·• 

Les Ju1:tvesl 
~ >; -~. ::: ~ ' 

:tt is C'lll.* 1n-t~.ri.tion to ttemonatrate that* though 
Ga.rni:ar·•s. o\~<,vords::.land thi$ reterenee to the chorus. in 

· the A:reellt}ot Bra<tame.nte is the. bnl:, known statement 
that he ··nla.de': regar~::t~g the oho:us) ·s~em to in<tioa.te ·he 

1··,"_1 

·did not und$ista.na·t:,he fttll value of the t'>hOl!UfH his pla:rs 

give much evidence)in support of a.contrary conolua:ton. 
TQ help·plaoe u.s·in the century and develop a plan 

;.• .. :).: 

ot attaok{let us.eons~der these'exoarpts from La.n$on•s· 
Es51uisse <l•~e !tis,tOir~ !\l 1g. ;'1:r~s~ci!13 :t'rapca,;se, i,n. wl110h 

~ ·. '.<· 

he outlinet his· :,remarks on the chorus in gene,ral in the 
sixteenth centurrf \\ 

.· .. 
) 

· Au.: a,but, ·on mit des choeurs., sans i,e ·soucier . 
/ d•autre. o:tJ.oa~f ·parce qu•11 y en· ave.it chez lea anoiens. 
Partois,n nten 1ndique.mem.e, .pas la composition, 

Peu·~ pau nait le souoi c1•adap~er ·1e. ohoeur it 
la pers<?nne ~nsceJne ~tau lieu: d'ou 1, part1 de' 
metti:e. ·. plusieure. choeu!'s dif t€iremment compos6s, • • .• 

Liaison du: choeu:r a l'action; ohoeurs ohEtntants 
et ohoeurs parlants. Souvent auoune liaison) .. '. 

'. . Fonotion. du opoeur;: .· ex.primer la mO:t:§.lite,, du· 
fai t tras1que ,,,:.en. p!aisnant~ les viotimes .• 

, ·1\;·t' 



Autre tonction: separer lea $.Otes; d.t,otl: pa$ 
de choeur, en· ~igla. generale, a la fi_n. du ,ve aote; 
et a.u besoin:separer ·a.ans le oours d'un-aote lee 

· scenes .qu:i aupposant un i~tervalle de temps·. ou un 
chan~eme!l.t , de· .. lieu-.· .. _ · 

It .-we rei·ate these :rehlarks to, Gamier we· $ae that . 
~ '}·:., ' , , ' ~ • '·-:. , I • • • • • 

3 

h1suee of.the· ~hol-tls follows a'sim.1lar line ot·develop•\ 
~· ' ' ' 1 '• ; , ' • ' \ . . · ' , l I , - • , • , , I . '. : '\ ' ' , 

ment. :tn thll earlle,r plays,, he see.ms tc:> place choral 

od&s between \;a·:~ts' Slmply because there a.re Qho;rusea 
, ·· fthough. not usual:ty 'the same ones.) between' aQts in the 
plays het$'3.m:Lta.tii'lg~, 'l'hat is, there are o~oral odes 
b~twf:ten the ·~<)tij ,ot,se:n1ce..te _plays ~nd there· are chox,al. 

'.\ ', ._:(: ' ,; ,.·· : ' . ' .· . . .'.• ; ' 

odes used in the sa~e wa.:r, tbo11@1 there is no formal 
divi~io..n in.to·. acts.{f:1i1.. th~ Gteak. plays. Later, as we .t 

shall seer Garn.it)r cle_arly m~aga$ to relate {ne ChOrtt$ 

to th.et paraons ;on stase as wall a:, to the central aQtlr>n · · 
iQf the plJ{ In th!i; way, he mote. nearl1 e.tta1nt;i the ' . 
levelgt:th;:Greek;plays than he did.in the early imi• 

' • • ' , I 

tations hvhi~hi 'in :forml are more detinitely !ntlueno,ed ·, 
by Seneca than are :the later plays) by integrating the-

'/" , 

' ' c:,horus to the action and to the theme as he has envisioned· 
it'·~' 

In order to evaluate Garnier•~ pers-onal capability . 
1n ut.1.lizing the . chorut v,e must not,' only state the. tu.notions, 

. - . ' 

both teQhnic~i and a.estl1eti<t;· _'of. t'he ohorus in. Gree~ -:. 
drama. (ln ord~~ to compare the function of Garnier'S 
ohoruses ) ; we must alfl.o oonsid,er the. u.se ot the, chorus· 

• . !¥ • 

',,! ·, 

by- aeneca,1 whose in:fluenoe on OS;X"ni't~ 1$ generalJ.r 



accepted •. $ :We tinai:ty hope to establish that. Garnierts 
skill in he.ndl.trig th:.e ·chorus is not depe~dent upon his 
imitation of'the Gr~eks·.Olt of Seneca, but rath:er.on his 

., ' 

una.erstand1ne .ot '.:t11~· a.r~ek presentation of tb.~: chorus._ 
We liavEl'? ~tiax-etore ,: divided tho body Of 0\11.' study 

into the ·following tour ·pa.rlis.. In···Ohapter- tt .we have. 

set dO\V!l the. results Of our 'inspeo'tiO;n Of .the Choruses 

1n th~ worlts ·of Aeschylus, SophQQles 1 Euripides, and 
' ' ' ,· . ;• . 

Seneca,.· supporting .. our statements b·y reference to critics 
I I ,,", • (i• ! •., - ' 

. . . ' ~. ' ,• - ~ 

and scholars '\-the baye epeoialized 1n olassi cal studies. 
In ad.d:ttionj(We .. have· presented the few notes to be gleane'1 . 

from the th;~retioa.l mate;ial written.in the sixteenth 
century :regarding the tbea.ter. · In Oha.pta:r I:tI. we have 

, \ ~ ' . ' ' 

presented1 in. written and in tabular form.-· all the pel'ti• 
, . • , r ; ~ ··, '. , , 

ile;nt ini'Ol'lltl:\,11'.lll related to the actual n\!JD,ber of pasaa.g1;1e 

bor:rowed byGarniertrom other .autr-?rs, as well as the 
' ' ' 

internal r~lationship betv1een. the choruses and the plays 

This pro"O'ides a point of ref erenoe for o.ur . 
• • • • ;. 1. ' 

rema.rks in Qha.ptar IV, v1here we have discussed in detail 

the seven plays. of Garnier in wh1oh there are·Qhoruses. 
In Ohapter Vt iive hava a.ttempted tq demonstrate the attin1ty 

ot Ga.r~ie~ts handling 1 0f the ohoru~:.to. that of t11e·oreak · 
tragedians by- Qompa:,.-1ng Oarnte~•.s· original play, .~ 

' ' ' ' . 

[u~tve~• to a re~r~Sl~ntat1vo · play, the ·wall~known Oedipttsi 
Rex of Sophoolea·,,: !n a oonQluding chapter we have attempted to 

, - !~'rt.;-- , 

sum up and present the results of our consideration ot this 
subject,,~: 



'l'Bm TR©ORJ.:QF THE OHORUS PlllOll .· 'J:'O· GARN~_, 
'1 'J • 

Befote ,ifi~d~s_SixlJ{ the- _individual: a~thors who had, -

SOJUEl 1ntiuen~e: -t)n Garnier ls use Of .the chorus, . let tts 

consider tb.e dav-eloinnant of the chorus and its general 
o~~aoter!.at!os, in::-Gretk drama. A ~horus of singers and . 

- dancers was a1f' integral pa.rt of the religi:ous· :rites which 
were, hl;)ltl -1.tt· honor et 11!onysua before the tirst known · 
Greek tra.gelU.efl: rfere _proih1ced., "T;~gedy" of tt simple 

k.1nct began' il,ihen Th~~i,la placed an 1mpersonat1ns aQtor' · 
9n_ the_ sta~ \vi.1n{·t,n.e'. ohorns. Then Aeschylus,· Sophocles 
and :&uri;id;s Jc11.:t'1ed tile o~ONS. and actor(s)· bOtll by· 
resulating\the --size o:f the oh~rus -and ''the' .number or 

. ( ' . 

ao~ors ancL by· altering thet:r:' respeotive dramatic importance. 
l~ach of thesa authors handled the clloru.a :somewhat dit.-
fe:rentl~i but despite the lnoreasins number ot aetors: 
(though ri~ver allowing more than three on the stage at 

;,· 

onoe) and despite the.oompliqation_ot action. none- of them 
oompletely _ ab~-n~oned the for~. 7 

!t?lroughQut 'thes~ plays the ohorus remains an integral · 
:P!3-l"t,, Qr an indispensable-, 1•aotox-1 n whose funqtions quit~ 

' -nearly run .the gamut Qf all dramatia funot1ona_1 .1nolud1n$ 
' I t< ,{' 

some that an individual aotor oouid not perform v1ell- and 
aom&• on. the other hand, that .an tnd1v10.ua1 ·aotor Oouia. ..• 

' \·.·. ': :· ' •' ' '. . ' , : ·, ' 

conceivably perform with more ,'ease and grea't;er ver1s1mi-
litud~i, 



»ecal1.S& tJf :the':st~ndard composition Of the :or.eelt .. 
trr8Bedy, the chorus,: ~s vvell as being ·obllgecr:to 'remain 

on stage 'throughoutr:tlle: pt:)rtorraruiee, vias 'toroed. ~ti. sing 

choral 0,dea:a.'ti:~afious·'inte;rvals. In this.via:, it pe:r• 
. ·.·.···: ·.···' .. : ·. \\, ' '.. . ' .· .·· ·~·.·., ·, ... · .·· ·. '. .· . 

to:rm·ed•,. (pu1:poset,ully or not) the tu.notion of :an entr'acte 
or s1inp1Y }iurtam to sni:iw e1apaad time.8 ·.·!Il thes~ .. 

obo:rai <ldeS/a~pa~ding upon · the akili of tli; poet• · tlle 
.1 • • • ' ••• • ~ • \ .. • • , • 

oborus ¢ou1·d '.pe:d.*ol'~ an:r cf the· tol1owins tunotionst 
' '·,.;·\'.)" . 

"u:tit~:t'' emotl~b.a:,thJ1:{ ~an· be .expressed only ·in lyric 
'•/, 

:poatrti, · ,:~ · ,,~./'.:~: saY tµings · vthian the · audiance :longs to have 
' , .. '.• ', .. :.' .. -. '".·· .. ·;:,', ... :· :,· ,-·: . ' . 

sa.14,:,f .': but wltt·oh'. oanllot be., f:Ja.14 \>y . any charaote:r on . the 

s~age:;ttQ 1~e,Guntl :the pa~t1 ooinment on the pr~i,entt fore-
bode the t~tu:r;,:,,\.:,,;::>( §rovtai7 the :~.a.st with a mouthpiece 
e;nd thfJ $peo\~t;o3f1ftn a .. oounterpal'.t of himse.1:r;ttlO .bring· 

abOt+t, _'the t~~:e:$a.ti,dn; 'o,t atra.()spherat Of contras~ •. ot asc,ape. 
alld l.'e1iettJJ,~<p:t'ai$e good and tlllPiore, the gods• · The · 

1. ····-.,:·\: :., .•• ,'. . ' • ' 

weakest managintf i,f thee~ choral odes plaoaa before us 
C / • •, ,• ·,,.', ' ', ·;, ,'::-i,, ,, • r ,' • 

a s:r~u:p Qt helpl:e$,~i;)Jpeot:at~rs who ;frequently discuss 
. ' . . ....... ·. •, ;'./ : . . ' ., . . ' 

irrelevant S.u:oJ~o.t.rJf lhe. best presents a, group which, in 

th~ 1n1tialt· ~ons/· ~t~es 1 tseit 'lti th· the · aotion and ex•· 

plains . 1ta i'eialtion tr> .. it..:.. th~r.aby ai:ding the. :ge'neJ!al , ex• 
' ' '', '·: . ,-,°:'· ,:' ·~ ••· !: ' ·:, .;. ; . ' ; ·. . ' . ' .. ' ,i. -. ', • ' . . ~ :'·. • .. • ' •. : .... !' . . < 

' j)osltiofl:,· ah.a whio}\ •. throughout th'e plalt,t develops atmo.:. 
• ,, ' ' ' ' .. /. • > ' : ' ' ,- • ' ' • ; • • ~ ' • ' • ~ 

sphe:re.~ l*eliavoadramatie ·tens.ion (while maintaining. the 
' ' . . ' . . ' . ' . . . ~ ' . . 

train ot tllou~~h filla r'ePorts new e,v-entS.t ·· 
. ,..,.· 

. '.The funo.tion.s die¢uased in t'he:"la.st. :paragrap~ al.1ei'ot· 
. ' ' 



. JUQh, a nature ~th~ii 'Jhet would. either not ·be· no:rllUµly e.~ 
· ,,~ll managed.. bf ;an itldiv-1dttal Qha~otor o~ would. at:· least 

0 ' ' •c •' 

be wau.-~uft~d : tb a. ohorus' i'he G.:raelt poets J howev~r, .. 
·also used tb~>·bhorufr.in si~uatio~s:Wh~re they might;ha.ve 

• i ·: . ' ~ • . . 

iore. titt1ngly· µs~a.;/,ari i110.ivtltl1lal charaotal!.-. · · ·.'Qerta:'inly, 
: ,. ··,, . . . ,' 

Chorus ot i\i.f'teieri. i.pld men Of young. 'ttfOmen 1n ·:ra:p!t\.-fir·a 
' , ., ' ' -.: / .. ·, .. ,, '. :·· . - ··\• ' ' 

conversatlon··1t-tith·:<>ri~ ot the ·'actori,;l! Y~t such con-
.··,;,' .. ···!' 

ver~ations are j!e:pe~tedly- seen ·.in the Greek :Tragedy •. 
. ' ; 'i' ! ·.,-' .·' • ., • ', ': ' 

$hor-t' QOll.V~~.at.·~6nai paBtU\t;e~ seems .t\. bit ~.ore plauslbl~ ~· 

but even, in l~ese .~ases One I~lght ,tell. pre:f'etf >to Se~ 't\VO. 

lndidd®ll! ;;es8n:t;:(the ina'ter!l.al with sreateX° :'tfeea~m Ot 
,·,,·,,,,! 

. gestur~ and e,aSe Oi{: Sp(:H~fOh;,},. Gastu;es and variations !n ' . . . . ''· ·.···,·.;, ' .:··, ' : . . . ,. :>. . . ', . . .· , ' : . 
1ntonat1oil lW;1y be .f<?:rsotten· 1n lyrie passages but they . 

seem 9.uite·:!n·e:~~ss~ri: t at iaast to this v1r1ter) in 0011v$r~. · 
satfonal plisl;la~est! Pran:tatioally l!lpeald.nti, · it .must be 

'~ '~ . 
admitted that,,: on ·the whole~ the choruses in. the Greek·· 

,i)', 

tragedies wera~:tntltllately·oonoerned with the ao~ion and. 
theretora .. ,·;' forgetting .the theatrioal. a1rr1oulti~'.~» we 
can see th~t ~hey ~':ld .sufficient motivatio11 to ··engage in 
these convereations:i13 

!J.\. 



a 

&. ,CR0Rt1S·.ll &~§.QiiY+U~, SOPH.OOLitS1 __ Ju'"W_d: ~tmIP:tDES.; - -·· 
Pasai:ng -~otf ·to :a· oona~der~tion or the ·uatJ ot the 

chorus bi the';<tllr~e'.great oree·k, ·tragedian$ and .finally br 
' . ' '. . ' . .  . . . ~ . 

Seneca, we ::are for:·tunate to tind tltat th,lr ohronologioa.1 

o:t'~et-·co;reeP04ds ~o· the .'1rder of' lll.8.gnitude Cli' their fa., 
' . '.t·. '.·.·.,· •• .. -· .. '_ ··. ··, ;,· • .• ,' 

. ., ' . . .. ,,·,.:.·.. '.' . 

,fluencs on. GEt:rnier· i!~Qnt leas~ to greatest. 

A1thonrJi Aese:ny:ius·' apparently did not prbvide Garniet 
.. '·)r{· . . .. 

·,d.th arty oh@~a1' p~'~i~~es .• it 1$ worth noting that his·· 
.  . . . . ; }.\~ .. ;·.\·-:~_-·f ·- ·/.:.::, .. ~·: ./.f :·:·.-) ' -. . . ', ' 

. 'oh~ruses ·~id~rorm.'·~ll tha major tunotions·performed b;l 
• ~ < ,. • ·:,, .~ :, ·.:.·! '.\ .. ! .. I ' ·~. •  1 ' : • . , ' 

those or tll~)l.t1t'~1.-poets, who flltetted a mote dire et in• 
' : .; . <· .. ;p'. ' : .. ~- ' ' ~ . j, . ' • 

f lutnc~i oii: Oa:tn{e·r., . 0hC1!USes enter ·into OO~V~r$ation I 
' .·· . . . .·. '•i ..• ' . ' ';;}'. . . . ' . . ' :•:,(,{. '. ' 

tti·v1de themae1ves i~to semi~c11oru.ses and, atf·:one point, 

··f~,;o fi:tteen .$n~i;d.dual. Speake:rs.14. . The mc8t admirable 
. : .. ! "·:_' ~ ' . . ' . ' 

· oha~aoterist;i_'.e'i; ·of" 
1

A~:soll7lus' choruses is that they are 

. defi~i te11 ill~ 1neXir1eabl1 ·tied. up With th8 ~ntrigu.e. and, 
~ \' ·;·.; '· . ·,. ' ' 

theme ot E!la.ch ,ple.y:.' .Ml a matter: Of faot• they ~ra ·:re-. 
t '" ' • '. •  ' : : ; ~·-.\\~ ' ' 

quentlt the pt'incipe.l character, witness the ·.titles,. 
s·.·.; . . ' 

The FUttles .: ~~ ~ Psrifaans ~ and,: part1Qularly, '!;hf! SU:Qk!t;i~llt~ .• > ··. 
,:;.·· ... ·.,'.',.,:':.-·: : .. ·. ' . . . •. . ,' .. ·. 

in whioll tll& ,chor4~-·ta, the protagonlfft.15 In this latter '.i 
play, the d

1

al.\ghter·s . ·or 1)anaus 'vtho. rorm the ohol'Us have 
come to Argos to elaitn reftlge trom the ltgyptl~n men -who 
have attempted ille~l rnar1'1age wit~ thelll. ?i:e!r odes. 

. ,, · .. ,, ( ' ' 

well-spaQed,. ~re t'.i~ting and rela,rant to t~tL.aotion or the 
play. and 'thei.r conversational passages ·are alv~ays' well.,• 

jusiifiei,:', roh as they a~e so intima.te\r.connei,ted with . 



the partiou.1a.r·setot even~a, the spectator naturally iS 
• . J • ' ' ' ' ' 

interested .1n their 1mmedlate reaction to ea.oh· new dev.e~op-. 
ment:,lO j\.ll ,;of. ::#b.e: .choruses or Aeschylus are 'equally 

' . 

/ ,• ' ' . ·.· . 

Ottr later· d?!-t.it!t$' Since tle bas bUt one '0110):'US 1n each 
pla.y, and ea.oh. ohofus11as .a pa.rtfcu·1ar. t.itlet vi~ •• 110horus,·. 

of :aged Pere1ati£1'1 '* ."Ohcrrua ot Nymphet daughters of Ooean," 
eta-:, 

Sophocles, 1ro ~hom:Garnler turned only orlae for $. 
• . ·.' ' ' ' f 

'~ . '. ' ' ., 

choral passage, handles tlle ohor1:1s theatr1o~:1ly in much . 
I . 

. the same wa.y: as 'Aeaohyli:us, . with choral odes I oonve,...sations • 
and send:.~ohofusee. As is true with each of the Greelc 

clramatist~':, tij-er~ 1s no form.al division into acts, an~ .•. 
;:,·· , .. ·.··,, 

theretortt~: tltt?Se ol~o:ral Odea serve to di Vida scene$ O:t 
. , .. . 

-1actsi,rt sometimes shotrtil'.lg ·passage ot t'irna. In t·he odes 
· ot Soph.ocl.ea,",·the ~ho~usea· tunct1on pa.rt;oularly well, 

111foviding the 11<1:H::,es~aty relief: between. so·~ne s, yet remain .. 
1ng rel$Va11t EU'lJl oon:neeting themselves to . either the :pr~--

oet:1.lng · or· the. tollov1lng .speech ,by EU1swerins: quef3~1on11+g 
' ' ' ' 

o.r oommentine;,i . Mandell suggests that the o·horal o~es be--
."",,"' if ' • 

<;JOm.8 mOt*e 1tnpo~ta:o.t \Vi tb,: Sophoolea . as Et result Of the 

latter•s i~teres·t :IJ.1 plot and oharaoter: ode.tJ :rr~'.l:'k a stag~ 
of plot develop,m.ent ena 'do not .disturb character ct~velop• 

I ~ • ~ • 

ment. in the body c,f. 'the play\:l.7 Again,. as 1n Aesohl"lu.s ,. 

the- conversational pa..ssagea are justified by the :rel~tion.--
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ship of the'oho'rtlsto the situations and are important 
. in tne further ·<teve:tonment ot the·· aotion •. n.eoa.111ns our 

I• ' • ' ; •• • ' '•,, - • '. ' •:.. • • ' 

. temarks about.' ·th~-:· tKeat~iaal d1ffiaul t:r of present1ng 
.. , i , j ' • . . ' • ii ~ . i' r I 

tvhEJ'~ the \~h9fus ~f Tbe1:>an elders a.dVanoeS . t·~reateningly 

upon Creon a.she-orders hts ~ollowera .. to aociuot Antigone. 
• • < 1··', .... . . 

I!ere the members of · the ehoru.s. are unable to 'Ila.~ Creon. 
but apparent:).:- t)le1 attempt to <lo Jto 8.nd' actually Seize· · 

him, O.ontinuilifh i~Jthe meantime• a x-ather lieatE!d con'"' 
ve~satio1'-. ,, · 

JAan:t arlt1os. hrive questioned the· skill Qtt Eu~ipides . 
in handling the qhorus-.. A typical .rema:rk 1$ t·hat of 

• , • "\ • '.- , ~ J' . , ~· ,• i·i .·. '. 'i-: . . • ' . . I . r·. ; . . ', , ' 

ltm.ile ·PeasQ:nnE1au;i'-·)J•l1_n.tin, dans les t:rag~dies .cl' Eurip~:da .t . 
I ' • • • • •••• • :.:·>'. :_.,::· ... :.~ :.>.~·:•' :.\>• • • '• ' ' ·, • • ' ', .~t, • • la choenn nJa~t pltls qu.'un ornement exterieui'i aes chants 

s,ont tout ~ ·:~alt ep1$od.,.ques et 1ana r~pport. a:veo i•aotion."··18 
?t would tiieerrltha'l'., ··.such unfavorabl.e. Ju.;gni.ents<:have thei'r . . 

origin :ttt this . ooncle.mnat.ion of Euripides' Choruses ma.de bl-" 
. .A~i.stotle · in· his_. . PoeticEi; '''lhe . ohor. us .. ; to·o a. hould be re_· .. ,,.... . ... 

gar~~~ ;s one of the•· actors; it should be an integral · 
,, ,' ·. 

part ot··the w~o1e,• and take a share, in tlls action ~ that 

which it has· fn ,S6phooles ·ra~her than in Eurip1defh nl9 

Much less critteal of Euripides .t~ ·a1arenQe J!endeli,, 

who writes; 
'; . 

Th.e .· fa.c~ · remains• however, tha.t, on the. ,,hole, 
the o4e$ · 9f Eu:t:ipid.~s a.r:~ relevant to ·th~. aotion: ot. 
the play, a11d that, ,so . tar as the · othe~ runotton$ 
of the· onorua are oon()ernid• h€) \.~,a 11ot .mnte;rial+r 
different from So:phQolea,.J> · . , , . . 
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We are !nol.mect'·to Qgree vlith. l.lendell•·s appraisal of 
. . 

Eur.1pide$, :f>h.rtlQ~.la.rly sln,oe we f~el th~.t the taw passages 

ot ·oarn1erts · .. ~
1
oag~. derived from Eu~ipideQ der.non.stre.tez~ 

',,' . - . · .. , ... ' .;,·· . ·,' 

of ;La. erroad.e-.t Q-h.Etpter IV'). At411ittedly1 Eu?ipides 1· ohoras 
. OooS:s10:nall.Y" • :t;d.tl.iees :1.n inane and. ilimiloe s sal'y statements 
during pauses; in a. dialogue be.tween two Of the. actors. 

AS these ilitenu~tions ua1.u1l..iy ado: Mthing tci ;~M action~ 
nor" ·to our edif 1catf:on1. they may ·be the oe:us·e of Aristotle's 

· 'l,· ,'o · ,,. '·:.,I 

and othe·rs~-- crit:toisin. o:C Euripidee• .· Qhorua~ On the other 
' . -,,_ . ' , . ','.; . . . . ' 

hand, hOJtever, the· chOJmS _in' 1Sur1pidesl plays. frequently· 
' ' ' , . . ~ 

pr<>!1des a. _gooa. "finisn to the w·ork, proposing a mora.i to 
- be gained :•trom t'he .play 0~ •wishing ~ V:O:f8:SS: :to the de- . 

' ' ' J ' • : • '. ··1 

:parting .neroe~, ·on occasions~ too• Eurlp:td.ea• choruses 
,make a etateme.nt \·1orth l'f3nlembe~1nsf. . ~tes tenmias entravent 
tou.Jours lea destirit3es .. dea hom.71as. et font ollstaole a leur 

·' · felioite.'12).. · .. 
'. . ... ·r,:.: . , 

:a'BE- .OHOR't1S .IM. SE1lEOA · 
,: , ~~ ·u•:.d u . .-, =· === 

. . . 

· As we leave- th~ Gl.'eek ,~ramatists and pass to a di&• 
.··. ,· ,·,.·: ,i'· ,' ' ', • . ·. 1· 

ouasicm o:t the-~'.omat1,- Seneca, VlhO 'exerted· the greatest 

single · inf l11ehca on Garnier, there a.re tv10 points to be 

kept in mind*. In the fi:r:st l'>laa5: ,. Seneea was not v1:riting 

for tbe. stage; his ~ramai is rhetorical in nature ru1d 

purpos~;'t22 Secondly, ·the t.endenc,1es· towards inc~easing 



·the complication. of tht plot ~d twoards decreasing the 
· l'&levanoa· ot the .ello:r:us. to the action. which ·bagan with 

Sophocles .and Eu.rlp~des be.come marked. tn Seneca., · Oon-
a.1der1ng t:t},isi it'.ta no.t $ttli)r1.slng that SenEH)a.'s use ot 
the _ohorus is severely 'Ol*i.tiQ:lzedJ' nAfter ·this a.,b' 
.after . 'the G'l:86ki7 it is on.:t,:r :L ta · Que ~.ishe,-eiled eh,01:1t 
that wails between: th.e aot.$ et the tragedies .c,f Senaca."23 ' . . ' . ·' . ' .. ! 

, ... As is impl..lti.a by the previous quotation,: Saneoa•e 
nJajor usa ot' the tll.oru$ was te: have .! t 1•wail'' choral odes . . . . . . ,,. . . . . I .• . . 

bemtaen ~he aotth,, ,These were ·stUlg :at the en4 ot the first t ·~, . . '( ' 

to~ act$~-not· ·;_fter tha_ tittb ao~~24: A tew. odes ·are 
tounll within the ao~tii· tilling 1n. sa:tis ~athe:r ,att1ti• 
oiallf, ·. Atter ·()on~i4e~l:ng ·;hie. eubject mat·ber iot all the . :. '. ·. .' -'. ' . '. . 

choral odes in Sene'ca.1:$, a.ramas ,: fir·. llendell conQlude$ that 
about: ',halt ·,are i-elevant to the p~tlcular plat and about 

,- '- I , ~ l 

halt are l~relavanti ·an.« ~e usual::ty' long :reflections on 
St$!¢ philQal)'p~~~5 !tia 1:1~n9lusions ~e · Sitt\ilru:' to those 
tf .B&hn; .• 2&·-· Anot~er impott~:rd; Obt;1ertation mada by-~. :-,.·; . ' . ' ' 

:Mendell· '.ls that, ;though tlie: cho?al. odes do se.rve as i·br.eaks ·· 
. . 

in. iiramatic reo:ttal1 they d.cr not till natural intervals 
~ ' • .• - / • • •. • I 

in the a.etion~~>'. ]lot onl.y 1$ thi~ tru~, but such ()horuses , , .'r.i. ·._ , , . . : .. \ 

~e :frequentlr not cle~rl~t 1cfon.t1tie~~{ . 
Th~. f 8.Uits mE!liti<>Ma . ab.lV& 'i,a'f t;:, pai-tifil,l;r• e:itplained 

b1 the ':r-frst ·l>olnt, ma.a, earlier: that ·seneoa~•s drama is 
~hetorieal in natu.re e.ndt pul!'pos~_, A~ *o'Jt · tttl'ther ct~velop-

; 

ment ~r· ·t11e -second ,point fttie deore1.u,ins ·?'aiev~n~y o:r ;'the , 



enoru~ to . the aet1.on) ,. a. rather <lomplete atu.dy ot the 

plots o;C some 'repreaentative pla:va would be neoe~n;ary 
' ' . ' . ' . ' , ··. ' 

. : ' 

and~ a$ aeneQa ts ll!t our main eoncerni we rely upon the 
Judgments . or: 1if1~n.del.l.' regarding the : lnoreasln.g lack of 
imJH)!rtanoe 01\ ··tl"1EJ: ·chorus 1n. his plays·;, judgments· ·v,h1Qh Sl'e 

aubstant:l.dlY~ne_~ame as thQse we reached in our own 
. . ' 

,studti · Our.purpO$eif are· 'pest served by this e~oellent. · 
;·.' . :: . ,· _-: '.. " ·,·. : ' , 

. sun:unary ot the t.en4~n~ies ot S:en:eoats eho~sea.t 
·.. · .. ·tto 'suJamar~:ze; the Qdeltl in- the Senecan play$. 
ha:ve not· a _:natural anct neoessary :;unction but are 
11aed .. _·a,1most ·&J:tlusively_ to mark divislons between 
e.qtEJ;,._i Th'f ~1"~f uot · .either o~oral or truly_ ly.1:10 in 
qual11t.r bu.t us~· ly,:ic meter$ and wQuld probably have 

· }>een t!esisnated JUJ .-su.,h it a Roman critic had tried 
tQ elassif:1,' tnem/, 'Whey develfJp the tha:rnes of ou:rrent 
popular wiado.tt1f- (tr~asing lt up ·vrith a. consi~e1~able 
amount Qt ltiarni1ig~:: They are. ~ather: if aooessory to 
the p:Lay tlla.n, an .i~t~gral. pa~t of it~ . .. . 

',\' ' ' 

• (;fl.OR~ ~· sn:m . tt OE~TORY DBAMI\TIC :~,oti;~ 
-·.. ' .. ·.- .. · ·.,, ··' ....... ' ' . . . . '·.. . . 

' ' ' . •) 

-It i; kn.own .,tllat. mruw translation~ and adaptations 
et Greek and a-omai1 ,,erlts ot art ,,are exta.n t at the time 

• 'I! . • • • • • ~ 

that Gal?nler. betan to wrtt~·~2.8 ·on the o~ther ha.ndt there .. 
was var:, utt1e material. ·ct.hat is lmown today) on ~ams.tic · 
th+)oryj, particultu:'ly ·on the use Of the. ohoru$i~: · Not only 

. '.. ' . ' ' ';'-.' 

\·;as there vetrr 11 t tle, but also t as· tfm.son says; nel that · 

the author~ty nor the di.ftua!on ot· these theoret:tcial works 
Should ·be exaggerated;·:zg 

. ' 

.':Bern.age., fu lits J~ude sur. Robal"t Garnier., claims that 
Garnier tollows Saaliger•s Poetioue ._for the: struoture of; 
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his playa.30 ·. _R&gatdi.rlg the oho:rua·,. aoaliger» \those· work 
ta an 1rt$,c4urate\a.l'ap1:11:~u:1e ot 11.:i/1stot1e•s Poatios.51 
tells 'l1is .reade;r that th$' :chorus was used. 'to divide acts 

~ 1 I 1 

(though l1e db~s p<>f1:l.il. out the lack ot · this tormal d1vis1on 
' • •• ,' ." ' 1,' ,, in . Greek .plays r a11d·e .nters upon . a : ()Omplex . dis'ouat{ion ot 

the number :ot acts :in tr:eteren<1e to tI1e ;·number Of ohoru.ses, 
. ' . , . . ' 

Ona valuable···s1tatemant t·hat he makes 1S1 . fr'flle subjeot 

matter of the : c:hofn11 is to be derived front the nature· ot 
the pl~t, ~'ither. ei .the play 8.S a \VhOlfi; 01' of. the 01:t'-

OUtuStan()&~: crt· plaQel·, peteon,._ ~nd tlte .'like, in the 1mmecli~te· ·. 
·oonttxt.J11i2; 'tte al,sif mentions· ·the p,o·saib1l1ty of· ustng 

the chorus '.in. oqnv.&:~a:at1on~. . Other sixteenth century 
thGQt;fsts. Whos</;oik~f D)lsht ·have· '1)een known :·by Ge.rnl~r 

' ' 

are ' .Jean de • ' ie.:t.l.le:,,,, .raoque$ ''I>eletier du }la~ 'j and 
Jacqttes Gr,Tlzt~;'. [Ille ''tqrmer $imply::_,po1utS QUt: the u.,e Of . 

,.· ,, ' ,: ' •. . 
' .· . . '' ,, ' ' 

the_ QhQJUS. ln s,in~ijg ehorial.-odea. l)~twaen a<-,tS to eom.rnent 
. on pl'eet,ding a~ti~~t~z . J?eleti$;i: dU llaM states that the •. 

oliorus ahould, be::.a."°IT1.duthpieoe' for the author a.nu advises 
,.. . .. '·, , S , . , 1 \ 

dramathts ''l:l~J63,1ow sophOOle$ $?14 ~~t'iPide*, ana also 
Seneoa, with ·titl$crstio~·~·fS4 .. ·'ar~v~n··a.etends hir.nselt. for 

:. - •. : ' ' . ' ' ,;: ·. '\ I '. '. ··. ·.. I ' \ • ' ··.·: .·,, \ .'. .• ' '.' 

not US\nB a, s!nging,,'lllMrtts. iti hi$ t)?ag~~t~, o6sa.r • . J:11$ 
reasoning, :·ba$ed Qn::·a tu:tl.:ve notion :of the. necessity ·fOt 

' ' : : }: <: ·. ' ':··) ' . ·.·· ;i ... ·. . . .. · ·: ' ' . ' ·, 

reallsm.., .. lf:l~h : no· ~der.a~and.1ns of tha d?t'am.at1~ .V,alue ot 
a.- chorus. leads. h1rtt .to ·eonolude tbat:J1e oan. cit> vdthout 

. ' . ,- ' '. . ' . ; , . . ', ~' . . ; .~ ·.. . 

oho~uses: because ttent~ les Franooi$, 11 '. r a·. a:·~autree moyerie 
I , , • ' -. , 
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d.e ce faire sa.na int~rro:mpre la O.iacours .d'une hiatoire.n3S 
1rt.<3 'belie~ that the·. reader will agree, after observing 

Garriler•s u.af): of·.the ehoru.s. as d,iscuaeed in Ohapte~ IV,. 
tha.t1 though o-a,;-niJf might ha:ve known thas$ wo1'ks, he did 

not adhe:ra to the~ 'lll(:.det,idins en the handling of his ., · . . 1: 

~horu$as,> :On. the o_ontr~~1 he tou.nd inspiration and. 
gu.td.an.<;;e ·· 111 the ()~igin.al Qlass1o vmrits of the authors ,re 

,' . ' . -, ., . ~ . . . ... . ' 



OHAPTER·:tII '. ·., . .. .·,' ·- .·· . ' 

'.Befo~e: ;p:ro,e~dU1g to an analyals of Oarniet' s treat• 
ment ·ot th~ chorus ··:+·n in.di V1dual pla.ySt vie. ~hould like to 

', ,'.•',•' ' 'A 

· sta.t:e what ::~e·· te~:t is'· 1n1time:t~ti by a s1;atiatioal nnalys.:ts .. 
' ' ' ! 

(),t ,the plar.s· anct:'.,.ohorusas, oo.ns':t.de;r!ng the nw:n~er of pa.ssas~:~ : 
, ' • '•, • ' \ 1 • ' •• • ' " 

and line$ ct. ah.oral· ·s,aeoh · in relation· ·to the : totals · toi 
' • '·~ • • . . ' : ' . . ' -· k '· • . •• ' ' ' 

. the playJ,. th~ ra).atlve number or passages and lines 
\ \' . ) . . . 

. . \,,. \. , ·,.·:_', .. ·.·:_ > .. ' ·... . : . " ,· ' ' \, . . : __ , )' . ' : . '. . - ' ' 
borr~wed~'.. ~d the r~lative am.Qunt of 0;onvarsational · ;pass-

fl.ges (lnd. ;i1,es utte~;d bt the OhQ:t't!.S• .· TM to.llowin~ ~x .. 
l)lan&.to,:y ~ate.rial ~nd. the. ob.arts at the end of. this 
: ah$.pt~r ax~, ;;'i~tand(H:l · to gu1dt th(;) reader v1hen reterenoea · 
· aire made l:tn: Ohaptar IVl to tlle v~:tous borrowings; they 

al.SP ·pres,ent some Sl>'~Qtt·t(l ·matet~1a.1 {along '.,11:1.th that 1n 
. Oha.pter ;tVJ.ttpon Wb(ch to ba.se ~ t!nal Judsmants in 
. Ohaptar~/\T: and YI-,: 

As. h~s be~n m$ntioned prt}'V'iou~lY·• Garn:t~r vras ac-
quainted i1~th. ·senEula,.· Ju~ipides, Sophooles 1 and J\.es~hylus •. 
Re also knew other ·Latin ana·ore&k p(;)ets .. , Resiriot1ns 

,:;, 

ot;t?'selves ~o his bor:rowing:s :tor use in h1a choruses·. ,1e 
' . 

find he ha$ tur1:1ed to aene()a mo$ t frequently-;. 1n six.~e.en 
cases tor 1011g o~ot~1 Qdes· to Se.para~& acts or scenes, .in 

onlr tv10 tlas~s .tor,;oonversationel passage£\,· Ra· borrcrm.Hl . • .. , \ :·' .' 

only three speeches from ·:mur.:tpidea ,. g~ouped together at the 
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end ot .Aot I ot :Le. ttoa.de; · : the · fltst ... tvio are eonversn• .. · 
tipna.11 the. last ci1l. ode ending the a.Ct• . lt'rom~ S6pht>oles 

be borrov1ed ,o.rilf'\ene': od~; to this might be added Garnier•s 
;tndebtednesa.tb:.,Sophobles ln dev~lopine. the attitude of 

. . . . ' ' . ' 

the chorus .a.t th~· end of _Ant!grme. Finally ·it is evident 
. ' - .: : ·.' ' . . • p - N ··' ' . . ' I ~ ' 

that .Oarni.er· im!,~at~d Ho~a:oe in two odes.:, 
We h~it~f 'dEJVelo:g~a: out .tttatiirtlo.s f1~om ~ha notes tb 

the :P:bivert ed!'tip.n'~lor· ~nierf $ v1orks and .from our o,m 
~~ami~tion· ol:''p~elt an<f··:r.a:tfn wo:rks in tra11alation. 

' ',. " ...... ·' :_·_.·.·,·,· ...... \., ,• .' ' . ' 

Qon~ideX"tns-:· -tlls prerH.$t:: nature · Qf :Pinvert 's notes nnd our 
Own :paina.talting QO~pa,...:tso1i of Ga:en!Efrts VIO:t'kS ,11th th~Se 

Of previot,.~ .. &Utb.ortfr W~ feel just1fie4 in desJgnat1nB. all 
. ~ 

l)asaages io~ 4Whio1f)~Ouroes have ,not been fount( as be.ing, 
~ . '. . . . . ' : :- ,:. :,: :/ ' . ' ' ' .. 

in au p:ro'ba"bi.l.tttl · or.isin~l trith Garnier.35 ·· 
' ·: .'·J; , 

Ga;Cn.ie~'ato'tal ~mua~ie produetion contains 149 
\. ;· . . ' .. 

' ! ' • 

ohoral ;pas:sagea .··o.:r_· ~~:ri11g n:unibers of lines, exol~d1ns 
' ,, , ' 

' . 
~hose Of 1itea Rom.eat• in ~a!! J"nifves·. Ot all these pass-
ages:,: onlr twent,-.... s~ven have a dir.eot. sou~oe i twenty .. 

I ,.•;;, 

five ~n othe;> plays~ ~,q 1n .lyric poems. Tharetore, one 
nii@lt a.ssum.~ th.at the verses u'ttered by ~he maJO:rlt1 qt 
tlarniar•s .. <lhoruaes are t1risinal,...:· Howev~r~ t.he reader will 
note that, while very few conversational passages are 
oopiect t"rom other clrarnatists, about half of the choral 
cides are copied from,; or find their 1nspir~tion in, ·other 
authors.· Qut ot a.total of 108 aonve,:sationa.l pass~gea 
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onlr five :are no·t~:d as .ha.Jing oee,11 bo~rowad ;rom other 
author.a.; out of· :r.o:ttty ... one ~ho:ral · od.;&s·, tv1enty-two o,1ie 

> • ., ' .... : , • 

their words o~< :1na.p1r14tion to otb.at authors·~ lr11om the · 

StaJ1dpob1t of ·'the· ll~ber Qf li:n.e·a;, ·OU;· :easults. Show that. 
out ot · ·a. :total of. t$&21· lines ther$ are . ~o l:t~ee of· Q·on- · 

•• ~ • ·, .... ~ ' •• : .. • • ,. ." .;. ' ' ; • • • ;· ' : J 

. ,,•. . ,, ' ' 

ve~$a.t:ton· an(t'.~947,, .t{nes ot 011oral ode passage·s. .Sixty-. 
',,'' ' ' 

four· l:tnes;.of'.ot>ri.Veraa.tlon a.re d!reotly borrowed.;· l42G· 
. . . . ' 

lines Of octe·· t:in.d· t~eit insp.i~fltion· in ,:other ·auth'?l"S~ . 

~hiir m~a?UJ Jiha:tr Oe1.r1i:t.a~ was incle'.bted ~o his :pred.eoesso:rs 
i'Qr 1490 lines (Jut .;/~6$7 Qt ;f."ox,ty~two :pst J;1ut df al.1 

•. i · . · · .·. '. . ,: •·····.· <e,·• ·. ·• \' ,i< ohora.1· 11nesi: .'· .. ·· .. 
Qonoer11~ttg· Qpnv~r.sa~io~ai , QhOtttaeS ·t 1.~ · 1$ not SU?:~ 

prtai~ that. Gal!nl!t ·· shoultl' be·· ll.m.1ted in h.is 001-rowJ.ne;:;1, 
':Ch~e, taot·~r~ a.fter;;:t; ·~b~ :~it1J.a:t,iont ll) Qne pla~t 1'.eJ! 

. . ' ' 

Ju:tfves,, :ts completely original with. Garniel;'.:: '!'here is· 
• -. . '' . . '. '': . ' ' . ' : - ~ ~. ,: '~:'. - ; ! i ' ' ; ' • ' ', : \ :, } ' ) ,I 

llO pOSsibl.~ pla:r O~i}EJte.nding f.tS S. source. Of Gonveraatfon.• 
; '), ''. ' ' ' \ 

(2} ~ee. j>!S.is are l)aseil Qn tatin t:l;'aged.ies by Seneca, 
wh9 ttsed. ¢h.otttsea . 'in Q()nverse.t1Ql1 var}/ inf:requefl:bly. ' 

Garnter.1 ··t,harefore •: ·had diff ioul.ty in ;t~ding cor.i:-ve~$a... · 

ttona:i ~asset~es lri. cqnt~xt · in his m.Qt\el$. (3) Gatnier•s 
. . . 

· tbree rema1n1t1g · p;tays . ( pf those ·111Itioh · con. tain , tiny chorus 
o.t auh tltOhsb. CJ;e;; in SUbjeCt, at'$ als<> ,}?ased. to'r tM 

' ', ' . '", ' 

most part UpOJ.'468ll$Oats treatment Qf the subjGOtsi, Our 
1'·,. ,, 

drru:Q.a.tist vras, theret<>re, fitced vd:tll the Sf'Jne laok,..o:t; 
conversational pa.asages 1:n cont$'l:t '. a$. ha ,,:as in. P!e·Qea.ins . 
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plat~• · Only On()e•: apparentlYt d.id he so11'e this problem 

by tu~ning tQ a Ore.alt a.uthor t,or a oo~versational passage,. 
' . . . 

SpeaJd.n1i. of oont~X't:f 1 t :ts worth not1n.g tba#•' a.l tho0:gb. 
' ' • ' I 

. halt ~t the 'choral Qdes are' imitations. or translations . . . . . ' . ' . 

of other au{b.ro.~,, pnlr . ~v10 e.f them ·are taken from an 
,. r .'' 

equlvalattt :context'.... . tn, Qther ~fords, Garnier ch~oses ode$ 
. . . . 

. from the 1na11Yp~ays at hand and. modif.iea ·thfl1!-1,'~0 suit 
' . ., 

·. the partlaula;r cont,ci:xt in v1hioh he' piaoes them •. Ae we-
'. • '. • ' ·,,• > i . ," ',_: 'i'' . ' ' , . , .,. '.;' ~~I\ 

• > shall $88 i11'·:Ch~p~t~* lV he steaeti'.ly 
I 

iroprovefl in his 
. - · .. ·· .. ,:·, ' - .· . ·, .·. .· 

h1t,ndling of t~ea~ 'borrowed odes,· a.~ wel~ as ln · creating 

orfsinal ohe·Jrlr 
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·TABLE I 
SU.Ml'IARY OF DIRECT BOHROWINGS 

. F·OR THE. CHORUSES .IN G.ARl~IER 

Borrowed fro!!\: 
SENECi~ 

Hi;epolzt~ 
H1Dpolyte 
Hercule sur 

O~ta ---
Herouie sur 

o?ita .·-
u t 

E'or use in: 

.. 

Porcie 
· Porcie 

poraelpru 
Oornelie · 

Maro-Antoine 

Les Trouennes~ .La rrroade tea Tro;y:eru1e,s . h! tfroaae· 
.Les Tro!ennes La Troade Ies Troyennes ~a T.roade 
.-.i, · n. I -~~--

. Les :;rr9zenne,a 
Madee . 
~·· '

1rro:,ennes · 
Oedi12e· 
_i:Je d :J:.12~ 
.Asamemno:q 
9.~edi12e 

EURIPIDES: 

Trozennes La T1 .. oade - . 

Le~. Trozennes. La Troade 

W Tro;v;enne,s ~ Ifoade 
SOPHOCLES 

Anti5one. 

HORAOE 

E~od! II U I!:3 
Poroie 
Poroie 

Lines: 

151-.198 
927-1,002 

551-622 

1.236-1,301 

321-387 

285-380 
875-976 

General ode 
General ode 

General ode 
{idea only) 

·Ode (idea only) 

Ode (paraphrase) 

Ode (loose) 
Ode (loose) 

126•156 Ode 
181-188 Conversational 
213•230 235-256 Passages 

l,136-1 1 232 Ode 
1,283•1,284 Conversational 
1.z21-1,3'13 
1,743•1,802 
l,981•2,034 

Passage 
Ode 
Ode 
Ode 

402•466 Ode 
595•654 . Ode 
935-982 Ode 

lj455•l,514 Ode 

273-275 
277 
441-444 
445 .. 555 

283-402 
647-684 

Conversational 
passages 

Conversational 
passage 

Ode 

Ode 

Ode 
Ode 



TPJlLE II 

COMPAlUSON OF ORORAL P .ASSAGI..SS, BORROV11£D Al'IJD ORIGINAL 

Porcie Cornelle Marc- Hi!!J20""' Troe.de Antisone Julfves Totals 
"'\ntoine lzte. 

Passages in the 
play 203 214 191 208 350 35-5 397 1,928. 

.Passages by the ~ 

chorus 19 24 5 ,5 29 44 23 149 

(Conversational} 13 19 xx xx 23 36 17 108 

(Odes) 6 5 5 5 6 8 6 41 

Borro·wed ohoral 
passages 4 2 l 2 1.3 5 n 27 

Percentage ot choral 10 11 03 02 08 12 05 oe 
passages in the play 

Percentage of con-
versational pass-·. 
ages in total 
choral-passages 6B 79 79 82 V4 72 

Percentage of 
choral odes in 
total choral 
passages 35 21 100 100 21 18 26 28 



TABI.E III 

C01!PARIS01I OF OHORJ<lJ LINES,· BORROV,ED A'.N'"D ORI.GDIAL 

Poroie Corne-lie Maro .... Hi:g;eg_- Troiade --0,n tifJione J"uii'ves Totals 
Antoine !yte 

Lines in the 
play 1,988 1~943 2,001 2,383 2,664 2.~41 2il72 15· 892 , . 

Linea by the 
chorus 489 428 450 400 629 608 523 3 527 , 
(Conversational) 87 62 ·:ax XXX 167. 89 75 · 480' 

(Odes} 402 365 450 400 -462 519 446 3:,047. 

Choral lines 
borrowed 292 138 65 J.98 474 323 1,490 

l?eroent~ge of 
ohorallines 
in the play 25 22 22 17 24. 22. 24 

Percentage of con-
versational lines 
in total choral 
lines 18 14 xx 27 15 14 

Percentage of lines 
ot odes in total· 
choral lines 82 96 100 100 73 85 86 



AtfAJ.iY$lS OF' TI:Im O~IORJ\L EtEME!:rl'S 
I?f '?Bffi. :PLA'Ya OF· ROBER.T G~1'D)}R 

In. pre<.1el!ing·ohaptera we. ha'r/e. :dlsoussad the: teob.nioal 
e: ,•', ··:•, ,• • ' ! 

, .tragedians artd hf,Saneoa.t· and· have prosanted the reat1lts 
. . ' . 

· . of. our s.tat:fs·tfqril analyai.s ot Ga.rn.ier's d!liect borrowings ' ' ' : - ~ '• '·. ' ' .. · .. ·. . '.: '' . . ' <. ' ' . . . • . . . . ' 

, functions: ·6't··the. ·choruses in t.he .inatv!dual plays of 
. Qe.:t'ni e;t! • • ~tt~inp~inJ\t~ deJ11011Strate nia j_n Clreaa!ng ability 

. to. ma'.lte an, trili'ivttRal,. tlb.O:t:'i.1.0t .as a Qhai'a(lteri all illtegl'al 
••• \' 0 ,. ,, 

··,' .. :·,.·, 

part .pt ~he':pl~y :1n wntop it 1s .fot1nlt, to mJaite,: choral 
, ,:• '1 i · . .'. i's. · . , '_. '., i ,!;•r 

··odes. ~ievanif'to ·the sttbJeot .xna~ter· of the p!~Y. and to 
, . . . ' •.·. ,:,:. . .· ''i . . ' . . ·. ·: . ' . 

. makf .cohve~si¥;1·onal passages tl.tt1Jig .an.d .. necessary tQ A 

fti;ther ,aa;aionm~ri1{!:\,:t the actlon.·-. ~eoause we teal that 
' • • ' ' ' '' • > '. • ':"""> .. . . . ) . ' . . . ':. ', ·• . . . ·, - ' . ' ' . t ' •• ' • • ' • - ~. .' 

illJl! impro~~ille#f; 1tf,hie henclting ot .the .chorus ie :pa:tnl'.l.el.~f · 
by· .. ~ ganflral.·. :tmpro-vem.ent ln hf~ dramatic and "t.he!ittfoal 

. te(l~nlq\l~,. ,W$ ~ltlill+ include. m.teh tsene:ral, l'el!lal'~B abo\lt 

· hi,s teolUiitiU·8 ;as. Sl~em import~nt ·for: eacn, sroup .. of plats • 
. Ftn$l.ly;.• ·,.:rera:rr:tn@.:C:'to Ohapte:r ;ttt.', ·,,e: $hall· consider the · 

•: t.: .. _It ( '~·· -·.: '> ' ":f < ,-'. .'·J~' ' . I . ' . _.' • • ·. , • • ' ' 

poaa~bilitie~: rir: any 'ditect 1nf~~ance, 'on <¥rn1er•;s . 

hancll:tJ).g ctf.:the 'bhorus _by ·th~ attt~Or8 f~om Whom he bQJ:rOWS 

the pattlaula1" passages d.i'soussatt'~'.' . 

±n attelll]'ltillg tO ore;ani ze ;ii{piats thelll$EI hes, we 
. natur~lly find a nwnber 0~ p~ssibl~ ways to 1,srqup them~ 

·:-·-~.,_/} 



' ' 

An eb.v1otfs Sl'ld .()oll:venient aT'rangement would be to divide 

tham_intf>tbree·weli~«efined subjeot~m~tter groups WhiQh 

are nearly rih~o11ol;~ice.l.~ . The first -thtee·1 J?oroie ( 1568:) • 
, .... ,· ., . ,• i;,,·:-·:·'.:.; .· • ' ' . 

. . . . -

q~q,rn~li
1
e, (l57~J)>e.nd. Mare-~nto·i!le (1578) all deal with 

some Roman _su.~jeot~: tfhe next ·three,. r11:r;n,o,l.z1te. (1670), 
. . ·.\: .. ' '- • • . :· . ·. , . 1 

~ T!J6acle (_:f~79)f_:a.na .f.\.At:tson~. (i680) 't~eat of topiQS Of 

,Gi-eek· or:lg:tn.( '!'he '1a$t :Play. _t~s · Juitt~s· (1583), is· 
.'.''\'.'' ,··;.' '. '' - ·',,,'·. '. ,' ' 

o~:tgi+1al _and.based·:;~;n Bibiica.1·. hist6ry._ we shall not. 
' . .. • ' ' ~ -; ·: l • ,. ' • ' • 

. dlscusa 1?~aaa.p1an~~.'::1n. any detail ~b1ce it does not .contain 
• '. ' i ' '.· .-;~' .. , ' 

,Ne.'itner ·the ~at~er group.ins, lio,vever, nor a str1Qtlr 
chronological. on.t:t ·w,tt:14 be suitable tor a discussion ot 
the.d8veiopnlent oi 1~nier•$ slc!lt in handling.the ehOrus, 

, ·::, : .• : 1.:; I • t , • 

Whieh is aux« pttin1ar:r interes·t,, Examining the 'plays t~m, · 
~his point; of y1e,~1 {without gol11g , too far astray from the 
ohronolegical,order)t,·,,a find they ·:rall into the following 

oategorietff F1r$t, 1"bro:te and oorn61!e,· plays in which 
< • • • • ' ·::~, • • • ' ' • • • • ' 

.. cho:re.l o~ea Qf little, rei•vanc:r nre used to sepa:ce.te 
, . , •,, . 

aata and S<Jenes and ln Which the:ra nl'e COn'Tersational 

pa.ssages,· ct some d.:rruna.ttc yalue uttered by the chorus. 
Sec1>lld,, we con~faer ~rc ... 1.:rttoine. and H,iime>1;tt~; :i.n which 

there are no. eonvf>ieat io1·u:!l i,as,aa.ges by the cho,msee but 
t:n which the choral' odes (-separating e.ots and sqanes) show 
an inoreased s:pecifle relaii:t'o:ti to the action of the plays~ · 

ThiI.td.•: ;. we return tP, tw~ mo~e plays, '.L~ Troe.de · and. Attt!~one,., 
in 'which there ·are botb chors.1 odes·to ·separate acts ana.·· 



soenes, end also oonversa'tional passages. .In tb.eae vtei 

aee .an. im.1>"rcrr:~,rn.e,nt \itl the uae of. both 1·or,ms ()f til\ot•(al . 
'. .. . ' ' 

~:pe$ohf, F:ine.li7,, we 9oniiide~ Lef! Juifves, ~ ~ play conta.in•1 

' ' . ' ' ', ' 

ing a eh.oru~ uee'd. mu.oh' a'.fl' th'e' last ·two, but ;one whioh is 
l)rig1n.al. ~¢·1;11;t &1if '3t!\11'.l.~ aubje ot. matter anil ~ there tot~• . ' . . . . . ·,,-· .·: ,.;-: ; -·,; ,;,·) . 

. 2,orn~i!:t., .. :a:na.::Pdroie. are:\;playa set in a Roman .back• 
• 'I'·. - ' .·• ·- -,, •• ,',. -, - ' • " 

' ground whes~. ithaiite~ r~tleot the au.tho~·~' earlf p~eoooupa• ' 
• 1 ." ' ..... \.:,::;___.. ·' :' . . ·,' .·.<'; . .' :·· >' ' \. 

tion vd. th ·o:tvi.1 ,1ri1j~st in Jrano.e ~ · '!!his should be 1~8m.ambered 
whe,n Q()ns1."der1ng the functiCJns ot the choral· ode$ in r~.-. 

' : ·:· .. _:·_:·_:.::'.., .' 

·1ation ~o: 'the·,oe*t;al topics ot the plays~ ,,we use the 
'term ·11 topios~ :atht{r. than naot.ions;t beqauee the~e, is, 

literally ;~o a·Qtion in ·e~t'th~~ play-., 

I!!.~esratio~ :.9.t·· the Chor\lses .with .tha .. f.l1tz'! 
Although both oh.oral groups e.re mere,lr aupert1eiallf 

' . 
related t(J the outcome of the plays, there ia a definite 
intims.te relationshfp·between eaoh o~orus end ea.eh ~antral 
oharaater... J:n .·. Oorn,iie the v11omen quite clearly take the 

i . ·' ': ,': .• : ' '. ;_ ' ' ~ ,, ~. . _· ; ' . ' ' '' 

-role ot a confidante~ and l~ Po1foie th~y have. a slm.ila.r, . 
though not. so oletar~y m.arkaa1 , position. In. eaoh oa.ae 1 . 

' . ' 

Ga.r11iet•·s oho!oa of a ohora.l group ;~s good, bu.t he did 
not manage to :ma.inta1n . thE3ir intimacy throughout the .~1.ays 
a.net he .did not treat tllem in suoh a vm:y e.a to 1na~e their 



t·', __ :. ,, 

··obcral ·Od.eer.··. ... . 
"· ··~ .. ,,,·::,,;}.:_::,;: 

The firt1t.:~6t Qf eaoh piay consists· Of ·a..:.:single lo.ng 
'.'.·:t _.·..; (···,, 

. speeoll tQ11t>wl:}d. by a ehoral ode separating i't :rrom A<lt :tl:.tt 
!1either tb.e::B:PGe~ha$: nor· the odes ~re 1:el$Vant to the 

eentr~l ttiplo,· ·sin~~ they are ·lnore o~noarne~ w1 th the 

;eni!lral ~1~iqft;@~ 't)} ltome than With. the' :t'~i;e of the· 
: "' ! '. ; ' ', . '.,' ' . ';.· .. .' ~ .' ; . ' ' . ' • I ' ' ' ' 

<.In ·e,t\¢h., pla:vt :~cts Ilj Ill, . artd 'IV are also eltded 

( or separa1te~ ,(?~,
1{ihe i'Oll$Wing act.) by. ohO;ral 9de$ • 

Garnier reJ.i;::·'.it~·~,e the~e mpre relevant -to th$ oent·ral 
toptaia. than %ii~ ti:r.\st ode$ were., T11e _problem of the QiVil , 

. war and t~e, t~ilur!tls 'Utlb.appineas <>f tM Roman people and 
a constant .festate~'nt Of u:n(.)riginal id~as about Fe.te•s 

. ~' ' 

· fi<>kleness .a.tei tha,,,,J#e1:n .. subJer.rta of these odes, The same 
· ts. tru~ 0:r' .tile 'ctn~'.·1>tt\una1n!ng ode·· in eaeh · pla1t . u$ed to 

' c ', 1., .:· • • , ~ 1 .\; ' - , ,' : .. ' ' ' •: - .' I ' • ' : ; \ 

· separate· soeAe~: {vt.'i~hin .Aot Ill in ~o;so.fe, within Act n · 
in P.o.tnltii;~)'~~>tb.ey ~e not related el~sely to either,tha 

,' ' :' ' '-! ' I; ~ 

preoedi~g·'.or the,to;1owins· soenes~. ,llowever, the one 1n 
Cornelia · is re,:Lat~d\].n part to the preoecting discussion ---~ ·.·.·.·· ... ·.:: ... ·.,, ' .... · ·, . 

betwee.n :<Ja~a~& 'ancl }>~9ime Brute in which '<lassie ·has .stated 
his dett'.i}l'!lliMt}.on t.o px,e11ent c,sar•s aaoent··•'to power·. 

The chorus open~ w:ith a tew v1ords ot praise for thoe~: who 



'brave yhe tyrant~• :wrath ~d then goes on tQ develop the 

hazards of b~!rig Et .'ti.rant• ~_;11ding o:o. ·a pastoral. note with 
the remark th~t ·. 'Q:p.o';ts . t'bette~ otfrt living tb:~ ahephard • a 

, ,lite ••. 

, · . J~.m.ons '·the, cid<:>a s.ttnS .befavaeri the acts there are some 
. ' . . 

whiol1 ha:ve·.:~.:,,at~iiar partial rel.evanor. ::rn Poro:te, end 

: of, /\~1,r I:tl ·','betoi--~, oonun.enoing_·a ·sene:r,al and. soma\;1i1at un6lear . 
d!sc,-ussion. ot: tlie pp~~1(u~ <l'f y~rt~1 ;over· Fortune,: the ol1orua 

; ·' • . ·:·:(.:;'(:/{ ' ',. '\t ' . .·_ . ' : ' ' 

atatea . :i.ts ,z!\Jllf\i .tha news< of def aat . ia not true~ w~ 
.· are :llOt tui't~~; ~~±±gh.tened about. the defeat~ but on lleoon4 

,. , -: ·.'.\ ,_:! '\:,. ! ;·:. '~ '.' · ...... ,' • ; • • ,";_ . ' , ' • f • .' ,, ,e: \ 

reaciing of' t~e<p.1ay.·,'one faals 'they must have bud. ea~ly 

news about B:t:1.tb~:ts. and 'Qasale'.il _dete~tt a.lid e).~a · mald.ng 'e. 
I • • 1 ' ' • • • • ' ,- 1 ' C ' '~ ; ( ,• • ' ' • ' > •, \ \ i: "1 : .. ' j • 

weak att-0Jllpt 'Ai: :t6rl:l11hadoW!ng. At' the ar\d. ofiAct l:II* in 
' ' : ;;/)) .... · . . i ·.. .· .' . . . . . . .. · the same. 1,1~1:,··>1t. :iii the· ~Ohe>eur\ do souda.rs" .v1hioh makes 

' . ,' '\· . . ' . ' ' . ' - ,· .,_; . . . ' 

' ;:·· ·.·,· ·" :. ' ' 

, the \tr.eakr' inst.a&d O;f:' the simple· ''0hoa~rttt, and the $Oldiers , 

rel,ate the:tr.:iell'.1Ark$ to the ·previously revealod. information 
' . ·,· ·;· ' .· . . .. ' 

that · th8 ,,e:1" is :c,v~r,, · · ~11:ey v,srnt. their pay .•. , Mot aati~f iet\. 
~ >,': ,' f , / I 1 

· w1th th1l ~~mpara ti vel:y · ~ele:v.ant . :atatem.ant / · hqwever:, they 

go on to deplore 1;·11e Sllarm:r or f'.ighting agafnst fellow Romans 
' . . 

when ao tnU<.ih g:r~ater glo;ry can be get1.ned figlrtin,g on 
foreign soii, re1~~111he to the reader aatnler',s 1n:terast· 

·, • • • '•, I ,, • ·, ' - ; ' 

5*n :Ullb1g ~heS·(l: plays to point 'UP, .the shame of :civil W~ 
in Frt!l11Ct:i .• ·.' Tl1e ode ·separating Acts 1'V a.lld V O:_f Oorwlie 

is 06ri1:1eQted loo~ely, to the preoedln~ scene ln which .we 

have aee.n Oasar"s better ohe.rs.eteristios ma.nitested in his. 
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talk With lltaro""Jmto.ine. ~e chorus ( "Ohoeur de Cesarions, . 
not, the simple ttq11oaur•1 · seen e,laewllare in the play) comes 

,. . (. ' 

ln on cue to prai· for o6sar•s· safety and to praise him , 
' ' ,' '' . . ' ' 

tot hie J;u.sttoJ and his milita.rr provtess ~ In other ,.,ords, 
eien··· those ·choral. odes which may be conside·red.. partially 

, :relevant d~ not tutther tho e:cpositlon or the development 

or the cl1- of :the central topi'1, of· e1 tl1.er play • 

. ~onverse:tr1ol1Jl1 P,a~S~ft'f S. 

'!'be, situ.~tign :ts d.1ft'ar·ant when t,$ turn to the use 

pt the o:noru,s 1n oonva:sat!on. ni p_?r;n~11a and ;Po,rg:t.e the 

e.mottnt. _et ~on:verss.tio~ ia $light, but in each oa.sa the 
presenoe. of tlie 'ohorua <;tan be 3uatif1ed~ Ea.oh group con-
si$t~ r;,t ftomait v1omen. l:n. ~Po~roie they are si ven the ti tla • 

' ' 

1•ehoeur de .l?oma1nes,tt ai1ct, in the Drama.tis. Personae, are 

~isted sepa.:ratelf ~rom. the &imp..le ftQhoeu.r~' u;ed tot-' Qdes, 
In oornelie nodi.stlnot1on of this sort is'made but we can 

•-,,• ... ,,t_t -. _-,~ ,, ·- ,' ' ' ' ' . ' ·. · .• 

ladiet:J-.1n·w~1t:tns t.o. Oornslie:t Tller serve,:, in. Act V of 
t€~ro~~,: · e.s tlie. ·1ntarrogator to' whom La.. Nourri<le raoounts 
·tlie ti:nal tttrag1o" aot Of the pla}ri the self-inflicted 

death ot Poreia .. i .. : ?hey_ inorease their u.aetuiness by helping 
}\'., ' 

·.ta Notu:rioa to lament her m1st1!esa•, death in an interesting 

kommos:t , La. Nourriee,. to finish things prop$rlyt· ret1:1rns 
to 'alexandrines :tor her tin.al. speech before killing herself:.,: 

' . . .: ' ' ·. ..;_'.",~·. . 

Acting as a .9.911f11d.ante in ~onelie:~ '·A~t I~i·~ the .ohol!fu~ 
i.· ... ~(.\ 



as .tt oonversee v;ttn, her., and togethel' they present s~me 
' . 

toreshadowtne ()l~ tJiij final outcome- Again showing . them-. 

se . .l_~ea.· to b.~ ':tri.'tH~~el.t <ioncerne4 with .Oornelie, the B.e,1~ .· 
·' r •·. - < •  ' • '.· 'I- '  • 
. ·~ . . . 

womerl· ;are .,;es,nt. in th$ final '·13.0t doing th~$~ best. to 
ao:rulo·ie he:,1,\~;' · rhe:ir: r:$marks between the · s:pee)Qhes or cornelie_. · 
' ~ ' >, · •. : '-'{,'\:. • ' ' ', ; ', ',. t ' ' ;,: _.. ,· I 

enci .i~ :M,esaa.se~. je¢all those;, of some Qhoruses in i~ip~des~ .. · 
·:' . ' . · .. '·,,\' . - ' . ' ,,· 

. . ... ,•. ' 

:t:n:f.!.luenl)e~ .lat 1,!~1"~~ Qhot'!ll P,et1t1ases, 

w~· iee:i. ~~ ~~  1te1!1ri.1 tive can, be. statetl :regarding 
':<.·_;!·, 

ot thesG: cho_haes'.;,~·, ;;''In 'both plays the convarsat·ional 

· llassag(i/s •&~e 
0

ori~~~:1,;. 58 !n oorn,~ie • two oh61iuses 1 the 
,  , ' • ' ~ \ •': , • : 0 I .' • , , ,:,. :·,· .', -·-. ', • t., 1• , ~ 1 J_ . '· ' ' 

one Eutding Adt:}I.:~c.t the ona·sep~ra.ting·soe.nes in Ao~ IV,· 

~a, ,·l>~sed •. on icteas. t,aten :trom _Sanaca::~s Hercule .:l.lt.t Oeta"~g 
The tlle;ht rel.evanoy Qt th~ latter, then\, ·o~n be asor:tbed 

· to Gariiierfs,·choosing and handling ot ths chorus rathf>r . 
. ,, . . 

t}lan to Se,rl~·oa':$. handling o~ sata$J ~1ne$ it 1s out ot ·the· 

original ~ontext 1tf Garnia1"t$ ,plat.-In ;eorc.;te,1. or. the-

tou.r 'bo:rawe4 ch~\iiuses, ot1.ly one ~ be nona1dered J)e:t1-.. ·· 
Mnt, t.he "One .~fot'Siris A4t l~• lt''l3 1'elevan¢$,.; 'si~<1e it 
!& taken OUt: ot ;~ontext i'ro~ Ro~at,eI O()e :i:n,·~, 40, 13ari 

• ' :• - ; -~ ·, ,  • ' -,· •  . •• '. • , ~ • r' .  • ./ 

also be as<Jr!bed tq· Garni&rts handling ot it'.~· 
' 'i:.;\'i' ' 
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. . . , I . used Qnly tor.ohoral o"'es, never tor· conversationj are 
l~e.r,P-M~Oin!. and f;lpzaol)~e... Al though : they dii'ter 1.n the1:r 
.. · . . , : ' . , j .· .. ··. ( . . . . . 
setting, tlie fo~µi~J\belo.nging to the group ot Roman plays . 

,: . . • ) l .. 

and too , 1atter to. '.the &re,k pl,ays:, these worJcfl are a 1milar • 
. . ,·,. ,,·. ' ' . . . 

not on17 i~ .. ·'tilie 1; u.ae of tht ohorus .t ~out also t~om the 
point Gt v11vt' of· Q9ntent · and f(>rm, .·_In ·oath~ the passion 
ot love·~s ·the l*~ro~ which motivat$S the principal -0hat"-

actare ana· 1nitia'tt~-~- the, 'tra.gio aotionff · The action beQomes 
clearer and.more c~ht:rallized thatt it was lnl?oroie and ] ··,,• :'.;·.':- ;,. ,', ;._,>·: .• ;'' C • 0 0 

' 0
< o , ', • 

0 
• ,, 

o.ort1r/j,l:t!!:, .1~e~~\. tile ~~~g:to stiff ere~s were .tndiv"idual enough 
but not well de,re1opea.. T.heir. fate was :not oontinually 
t:he oen~tal i~ter~st~: · N:ot~t, too., that \ve can use the te~~ 

ttaQ~ion·t.t ·for . bot.h :ot these plays~ Ot courie • there are 
still: long: passage~ \vi'th apparently no action 'or business 

'.; ' , ,, . ' ·~ _, . . ·. . . 
. . 

e>n $tage dur:Ln.g ith,lr. reo:t tal,. but there is at least a 
: .~. ' 

begitlning of ~l.'(il"tlat1q and theat~i~a.l technique in poth 
plays,~ lt:l.ppolyte\1$ bO.dy is b;cought on··s~a.ge and Ph~dre 

! . 

· kills .her·selt . bet ore the audi,enoe. at ·th~ ~md. · of ?.~E2o~zte,. 
ln .Maro-""Anto!na, the tine.l act baa two draruati<f soenes;. 
the farewell et Oleopttre to her oh.ildren ana,·01,opatre•.s 
own ·suio!d(/h · 

' 
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~nte~at,ton 5!!.-~he-· oh.cruses with the ~la;zs. 
· ·Th~. c~~ru.~ef Jn each. play are composed or groups n()t 

!r1timatel;r oe>noern~d. with· the 'plot· of ·the play, that . is . 
- . . . ' - . . ·,:' ' . ~ \ 

th:are are ~~cr.~lio.t,~i: groupsj n;e Oho$ur d'V!grpt.ienstt. mid 

nte Ohoeti;{a~: :Gol~tl{a:t"S tla 06sar•". 1'he tor1ner is .the one. 
de$igri.~ted. eta .. t.ne •tOhoe1.1is"· at ·the :end of Aott,.·l• :II, !II, 

ana w!thatit~t· :q;iihe latter ls ol$a:r11 de;~ate4 at 
t?J;e ~ha' ot Ao~' ij}(tberij · ·~. aisO two oho:ral groups in 

-· \ ' . ,.,· ·;:\,.".;:}'.\_·;·,\: ,:, 

atppolyi,~i:·:t1. ftOhil~tt): tie oliass.eµrsn whic-h :p:reaents . th(;) oa.e 
·..-:,-:,,.' 

at/ the: en<l '~:C:.4C~<i i:lnd a "()hoe\U' a\1\.tli8niens11 whi,<lh sings 

the four re'.~1:ri1ng·:.Op.e$·~ · .. ·l{tme o:t these $r0Upt{ can be 
4bns1dere'lt'as'pe;rt1~.AAUt !nvolve4. \Vith th~ outcome' of 

,t;he 1>ent:r:a1 ·itJi,j)i:" Jl'i'i>m thi13 po4!t ot ~1evH thenr the 
: .· :·.-'·:.-""./:.·:"..\~~-.: ... ·.: ~·: r.:::)~!~?:.:~ . : . . " . . .. 

l:t· 1s ,ihen w~ '-l<>nsider· tl~e words uttered ·:bi ~hese 

groups thll'Q .'11:$ SEHl·;>t~OW Garnier has integrate·d the content 

l.):i' the tlhorai (,5dea ~it'll .the 8.l'tiOn Qt. the l)la.yfU AdlJli ttedl.y·· · 

the. ti,:,st thre'~ O~es in !\lq,:ttqf.~t<>in~ a.re Ot a senel'a1 
nattir'ej a!tnilar.,tO thOSEl il'l preoeding playsf llUt,isepara.tin~ 
Aots l'.rI a~d· +tfr t~ere :ls an. ,ode su1ig· bf .the «ohoeurrt 
which ~a a· )Srt~t~l1tent of' their a.ppr9,bat1o~ or s~icide • a 

statement oleari,.relatea. to ~he previous ·diseuss:ion l>e• 
tween MnrQ•An-toin.e and Lucile.I; ·In _fact,:. 1t becomes specific 



·at line 32El tis the:: !SY'p·t1ant1. s·tate ; 
. neureux<:ett aon ·tnalhe\lJ:i' Antoine 1 · 

· Et. ·bien :heureuae nGlst:re · rt>1)la ~-
. q;ui, vc>nt'. _ 3,-eurs viE)~' astoutfer•. 
l?our.:'tra.110.or. la. d.e:z:ti-e t6lonne. · 
l)u V~~n9,ua.t1~t .qu1 . l~s . 8llViron,tie·~ 
Si · desi11~~ .\d& t.rionter. · 

nOt q;11iti:, $~ 'l:tP~¢1~ic"t b~t · equ~l1Y 'snppleme~tai-;r tO a 

precedb1g ct;~cu~~i~n. {that o~· Aarippe and ·ees~r)t 1~: tlte. 
tlfth and

1 l~t!t. c'hof~{ o~e ot the pla.:v, endins· ·Aot IV' •. 

'!he cn6rus·e;~:n8~a.~fie111 a.'li t:tTSt a'bQut the unhappineas· 
I 'ooncerniner',·the· .·~grieire· dome$tiqtie.,'',rbllt then. they reoa'il 

1 • •• '. :·,·· •••• ,· ;'.r:·,· ; . .· ,, . : ,: ,; ., .. ,;:\ .·... .·· . '. '. . . ' · ·· Qesa:r.•.s .·\vorcli.·a.s · ~h~f emphasize the · bnpo~tanoe '·or having. · 
;,·:, ;·· 

· .· . , · :1tale. -deso:r:mals qtie le. grand) Rom.me 
E.s_·_t_· __ ._ .. · __ ._·. ___ · .. ··a ___ ·.·.··_(JU.; __ -_-.,_· __ ·.s ..... _·.·· ..... _.·• __ .1 __ ·. __ ._e·_·.···_._··.·.:p····· __ o_· .. ·_u:_. __ ".vo.· __ ,i_.~ « __ .Jun __ ·. ·._._-.se_u.l·bomme,,.: : ~u.! ·. r-~.gtst · sane d.~bat d, auoun · · 

., SQn : «e~i:c~. ;:r~pi1.t· en _1111, . =. i 
'Nagui.~.r~1.1 · ~l?µ~ la: f'?~oe ega~t?:. 
De t.tt<>·~~·•· :#~:Ult., de · l • autre enyleux, · 
au:t t~va:~:t~p_renv la _pauvre_ :t1t_a.le ··· 
D'un. :tl1:~,1.~·:3:~g. pernioiau~si:\ 

.' '.·.·1-- . L.'. . .'1,'. 1, 

~iRt?~i~e-· o~h~r.s: thre$ exeellent examp~e~: of odes 
• ' i ',' ; ~ ' , ' • ' • " 

Which ~e :¥el~y~1rt:)ltild ai.,. $'.O. tb.~ developxnerit and. ·out 
understattdbis 'o; th~ p1,i" !t seems a Shame t that 1 

having 'taken this /.~ep :~P impl'Ove llfa chorus, Garnier . 
Should .:lYJASte.· :the;·i~if~ial Chottls: (end. Of ;i\Ct:.llt th~t ,:ould: 

O / • (. ;•;,·.,,'' • 'i,',.• C ' : •, ' \. ,;• •' • I, ! 

be bes~ uae'a.'.'t<.,~ e,xposttory pu~poset~- on .suohi ·;a general 

sttbJect aS the "hunt." The fi:r.'si; of the th~~J examples · 

redeems him, hO\ve·gax-\. It is an ode,·(:" ,'at the .($nd ot Act t-I· 
+ ' - • . . :· ·:. I•~' . ' ' • 
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by ~voking t,he ove~p;owering e.speot of the .paesion of love, 

as '1t 't€>rmeri.ts men:::ifhd.er the control ot the god of lpve 

and b:r -reoailJ~~ t,d :us'• :tn t'.b.e fin~.i atropha, 'the parti--
01.tlal' prob1e)lt:~i th1s pla:n Phedrel•s inoaatuous lQve tor 
lU.ppolybe t ·1, · 

': .·''..,, . ' 

Ji>oµrq'1.0t/ encore espandez•vous · 
Vos-µ~e in£4atl~bl~ :oourroux , · 
. s~~: _:oeste · m;~e;rable · dame 1 .. · ... · :'. : · 
··LU! faisattt:il)·ar trop 4e rigueur 
· Rost13r;· ,bQU~J;~f).leme,nt . le . QOtl~t'' · 
En une: ·cirioestueu.se flame?t.1.r~ · · · 
. . ' ... ' " ( .... ,• -~-· {~ :'.{;: . 

At the .end o:f 'Atlts·: ixt ~~ IV also·· ' Garnier iriserts choral 
od.eES v1hi,oh . .afe equall7._pertinant. to the ¢\i3ntral. aatlon (an'd 

• ·- ·: .;.·-·· · ••• , ·.·'; l •.. • • < ' ••• ' ' • 

· l!lt. th~ aalllJ\~~e a.!~?ourae· upon the generaJ. au'bjeots 1n 
an eleVaiitl. ton:el; ·, (Th,r ode at the · end ot Aoti::t:tr me.1 be · 

' i ' > • ' .r' .. · .·· -.",i ·· .. :.:_·f_t . . -. . . 
·• , 

d1 v.ided .into· :tp.ree: parts t l.~ The '.chorus p1:ays for the· 

oity··$no.ltor,:·:ihifr:taader {l.bte~ ·52_2 t<> 5391+ 2. It 
' . ',l·: '· .  ' -·. .  . .,, ' .. 

rem.arts• upti~_: t'.he' fui~, of' a~ &motional woman . ( lines 54Q 
'l • '<. ;'-.. -

·It. vo1ees it~ hope that the punishment ot 
: -~ :, i 

' . . : . •·. ',. . .. ' : ,. '. . . . '. . . . . ' . . ·: : 

the. sods 'Will fall:.,~a.ok otr Phedret the plotter., rather 

tnanon .JU.ppo:).yte .:ifil1nas· .. 603 to i;,l,O.h Reca1.1lns to UEJ the 
r ... ,._ .. 

· ~des trom M£i;c,,{'\Il.i¢ine. \'iiSQussed. above* the ode ending 
Ao.t IV 1i directly .. r.ela.~e~ .to the pxaeoeding speeches of 
'lJhesae lllld ,.of· t~a !iourrl¢' { · Th~s~e hat! cursed. Rip:polyte . 

. upon belie;i;s the, 1,1e ti1d llim t>y Ph~dre (that llippolrte. 
. . . . : . . . . 

. ·a1shonored ~~rl and :has asked. the god_ Neptune to punish 

C him. La lfoutrioe,.ashamed of _her oo!tll)1ioity, has cried, . 
' ' ! 

out her, ·contritiop;~.' · The Qhc,rus Q~flllt3S in on key ana. points 
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out that it is; the' gods who are and should.be the final 
'· ' ,. . , 

Judges Of good and .&.Vil and decide \VhO is guilty Of any 

evil aot. ·. They askt using · an · apostrophe to Ne:ptune, why 
he does not.render thia.o:rime,evident, and ~r~y to him 

,, .. ·, ' . 

that he not l:tsten\tio. These~ttl words spoken in anger ·ant\ 
",.; : ' ·,:.·.;;, \: 

ha.ate,· S0me·v1.~·11~Ch.o$en e;eneral re~ks on,th~ danger c:f' 

anger Gncl, ~~ i:lde1 One.that showp a fine 'balanoe·between. 

li:ir111enee6:t :aci#JZ6~~~ Passages 
,· ~ ·. ~--~::>, .. ·-'.; .:·,;··/-> .•.. '*':·~·:·,, 

· The· Onlf: :Ch<,>~~ in 1wfuro~Antoine that is a. para,phraae 
. ~· _.:.:::: ;·_ :·)·.< :. ~-'-

··of a.noth~r ihtho#:t's work ts .the ·Ode se:parating soe11es in 

Act .I~~< Tlii'a dne: itlt taken from. Sene ea f s ~.s~mem:not\, and 
, • ~ ; ' •I •, ~ ; . C" , • •.· , ' ' • • ' ' • ' ,' 

W& Pbt1~rve1\J/l '\Ve hElVe be:f or~ and Shall age.in} that lt tti .. 
taken out :.·o~· context fer use in th1$, play. l'!oreover, this 

-' ,  . r . , , . ;-'. :, .  . . ~ 

. 1s not one Qt::S~11.,:r ... ~~'.tter. oaea trom the point ot v1ew of . ·· 
. ,:. ,·. ,· ·.····. " 

. . 

The .:f1rs't, twb odes in ,-1112no
1
l:f;te, a.rs borr¢wed, also 

t:romr Seneca,: ·In. 'theae ca.sea they are taken from Seneoa'S 
\. • ·'· • :., j ., 

play ot the. s.a.m.e name• butJ as thej1ote$ to ·the Pinvert · 
edition point·out.4:~ the firet,is but a :f.'rea imitation ot 

the Saneoan cho:r~~:andth~ seoond·simply finds .;its.inspira-

tion tn the Roman's oda.- Again• the rirat one. i.s not re-

. levant, and the second one is ~el.avant only because 6f 

lin~s 'Wh~oh ··are original with Garnier, 44· causing us to 

qoncltt.a.e·that Garnterts imitation ot these three.odes .tor 
Mare-Antoine · :an4 H:1ppolz:tl~ has not· rundamentall7 atfected. 

' '<. .  . 
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his handling ot the choruses. 

: . - . . -

As 1a · the{ ;Jase of.' the pt1av.fous· Classif':l'oationa, we 

ha.ire plaoad ·.ft1;ti59~e ·and La' l~Qe.,cf.~. ·t·Qgether becaus·e· ,~e 
. teal. tha,t' tlieir Oho·ruaes are soinewllat . Similar to e-aoh 

. ··: .•, ';,·, 

-()th.er and shQ11r antJ'tihel' a(l,ranoo in .the development of Garn.1tir·~ s 
1 

· taolu\ique~ .1'ol'e(?1tt,~•. these Play& a~e similar. genera:t.11 
in · tO:rm ;: their <lb~a;ati"lelY · greate:r length a,nd their' 
pol:tra.yal of;ino:re ac;tlon on sta.ge.: Each play is, of ooursa~: . 

• • ' • ' : '\ .; . l : •. '\ .. • ' '. ' '. : • 

oonotarned .,,Ith a well+lqlown Greek eubJ ect and Garnier 
, .-, ,I 

-treats ,ea.oh one thot,oughl:r,· tilling in p~rta of ·the stories 
,··. . - . •·.· 1,';'-·.·; ,. ' ;. .' \ ',· ' ' 

. ·. ' ~: \:' ·. ' . 

by -()~oral .. od~s ,iith b.i$torical Qontant and by · .expos1 to:rr 

' dialogues;.. fie manages, in each <uase, to a.evelop a well-
, . . ,:::.s-'··/'.. . :· . .. ,· r .J 

', 1·_'' · ... \. '.·' •. ,.:·· •· ·,' .· '. ' ' ',• ' ' \ 

knit plot .·.(though sqmswha.t overload~d with details) by 

. ·Chpusing parts .. trom the vi<>rlt:$ Of· var1oua previous authors 
' . ' ·, . ' ' ··.'· 

and a(h\pting them· tcir ea.ch play• Thoug~ l::t;iti5on~~ ia mo1 .. a· 
C /• • : ' < 

or_1ginal• _lea~ .uep~ndent upon one pa.rtiou.la.t a_uthor than 
' . ·. . . . . . 

is -.&! 'trO(\d,!.,: ,1e· 1Vould dispute tba -statement that La. Troade . 

. . ia nothb1g -'bu:t _a copy of Se~eea·• s play of the same name. 

. ' . '', . ' 

The Oll<>1.ttse~· ln these·,_plays :ara,. as characters, mttch 

more intimately QOneerneo.· Vfith t_he outcome and/or With; the\' 
.·oentral o~araoters·than thof;Je in·the preceding pleys.: In, 

~ :.q,~Qe.d~, . "Le- Ohoeul:' de . tammas troye1me.s i." the only one , 
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ts · perso.118.lly conoernefl ,·11th ~he deoiai'ons. ot the Greeks 

aino~ it is . composed O:f· ca:ptiVl3S ,,"rhose fate ·.hangs in the 

bale.nee, a fe.i:,twhi<ih is.1'requen.t:t.rnotad !D; the 9dea. 
· The;T are al.so ~O"nc~~e(l Y/;ith the ¢entral female ohar~otera 
and 'a.c;tiv-e~:Y•1~h0Vit.:thalr inte:r~at in. Haaube on two ocoa-: 
sions •. 45 :V/t):,· Qoitsider . them $.n integral. part' of this pla7. 

' ' :?,,, ' ' .· ' :· '. ; . > I ' ' • ' 

Iti ! Ant!tOJt!•!' Ga.rnls~· roan~ges to make his ch~itls mo:re in-
,·.·.·.,·,:-.·.·:'· ' ' ' . 

timate.iy QJ)noe:rn.ea w) .. th the· aqtion. by making it pl,1:ral: ... r;., -- · r • 
(<1'.''· 

that' ts,,,·'by·:¢l1'eati#f# three separate oho:ruaes. one to t1t 
I' ' . " • 

:eatl~·. group ·c~L:'ehar~oters. o:r to vo~.oe each type, ot: emotion. 
ttte: ohoeu.r de Wllab~ina'1 1a the be,tJio Qne,. ·vo1¢,lng most ot 

' •:;··,·, ' . 
.. 

the <)horal, ,,Qdes. thei.rs t>ei,ns more general than. the Qthers. 
but· in eaohca.sa sp~o1t1o ·at some :point in the oae, and 
e:o.ga~ing in .09n'.ver~a,.t1·an in Act. v for tl'.le purpose of int~r~ 
rogat.1ng 'Le· l1essag~r.. 'l.1he .· ''Ohoeu:t 'de i'i:tle~ tn13ba:tnes't is 
used tor conv·ersation _with Antigone in Act !V and to in-

\ .. . 

tonE, at lea.at ona·, po$sibly two, choral odes· at the end 
Of "the Aot.,,, Th~,. are na.tu'rall.y a l!l,ore titting groµp than. 

eith.e:t' of ~fa otb..)r two to be w1t11 Aflt:tgone ana. io exp:Ceas 
' '·. '. -, :-- • 'ii ' ·• . • 

thei;r S0l"r·ovt qvel:'> U$l/ fate in the Ode following her Wit~-

cil'aWQl into tlia.toml:> an.a. PX'eceding H6mon•s grand entrance. 
The ode f'Ollr>wirJ.S .I!1fmon' s speeoh is designat·ed simply 

nohoaur," '.w~ feel·t~at from the point oi vi~w of.content 
it might -well be svµS by any of the groul'sl but that te~h~,, · 

( 

n1.oallt it wq'll.ld ·oe· more _convenient tQ have the "Ohoeur de 
; ,·• ' . ' 
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filleatt sing 1.t as thet are already on stage. · Tha ''0h013'tll' · . 
. ·de Vieilla~dll;'' is· not $0 lntJmately concerned with the 

action.: but l.t~ ~~~ 'a.nil peraona.ltt:r is. vecy fitting for· 
' ' . . . ' 

the words it,/)~~;t, spea¥~ It is. apparently composed ot· 
men who a~e ·tld.ers ·o·f the oourt:: · \those poai-t:t,on ~a.uses 
them to· ~lde· with ¢:v'.eon, in general, but whose age and 
,~ense ··ot justi~~ fu'e ·them teal $Jin.pathetic :towards Anti~ 
·. gone .!Uld. . HeutoJ{ .. 'ifl~ teel. it is thef. who sins the choral 

ode· t'ollowinS thei:t'; qOnvetSat ion with cre'on11 }hough the 
dasi{$11atlo.J:,. 1s":agai~. simply '10hoeurll!" i~ese :th~ee choruaesJ,. 

then, have· person.allties O:f tbeir own· and a~e somev1hat 
. ' . ·, ;··· ' '  . "· l' ' 

oono·ernecl With ,the characters and the outcome• 

Choral· Odes·· -· 
···As we have. implied above, Garnier continues to increase 

the importanc~an4 rele:vcinoy of the content of the odes in 

theee plays ~s ha,'bagan to -do 1~ Marc-Antoine and fii;e11plY'to. 
- . ~ ' . ' 

A Q10S8l." obaerte.tion Of ea.oh Ode will prove . this. 

·'11he first ode in La Troe.de. separates Aet I from Act 
,•. . . ' .. ......_. ' . ' 

II_, oorri.pleting _an ·a.Qt ln wh1oh Garnier has exhibi ttd his 

improved ability at exposition,:. ttost of the particula~ 

problems ·of the pl_ay are already posed and it is therefor1;) 

very fitting to have the chorus till in the genera;t.ba.ck.;. 

ground leadltig up to. these · prob,lema as it does in relating 

the histor?. of the Trojan Horse. Th.is is vital informatioit,. 

given 1n a ·oomplete, clear and intere~t1ne; fashion.:·· The 
,,. - i,-; 



38 

want to 1eno,1 where they will .t,e taken by ·the Greeks on 
'., 1·: '·. · : .· ·: • , ' ' ·' • I ,, 1 ,', : · , > 

the sea: •. · H:tstof;'ioeJ. and mytn:toe.1. re:rarenoes tend. to make 
' ' 

. ·tha ode leas coh.~hftafit, bu:t· its words remain significant 
enough to ;,.Jiii¥:f:i{~ p~aoe. between A¢ts !I and !:t!, 

' ' . :: ~ '. .. ' .'). . '. . :· ' ·, . . ; . : . 

Vfithin ,Aot:.II.X;·.foll.cm!ng· .the .scene '1n whioh· Talthybie 
' ·:.·.·:. . . 

tells .ltaoitbe a11.d·'th~ Olloeur tl\et :edii,x~ne :ts ,to be sacri-. 
floed, the ·ichorua. a.isoourses' abou't the ~ottl and 1 t$ tate . 

' ' •• I • • '. ;:.:··,., ;.~I . . t • ' 

. ·scene. ,· 1s ftit,e·;~~tC1As .· }.)eoaµse, ... thousn based ·1oose1y e>n 
Seneaa·, it···foioea· .. ~ Oh:r:ist1$n rathe; ths.ri a Pagan .. attitude 

toward tliO ;o~l,.4& ·. iga.ln t.tliiitg in hii:ltorienl baoltground 
. . ' ' . ' • • ~I 

(a.a at the enc:f ()f Aot !t and as we shall see again in 

L.e.~.Juifvas),,.the ehoral o.de at th_e· end of Act.III waxes 
,- .. ;, 

Patts whose sea vo;yage resulted in the E:tbduotlon of' Helene t) 
the 1:roj~n VJaJ,. and :the:tr present mlsfottune·. The long 

.1>la~nt· in Ao~ IV 'i.$:.tound bet,reen two so.enes :1n whioh the, 
·daatlls ·of 1\atyanai ·,and >'Jf Polyxene respectively are announced 

~-. '. - • 1 '··, •• ·< , ' 

and describEtd.t: · Thus its plaintive ·tQne is ve1 .. y titting. 
' . ';.:. . ', , 

Mo1eover1 ·a~. the ~horus ,has remarked. that misfortune is 

alleviat~ct:1t those ·around us ·a.re equally t~oubled, its 
•, . . t, 

ovrn "malheurs't are pointed up by contrast with th~ presenoe 
~ ' ~ 

of the 3ubila11t conquering ·tmeet in the harbor., Conveying. 

to us the unhappiness ot the tiu1es ana the degradation 1n· · 
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morals 11.1 that e~a}<thefinai oa.e. oiosing Aot IV, would 
be good eve:ri:lt.It:v,ere n-ot ,pertinent. The· general·refleo--·, .. 

'tions lllade ·u)?OU :the di~appeafml~$ Of ·_faithfulness and !ta , 
replaQEUn.e:nt bt ·frattd are ·excellent~ When th.e ·. oonorete 

• ' • ' ';'. ', • ', • '. s •• - • • .' • \ 

exaniple, .r$lated.. to.>the Jrceoe.aJng scene, (?f l)olyxnestor• s 

t:reiOhl;l):'ou.a .11:1:i:J.itj.g\>t l?ol;'{dore ii! Si ven• the ode ;ts made 
... ·.:. _:· ' ' . 

corrtplete tflnCf :;p~~tt11~~t· to the aati on of the .play• In - sum• · 
the odes lxt ·ta Trr.fo.de ·tend to contain .more historical and ·.:;.'·-.....·_ - . --- - --. 

', ·:: ..... '-. ·.· ·,: ;·_- . . 

mythi.oal allusions 'tha.n the preceding ones b~t ea.oh one is 
~ . ' .. ' ' . \ 

fitting ·1n 1 1·ts plao~: and: eaoh has some speoi,fiQ refe:renee 
1 ''' .~J)\·) 

to t'.he- play 1~selff'} 
' ... ' ' '.,. . : . . ·: ~. -' ,, -

: :Foll,O\vin..s anptl1;er good. expoai tory ctialogua 1 'Che ode 
. ' ' ' .~ . ' ' ' 

separating tlleJirst aoi.> troni the seo6nd in ~t.isone, is in 
the :t:orm 0£',!i.,;p;aier to a god. called "P~re" or ·"Denys." · 
'!he ·chorus ;kfes to p,.ollifyh:tm with remarks on his 

. ,•,, 

ganealosy and his· great deeds* and -then p:Lea.d$ tor his 

:Ln:tero$ssion to .atop the vra:r between the·· two brcrtbers, 

This is exo~llent tor setting the tone ot the play without 
being too general;, The · cho.t:us laments the harm done to 

. -. ' 
- . 

Thebes by +.-he ,'ambitious dasires of ea.oh brother in the ode 

tol.lovdng the ·:s:oene:)1n Aot II. in which a messenger tells 

. Iooaate ancf)ntlgoh$ that the battle is under way. Mytho..r.. 
' . 

logical references~· fisain o~ly loosely related to ·the play, 

make thia ode$. b1t lengthy, But at the end. o:r this last 
a.Qt the:re is an excellent ode to 0 ma.ke: up" for··tha :preceding. 
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Polyn.1.~e, .baa Just t·old his mother.:· Iocaate ,, that he would 

let nothing $tand ·in the way of his regaining the throne, 
and the ·chorus.;notes how· this lust tor power is so terrible 

tb.a.t. eve.n frate':l!rial lQve cannot d.issuaa.e a man from seeking 

a th:rone:. '11h~y go on to fem.ark'how Fate is fickle, es~ 
. . 

peQ1all7 tot- t'.hoae in el~vated postt1011a •. and· finally~' 
recalling th~i:r ovm 'tntereat: tthe ·nohoeur a.e .. Thebainstt ) t 

,, .-,:::;)' . ' ,' 

·they point ·out'that)i'.:tt. is the people who suffer when ·thrones 

ohetnge., l1ancia, byf,c;ttid$~. The battle over1 the chorus ending · 
•• •• ·,,; j ·, .• .:,; •• 

Act. III. em.J>b.a~i:zes the.:taqt that ne1th~r side. has actually 

In 
this ode ·,,~ }l.earn th~t lJoth PQlyni&e an.d· his. ''tirother- 1:-teocle 

: • '~ '.. • • '·. j < • ' 

have been killed·{ ,.''.In the next ode~. tound·witbin. Aot IV• 

the ,Thebans ppi:nt. i?Ut that it is the gods Who must be. 
thanked. tor the .victol."Y '-Pb.ebes has won~ It .is not .. an . 
ir;elevant ~cle{. l>ut · it do·es teem to be more ot a filler 

i.; \ ·. 

here than .it' might: ha:ve 'been had it been plaoed elsewhere •. ·. 
AnothQf ode sepa.rat.itis · scenes v,1 tbfn Act IV proves t.o be 

:, ... :··::· '' 

muo!i more tel,e:vant ·to .. the soene preoeding it, as well as 
being ·t:m excellent work of :p~etry ,vbteh might well be 
conaU1e~d great·aven out· of this ·context~· The old men 

' ·': . 

retleot upon. Juatlcet a gift ot the gods~ .. ana upon its 
misuse·.... A$ an :eXf.Wl~t~ ot stioh misuse,. the old men point 
out that., i.n ·ha11ing Antigone k:tlle~:t or6o:n is not justtf ied., 

,•.,,. i ; :i \ .<S > • ' I • , 

beoause of her station and the o:trcumstances 0,f her: orime, 
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and be~ause she was to be his da.ughter~in-law. The third 

ode, separating soehes· in Aot IV and sung by the "Ohoeur 
de filleS•" follows the farewell .Antigo11e makes to them 

bet.ore, entering her tomb. It is an appealing, well-placed 

lament. Finally, the ode ending Aot IV is again excellent 

in itself• as well as being pertinent to the preoed.ing 

action, · In its general re1±1ar1,s on love it reoalls the 

ode in H'.1:p;polyt~, but the example here is quite different. 

In Hippolyte, the love was an incestuous desire and the 
primary oause _of .the tragedy; hare we see a lj.ore pure emo-
tion which_ leads Hemon to aooept_ death w·ith Antigone, rather 

than to live without her. .As in La Troade, these choruses - . 

have some (aults·such as unnecessary v.erbiage and irrele-

vaxl't mythologioal allusions. but none, except possibly the 
first one. in Act IV, is completely out of place or laoking 

I 

in raleyanoy. Bot'.b, of these pla:y:a, then~. sh~w a marked 

imprqvement over previ?us ones in the content and presents.~ 
tion of ehoral odeth, 

Conversational Fa.ssae;es. 

Garnier has employed these choruses in oonveraation, 
returning to the same technique used in Corn.6lie and 
Po1-oie. We shall note, however• how far superior is 

Garnier·• s managing of· thi~ technique in the present plays. 

In eaoh oase they serve a clear and definite function. 
In~ Troade, we should fi.rst note the conversation 
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ot the choru$ wtt-h lteoube at the beg~nning _of. ;Act I. It 

is in the rorm o.t a/ltommos and follot,1s the usual O;reek . ' .· ' ::_ .:-.< "< ' 

pattern in. con.tent .a$ well as in. fornu the chorus helps 
lieoube to lament-~· ·Tb.is e.x:Qassl·V:e weeping !.a e:hnraoteris-

r~ , . • • 

' ' 

tiO ·or .'both thi~. :Play and ~~ _Juifves. !mtnediately after 

this tomrnosf Hgou.b~ reverts to alexandrines and asks them. 

to stop the lame·nt.., They ha:ve or.ied enough a.ndj besides., 

l'rtam and liet,t¢r .are ttQW happy and x»ested, away rrom the . 
' . . . ·, : ' 

. ' 

for tl11S ~o:cmal ·conversational tonti as 1t an.nottnoes Talthybiats 
' . ,· ··'· . 

."/ ' ' ' 

· arrival.~' Be.f~:re going into ·the ,ode ending Act I, the group 
tf TroJati'WOlll.en vo19e ·thj1r eon~te:tjnation as they see 

,· . 1:.·. 

~trube faint, Thay:·«aoiae to -oa,r~y her to .her tent and 

then return r~r t~e ode~ Again spas.king ·with tr€iouba, to 

Whom they are no doubt ladies~ln-..wa.iting, the ohorus 
members., In ~ot ri:r. 'QJJestio.n her about he_r nightmare• 
announce Tel thybie ·, ~<1 ~on verse w:i th him,. . ,Their final 

. . . 

oonversationttl . apee·oh in this a.ct is analogous to tha.t of 
! '·. 

Act I... . ·They' ·Eip:eak · of entering tha tent to oamtort E:$oube 

and then beitn· the. ode about :tha tate or the sou.l~ · Ne:tt. 
in Aot ·IV, performing a.~leal.'11 dram:at~o function and doing 

I 

it vrell, the ohortts'. ·:brings '.the ,_bod! of !>olydora ·.on Stase 

to n6ou.be andin the enau!ttg oo~versat1on·recounts:their 

finding ot :tt;and explains their susploions·of.l?olymeator, 

remarking that he· is at· Thebes at the .. momerit1
~' JWcube and. 

'• ' . . :\:., ~'., ' .. : : .,· ' ~ ~ ' 
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the chorus plan their wevenge and the chorus leaves , 

(after an ode ending the aot} to lure Polymesto:r to Heoube's 

quarters. In the final set ot conversational :passages, 

Garnier shows a s.till more unique hand.ling of the chorus 

es it reoounts to ~he aud1.enoe tlrn act.ion behind stage. 47 

It is not~ a.t first, in actual conversation with Heoube 

or Polymestor but r.ather speaking between.the soreams of 

horror ot Polymestor as his sons are killed and h.ia o,vn 

eyes are gouged out~, ,Then, as :Polymestor makes his en-

trance· on stage (exits trom R~oube's tent}; his eyes 
flovdng .. black blood, and as he ories tor vengeance• the 

ollorus, in what must neoessa.rily- be a sarcastic tone, 
answers t '*0 pa.uvre lnfortune, que tu souff'rea d' angoissea I'' 
I11 one final passage they add the moral lesson stating 

that Polymeator cannot complain about being harmed by 
' . 

one'whom ·he harmed originally. 

Perhaps we should have discussed the conversation in 

these plays in reverse order because, although Garnier•s 

.handling of same ·in Antiso~~ is good• he never 1s·quite 

so excellent as he .is in the latter halt of~ Troe.de. 

I~ ~nti5one, the interesting point is that· v;e oan 

see the distinotion of personality of the various groups 

who present the oonver~ational choruses. First it is the 
group of old man who converse inAot IV with Creon, then 

with Antigone and the guards when she is brought in after 
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committing.her critne. They announce !smene and answer 
Creon'$ qµestlon., t•pu.est•el+e?.•• ltith'*.&l.le vient-.. ,"48. 

at the· same. tim,,e· fippa1•ently · pointing in the :direction 

from.which she .:1.s coniing. · After Iiemon has· left, they warn 

oreon tha:t·Bemon's· soui is enflaine.d 1vith ·1ova· tor Antigone ( · 
' . ·,- . ' ' ' . ' . 

a.nd that .Orson snould be. oar·etul. · Throughou~ these four-

teen pa$~agea they ~·re qu.1,ta o~t$poken it1. their. remarks · 

to O:rffont Wh~ir·c'~~atemerits and qu:e$tiona. ara .all relevant, 
are· .a11 ~id in the ad~anQetnent · at the_ action tiiid are titting· 

lines to be spoken by alders of the court. , The saoond 

example i~ a QOll1t"Grsa.tion betvre~n tlle ·chorus of young 

ladies ·.aud Antlgone}:ln J\ct JV as ltntigona iS preparing 
' . 

to enter· the ttunb .iv11ere .$he is doomed to die or starva:tion. 
They attempt to comfort her calmly in their tirst two 

$peeolles but in the third and last the:r g:tve vent to their 
ovsn·· $onew at seeing ller depart a.m:i to their ovm a.nget· 

with Creon for·hla·laok of llleroy, finally praying tor 
death tor themselves,,: ,·Their function in giving Antigone 

a listener as she. enta·rs the tomb and in helping ore4te 

the general sorrowi'ul ·atmosphere is well carried out .. ·' 

The final group of o.onv~rsational passages• ~ttt?red by 

the "Ohoeur de ~batns,'1 1noluo.es a quick oonver.sation 

vlith a: messe11ger through ,1hom we learn of the suicide of 

Hemon, fQllowed by that Of ~ntigone. The old men continue 
their oonversat1on wit~ the messenger in a rather la.i.11enting 
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tone as he desoribes the dee.th of eaoh of the lovers. In 

the meantine, Euryd.ioe ·has entered, heard of her son's 

death and departed quickly. 'l'his oauses the chorus and 

the messenger some anxiety end t,hey discuss the possi-

b:1.11 ty .ot her oom.m.1tting suioida. As they are about to 

go after her• Creon enters and they note his sadness. 

There tollo\<Va a ra.t-her obvious, ,.vell-presented, .foreshadow-

ine; of .Eurydice• s death. 11he next fe"vv passages by the 

chorus era apoker+ to Creon.in a very bold, reproving way. 
They tell him .that he has no right to com~lain, that he 

. . 

brought',all on himself and that the only thing to do now 

is to·. bury the dead. For the first and only time in 

Garn.ter•s works, the chorus has the final lines of the 

play to recite •. Speaking to Cr'eon, they formulate the 

ntora.l of the story;· 

Vos pertes, vos malheura que vous avez sou:f'ferts 
Prooedent du mespris du grand diem des Enters: 
Il le fe.ut honorer• et touejours avoil"' cure 
De ne priver aucun du d.roiot de sepulture. 49 

Influence of Borrowed Passa~es ----- ._...... ---- ........, __ _ 
To oomplete this discussion of ftntigone and 1-!! 

Troade, tollowing the same plan as ~i1e hav-e for the pre-

vious .groups. let us consider to what degree Garnier•s 

use of the chorus was affected by the authors from whom 

he borrowed ideas or translated and ,adapted passages. 

One cannot deny the· 1nfluenoe .of Seneca. on ·the mood 
and general statements (on Fate particularly) of the 
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ohox-usea in both plays, and the facts show that the· 

majority of .~he 011oral odes either have been borrov1ed 
from Seneca I itur:ipides or Sophocles, or have f.ound in-

spiration in ohqruses ~itten by these authors - more s;o, 
' ' . 

oorn.parati ve11, .. than in any previous pla:y. However}; as . 

we see t'ha:t ·a·arnier changes the content .of ·~the ohorus·es 

slightly and places them. in strategic positions in his 
o\vn dramas• · ~,e · feel that'. the fact that he borrowed some 

· wo:ra.s and/o:r.ide,as d'oes not notabl~ atteot his technique: 
In ~.nt1p;one, fiv~ out of the: eight od.ea owe some part 

ot their 1na'.k:e-up to· a previo.ua author: four to Seneca, 

one to SophQales •. ·. The former can be easily referred to 
'· : ~ .' .1 

as they are the first· ·:eour odes in: ·the play. The first 

t\vo are adapted :f'roni Seneca's O,edipe, therefore• obviously 

not 1ex.aotly the same, and used by Garnier out of· context. 

, The' fir·st 'parts ·of the third and fourth a.re 0 inspired. by" 

odes trom. Beneoa•s.Asamamnon and Oedipe respeotively1 
. . . . . . . \ again only- somewhat simiibar, as well as being out of 

conte>.."t. · The ode borrowed trom Sophooles is the one 

closing Aot !V ru1d is taken from h1a 1\nti,gone. It is quite 

sim~lar' btit haa been changed in position 'by Ga:rr.1ier. Aside 

from the tact that Garnier's teollnique with choral odes 
1s'not·strongly influenced by his borrowings, there is 

the important point that a:ppa.rently none of the conver-
sational passages by choruses· are copied from any of the 
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authors he usually follmArs. More will be said later on 

the general influence of these authors regarding the use 
• of conversation. ·but suffice it to remark that there are 

very few oonver~ational passages noted as being imitations. 

All but one of the odes in· La. 'l'roade {the iast one ........... ..... ....... 
anding Act IV) a.re partia\ly based on other authors' 

works. <rhe ode .ending Act II, the one separating scenes 

in Act IV a..nd tha o~e separating scenes in Aot III are 

teJcen from Seneoa•s. *rroade. For the latter,· Garnier 

si1n.ply took the idea from Saneoa and developed it in his 

ovm way. 1'he other -two . are fairly close copies. They 

a.re placed differently by Garnier. The fi.rst ia from· a 

chorus at.the end. or Act III of Seneca's play. The ode 

between soenes.in Aot III of Gernie.r•s work is taken from 

one)used at the end of Act II ot Seneca. It is well 

placed in Garnie·r. The ode between soenes in Act IV is 

taken from one e.nding Aot IV of Seneoa' s Troada. In both 

instances the odes come after a report of sad news (in 

Seneca about Polyxene•a fate, in Garnier about the dea.th 

of Astyanax); in both the content, a discussion ot the 

l4tay in ,mioh misery is alleviated by the sight of others• 

suffering, is equally suitable in either :position. 
: 

Garnier is ne~ther weak~r nor stronger, then, in his use 

of thi.s chorus than is Seneca. Another ode from Seneca 

is take.n out of context :from ?.iedee. 1I'his is the one used 
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to end .Act III.· .. From Euri'.p1des' Troade Garnier takes one 

ode, that a.riding 'Aot I. 

Unlike ,A,ntison~, ,~.~ Tr·oade contains ex~mplea ot oon• .· 
verra"ational pa$sa.gss borx-owed from other authors.. The 

• 'first fo~r choral. speech.es of the play are taken from 
seneoa.'s ·Troad.e. The la.st speeoh in the second group of 

conver·s·ational pass~gee · in Aot· III is also taken from 

Seneoa fa .Troada; fJ.yto conversational speeohes>·are taken 
; ,' ,' :~ / ~., . . 

from Euripides• Troid.e. in' those oases the :close simi-

laritr betw.een. Oarhier•s and the other. authors' use cannot 

be denied.. Tb.are l'E3µtain, ho,vever, fi:t;teen passatgea of 
conversation,, ·lncltiding the last ttvo groups whiah Vle have 

discussed a.bov·e, as 'examples of Garnier•s exoe'ilent 

or1.ginal hand1in!f oft conversational passages. Thus once 

agai~, despi·te the general increase of borro\ved material, 

we 'find tha.t au.eh exampfuas of borrowing cannot be cited 

as proof of Garniarts dependeno·e on Seneca or any other 

eu.thor fox- ·the development ot his use of the chorus: 

rather, they are· proof of bis ability to e:lapt material 

at hand to his own adva.ntage. 

LIS JUIFVES :..::: ..... === 
For eaeh·of the preceding plays, Garnier was able 

to tind source material for the general plots in the number 
of a.uthors. ,Particularly Plutarch, a.nd had at hand at least 
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and flt ·them into .his O\m arrangement of the action. 

49 

For Les Juifves, he was foroed to gather all of his source 
~ .• 

material from-various books of the Old Testamen (though 
some scattered lines we:t·~ ta.ken from other. sources), 

' . . \ 

and he had n.o · play· a.s a model upon. which to fashion hi's 

own. His motivation t.o write this play is similar to that 
of the previous works: a general desire to point up the 
evil of civil wa.r by describing ,analogous wars in antiquity. 

!n this play, he attempts to impress his audience with 
the ultima~a dangers-of being unfaithful to God, as he 
considers many of his.contemporaries to be. 

Although there actually is little further development 
of most of the partic~lar dramatic techniques in this 
play', beyon~ that aohieved in the la.st tvm aisoussed• ~ 
Juifves is rightfully considered the best of Garnier•s 
dramas. The thread of the plot is picked up shortly be-
fore the accomplishment or the tragic aotion, vdth just 
enough ti.rue to ores.ta the atmosphere (mostly via the 

choral odes), develop the historical background and the 
set ting ( via the choral odes and the monoJ~ogue of' the 

prophet), and aoquaint the audience with enough of tha 
· present oiroumstijnoes to for~shadow the tragio finale and 

at the same time maintain suspense as to what the final 
ou:l:oome will be. Then, too, Garnier is more suocessfulin 
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character de-veloprnent in this play- a.nd, even though there 

are not as .many• exa.rn:t>les of. increased physical e.otion as 

there were .in. the l~st two pleya; · there is suf.fioient 
,. .,., 
. . 

action show;ti: ··gJ;l J~tage to keep tlle play m'oving. 

:t,ntee;ratlon·,91 !i.ll! Ohorus with ~i!~ Play 
' ' ,, . ' 

The reftu:-enee' to the chorus in the abov~ disouasion 

on the plaY,:in gener~l might lead one to oonolude that 
: ;'.·'. 

G~rnier did not coll'.tinua his improvement in the handling ' . " . . , .. ; ~ ·:,,;·t; 

. of the ohorus't · :Afv;,nill · be seen, there ls some basis tor 
this conclus;on i:f_one appreciates most the type ot 
odes that are spa()ifically.pertinent to the. scenes imme-
diately surrciunding:them. However, .. ju.st as the · play is , 

coneidared. as a.whe:i'eJ supar!orito preceding plays* ·so 
is the .ahorusf a• a cl1araoter; superior to all preceding 

ohorusas· because it is· v1ell-integrated with the othel' 
' . 

characters and .1a·o1early involved With the·outoome of 
the action~· This is not surprising when we note the 
title ot the play-~ }·The Jewish women are definitely oon-

oerned with the, .~.o'ttOn of the play throughout• even though 

the olimaotid act .is the killing ot the grfind pontiff and 

th~ ohildrenotSad~cie, followed by the gouging-ou:t of 
. . ' 

the latter~seyes, 'allot which affects the chorus only 

indireo·tlyi AS waa the· 110hoeur le femmes troyennes" in 

.La Tro~'!• t.hiS stoup is composed ot captives whose fate 
1·a dependent. upon that ot their masters and '.mistresses. 
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They are oonatantly wi~h Amital to-comfort her, weep with 

her a.nd second h~r as she pleads with Nebuchodonosor' s 

wife to intercede.with him for them.. 

Cb.oral Odes -------
The involvement of -the choruses is not so clearly 

seen in their ohoral odes as in thei.:r conversational 

passages, but ·the tone and content of the odes are in 

keeping' with their ohal·~oter and their pos1t1011 111 the 

play. The first ode, ending Act I, is very fitting after 

the speeoh or the.prophet Jeremiah. The rhetorioal ques-

tion posed is: iJ1lny does God,. Who mt1de ua · imperi'eot, 

punish us for m1st1.eeda? · '!'he choru.s a:1swers vd th a long 

passage or Biblical history,, dwelling u1)on tha ato1'y of 

the sin of .Adrun imd Eve aud of the Great Flood. Bringing 

· ua · up to date and toraahador1dng · the tragio end or the 

play, ·they :voice t·heir tear that another flood is about 

to aome upcm tlleni. · In 'the tollowing ode• sepaxatiug soenes 

in Act II, the Chorus relates more or the unhap:py history 

o'! Israel, putting the blame for most c,f its misfortune 

on Egypt. They speak of the 1•ighteous anger of God, onoe 

ap:peased by Moses:, 

Mais l'Eternel., qui de la nul:f 
Cas voix de bla.sph~me entendit, 
~ut lfame de ollol~re emeu!, 
Et son bras vengeur 6tendit: 
Si_que, sans les :pleurs de Moyse, 
Qui appa1s~rent son oourrous, 
Sa fureur, justement _ eprise, -~ 
Nous eust d~s l'heure abysmez toua.oO 
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This ode·is not ·closely related to the action of.the play, 
' ' 

but the words spoken are quite natural and to be expected 
t 

from a.group of '!Omen who; throughout their lives. have 
probably had Bfblioal history frequently recalled to them• 

. . 

and ,vho now. consider th~ir ,misfortunes 4s just one more 

· instance of. the general unhappiness of··their race.:· The 

ode ending thi~ act should ba oonsidered in the same way,. 
In this one, the women make their farewells to their ovm 
land and.lndoing·so;reoall more of the history of Israel. 
Realizing they must,· accept ·t~e punishment due them, they 
voice their hope that they may not forget God and His 
infinite goodness. .In t~e ode ending the thi~d aot • we 

finally find onewhioh is somewhat related to tl1e scene 
preceding it. Having been asked by Aro.ital to sing in 
praise of God, they answer that they oannot. They are 
too overcome wi.th_grief. · However, they reaffirm their 
faith and claim that they will not forget Sion. In Act 
IV, separating soenesi the ;vomen reveal their feminine 

attitude toward their owntnisfortune as they realize 
that theyha:ve 'no·hope ot'ever again dreasingwell, wearing 
perfumes and jewelry, etc. Their men are nearly all dead 
and they a.re doomed to exile and captivity. Whan they say 

that they will finish their days weepil'lg, the reader can-
11ot help smilingly noting that they have "gotten off to 

a re.at start .. ,. .In a.tone recalling that of many odes of 
Seneoan influenoe, the women discuss Fate in the last 
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ode at the end of Act IV. Their approach is more positive 
,, 

than that of choruses based on Seneca's works: rather 

than simply pointing out that Jtate · is 1'.iokle, partioularl:r 

for the a.:r1stooraoy and poli tioal leaders• they admonish 

· their listeners to be temperate about it. One should not 

become too elatedwhen chance constantly and completely 

seems to be in his favor. Nor should he despair.when all 

hope seems to be lost. To expand the latter bit of advioe, 
and to relate their statements to the previous ooourenoes. 

the slaughter of tha Pontiff and the Children and the 
blinding of Sedecie, they state their belief that God will 
avenge them for these murders. 

Conversational Passase~ 
The purposes served by the conversations or the 

chorus are quite obvious. In Act III, their apeeoh with 

i\m.ital brings out more historical -background e.nd helps 

olafify their present sadness. At the end o:f this scene 
thair conversation with their mistress continues in the 
form ot a kom.i.11os. They then announce the arrival c:r the 

Royne (Nebuohodonosor• s v1ife) and ask Ami tal to plead with 

'her to intercede for·sad€ioie. After tha Royne and Amital 

have spoken tor a while, the ohorus itself adds its plea • 
• In Act· IV• the Je,vish women, in two short conversational 

passages 1 ask the Pnvost ,~1ha t their· f a.te will be and ask, 
without ho_pe of an.answer, when this will ooour. 
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Influence(?~ Borrowed Pa.~saseR 

We have no reas.on in this seotion to discuss parti-
cular instances of how borrowings from other authors 
may have influenced Garnier's development of the ohorus 
baoau~a there are no suoh borro~ings in this origin.al 

play.51 We shall, how·ever, in the"following chapter, 

di'souss how other authors generally affected Garnier's 
managing of the oborus in Le3:1 Juitvea. 

In summary. let us consider the development of some 
of the most_ important aspects of Garnier's handling of 

·tha ohorus rather than restating the general development 
play by play. Regarding Garnier's ability to ma.ke the 
choruses intimately concerned with the aot;ion, there is 

a gradual developme.nt from Oorneilie and .Porcie, in which 

the relationships are superficial~ to ·b.!! Juifves, in 
which Garnier has managed to unite them very closely to 
the action,· even more so tha.n· .. in ~ i"Toe.de. The content 
of the odes baoomes more relevant .. after the first two 
plays and actually we cannot .see any noteworthy develo:p-
ment after the.improvement $hown in the second group ot 
·plays, Maro-Antoine and Uipn~lzte. The drama.tio quality 
ot the conversational passages of the ohcirusea is notice-
ably improved (with a comple.~e lack of such passages in 

the second.group) in the third group and remains on this 
high dra.matio level in the last play. 



OHAPTER V 

LES JUIFVES AUD OEDIPUS REX - .. -
We have stated above (in the introductory chapter) 

that we feel tha.t Garnier• s remarks regarding the le.ck 

or a chorus in Bra.de.manta should not cause a oritio of 

his dramati~·works to inter that Garnier had only a rudi-
mentary understanding of the chorus. We hope that the 
e>b.servtFitions ma.de in. tl1e preoed.ing chapter have served 

- to demonstrate our author's ability 1n handling various 

choral groups 1 but we realize, without agreeing, that it 
may be argued that Jhis proves nothing about Garnier's 

personal abtlity.and. simply shows the result of his imi-

tations of other dramatists. Leaving this question for 

further development in Chapter VI, we shall discuss here 

mor$ fully the one play that oannot be labeled an out-
. ' 

right imitation, ·his original cr~at1on, ~ Juirvas. 
In attempting to demonstrate how ~.~uifves ratleota 

Garnier•s fundamental understanding of the choral element 

i~ . tragedy, we ~hall make some comparisons between the · 

ohorus of our play.and that ot Oedi~tls ~ of Sophocles. 

!twill be agreed• as we recall e~rlier remarks and 
particula.rly the statement of· Aristotle, that Sophocles 

understood the ohorus rather well. Of course, the difference 

in subject matter will make some comparisons rather diffi-
oult, but this very difference in .subject was one of the 



factors . determining , our. ohoioe of Oedipus. ~ ( a fine 

play in its own right, wit,h a well-integrated ohorus) 

rather than W, ~rozennes ot Euripides ,or Seneca: we 
• I 

are attempting to establish' the similarity of under-
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standing of Choral teoh..'tlique 1 not· similarities that would 

naturally appear in plays dealing.with analogous subject 
matter. 

· We must oonoede, howeveri ·the strength of. oompari-

. sons developed from this latter point of view and feel 

that we· should explain our attitude to them here. Let 

us consider, therefore, an artiola entitled, "Les imi-

tations de R. Garnier dans sa·trafSedie des JA~,a62 

v,1hich• y1ere we to agree v1lt~ conolusions drawn therein, 

would. have dissuaded us ftom making any comparison between 

SOl)hooles and Garnier. lit. Georgin, the author of the 

article, makes three general claims the.t we should like 

to dispute: that 1n 1:!.! Juifve.s ( l) Biblical inf luenoe . 

is very slight, (2) Seneca is imitated completely both 

in the plan e.nd ir1 the. details• ( 3) there is absolutely 

no imitation ot the Greeks, 

After "provingtt the lack of Biblioa.l influence by· 

showing how few quotes there are end how few imitations 

there a.re.of Biblical imagary,·he tells. his reader: 

"P1us protonde et plus faoile a marquer est l'influence 
du. thegtre de S6n~que sur la tragedie des Jui ve s, ,,53 We 
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shall readily agree that Seneca ts intluenoe is ••plus 

facile a marquer" for one reading from a simply technical 

point of view. 'rhe'similarities bet\veen Les ·Juifves· and 

l:!a Troade of Garnier and~ Troyennes o:r·seneca are 

quite obvious. However, the.tone of 12 Juifves is en-

tirely ditferen~ from that. ·of Les Tro:y:ennes: it is quite 

close .to that of :the Old Testament •. The theme is Biblical 

in nature, based on the Bible and the. Antiquities, of. Flavius 

Josephus. 54 . The central aotio~ Sedecie • s punishment 

(being blinded after seeing his children and ohief aides 
' · massacred before h.lin)., is viewed .as a Just punishment· , 

I • ' ' • 

wrou@'~t by God, using Nebuohodonosor as His instrurnent. · 

Sedeoie humbly a.ooepts his due punishment as he and the. 

prophet discuss his position and that of the 'Jewish race 
a\ the ~ncl of· the play. Leb~gue, i~ his notes ·on~ 

·duitves, def:tnitively oites the aspects ot Ga.rnier'.a work 
which are affected by his reading of the Scriptures: 

, .· On· voit dans les Juives oombian le catholique 
Garnier prat;tquaitTes ·Eoritures; plusieurs 
iassagea ont oette couleur h6braique qu'ftla m~me 
epoque le·protestant d'Aubign1! repandait dans ses 
Trasiques. • • • Les pri~res des :personna.g es. juifs . 
et lea ohanta .du ohoeu:r sont animes des m€mes senti-
ments que les psaumes et les livres des prophetes. · 
Les noma s'ographiques de la ·J'ud,e, l ''evooa tion ·des 
montagnes et des :f'leuves, lea usages des Juifsj tout 
oela compose une oouleur locale qui, pour l'epoque, 
est t:re-s ramarquable. I~nfint les metonymies, lea . 
periphrases, les aompam'.1sons, lea m~taphores, les 
all6gories eJ; le'B~rall~lisme donnent au style une 
saveur rrabraique. 
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vre shall necessarily use .some or the same arguments 

as are used above in pointing out how Garnier does not 

so slavishly imitate Seneca. as is intimated by Georgin. 

True e.nough, he ·:rollovva a· similar plan, but this i~ not 

partieul{;lrlynoteworthy: rather it would have beenre-
·markable had be not -vrri tten Les Ju1fvas in five a.eta as 

. ·----
he had. done with all :previous plays. lvioreover, though 

the general plan is s.imtlar 1 ~aorgin mistakenly attempts 

to go one $tep further. and s,how a. si.milari ty of d.evelop-

ment of the plot and theme. He aa.ys: 
!l eat-plus exact de dire que·Garnier ouvre 

·1e deuximne aote de sa tragidie de la meme ra.0011. qua 
Seneque ouvre dens toutes ses pi~oes son 2e aote. 
Il y fait para'!tre le parsonnage :principal, oelui, 
qui provoque le catastrophe; oe personnage~ Atree. 
l~d,e 1 Olytemnestre, Dejanire ou Neron, expose sea 
sinistres_projets.que combat un personnace de second 
ordre; qu.1,.par{ois$6flpr~s oette soene, ne re:paratt 
plus dans la pieo~. , 

It is Nebuohodonosor e.nd l'la.buzardan who are on stage at 

the. opening of the seoond a.at of -~ Juifves. We main-

tain that Sed'Gcie, not Mebuohoa.onosor,. is the central 

¢haraoter: Garnier does not emphe.size power, as Seneca. 

would · have done,• but .. ra.the :r: the aooeptanoe of God's 

punishment as exemplified byS~d~o+e and~ Juifves, 

who share fn his important r6l~~ · We might state also that 

Nebuohodonosor does not ex.pose his plans during this 

scene (a tact whi~h Georgin mentions,. but does not take 
into account ln drawing his oonolusions) •. As for 
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Gaorgin's remarks about Garnier•s imitation of Seneca in 
various details •. they are well.-daoumented and provide 
substantial evidence or oarnier•s knowledge of seneoa,a.nd 
his ~nteres.t in. Seneca• a style, :pe.rtioularly in his use 

of maximes and aentenoes. 57.Tha importanoe of this 
statement fades aa w.e note the rrequenoy of imitation of 

such Biblical devices (already noted above) as ~eriphraees, 
m.fita12h~res, etc. In sum, the influence or Seneca is one 
whioh has been over-exaggerated by most critiqs ror all 
of Garnie~• a pl~ys, ae Vii thar~poon asserts: 

• • e Garnier'S indebtedness has been so 
generally misrepresented and exaggerated. 
This has come about, not so much from a 
deliberate. inte.ntion to m.a..gnify his de-
pandenoe on the Roman tragedies as from 
a tendency to rely ·on eiaoond-hand infor-
mation rather than make a fresh examina•. 
tion or the tacts. 58 . . · 

lf'or some purposes, suoh as developing th_e functions 
of the ·ohorus, Garuie:r copied the Greeks rather than 
Seneoa. This· leads us to a consideration of Georgin.t s 

.third point -- that there is absolutely no imitation of 
the Greeks -- and re~urns us to the main subject of this 
chapter. First let us noi,;e the importance of the "Choeur 
des Juifves" as a character :i..n the pla.y.59, As we have 

', 

seen, this is a very important. charaoteristio· of.the Greek 
choruses and one laoking in the choruses o:r Seneca. We 
have already men,tioneci that we consider Les Juif'vea as 
sharing Sed.eoie's position as the princip~l character. 
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· :Moreova:r, thi9 chorus is intimately ·OQnoerned with the 

other important, oha.raoters, Ami tal and Les Roynes, and 

its fate will b& deaide<l along with theirs. Thus, 

Garnier, surveyingthe·possible Qhoral.e;roups before him, 

realized the dramatic ·value of .employing a group which 

oould easity be linked· to the action. or course 1J the 

influence ot his l)aat work of imitation, La Troadet on 
this de o is ion oemnot be · overlooked. , hut it oan be over-

emphasized. . Another chorus, for example, which might as 

eaaily,ha\re 1nflu.enoed Garnier in its tone and its char-
. • I 

aoter is,the one oomposed of the daughters or Dana.us in 

~. Su;epJ,;ian;'?~·• of Aeschylus. Spealting of the soena 

midway through·Aot II.of~ Juifves, Fa.guet notes the 

s1m1la.rity.of 
1
tone in thia statement: 

Vour pouvez imaginer toute une miseAen 
so~ne 1mposante, 1\mi ta.l au. milieu du thllatre • 

.· ,:sea brua et sea· :petits entants formant, au tour 
d'elle~ un groupe central, autour d'eux le 
ohoeur jusqu•au fond de60a scene - un 
-episode des ~.UBJJliants. , 
But let ·us leav~ ·this argument oonoerned. vtith. in-

fluences in speaifio sections and in the general structure 

ot the play, and. attempt to view the chorus in~ Juit'ves 

in .the light of the suroJnary we made ear~ier of the tuno-

tions of the ohorus in the Greek Tragic Theater. First; 
II 

wa spoke of it as ·an inc1ispensable actor, a point already 

discussed in this eha.pter. Then, quoting various oritios 

of Classical litere.tur·e1 we listed some of the aesthetic 
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odes. These include the u~terirtg of certain amot~ons, 
' ' . 
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giving historical baokground 1 commenting o~ actual 

happenings. forebod.ing,the futu,:re, creating atmosphere a. 
and contrast, and prayin~ to th;. gods. The choruses in 
~~d1J?US. Rex: and in Lea Jui:tves, ·fulfill these· funotions. 

' Speaking for the audienoe, voicing its emot~on on 
seeing the change of Fate of Oedipus; the Chorus ot Theban 

._ - ; ' . \ . ' . ~ 

Elders .sings an appealing oho!"al ode near the end of 

Sophooles• ·,play.·. The theme, ·the fluotuations of Fate• 
is treated also fin faot • worn out) by Seneca. but it will · 

be noted. that ·he doe.a not usu~llY relate .his general state-
ments to the partloular a.otion. as does Sophocles ,in this 

pla~r: t'Thine ia a fate that warns me, -- thine• ·unhappy 
Oedipus. -- to call no earthiy creature blast. tt6l Creating 

an' equally strong emotion, but considering this problem · 
( 

ot Fate from a Ohristian-'attitude, Les Jui:rves olose Aot 
IV or Garnierts play with a··choral ode which is also'.re-

lated to the preceding action: 
Sur nour vainous elle vomist aa rage, 

. Et nra, oruelle,·horreur 
De d'eployer sur le royal lignage 

Sa brutale fureur • 
. Mais Dieu, qui juste a voulu nostre. offense 

Ohastier par ses mains, . 
1'1e laisaera, bien que tard, sans vengenoe 

,Sas meurtres inhuma1ns.G2 . 

The first speeoh of the chorus in Oedi;eus ~ gives 
the general historio~l baokground leading up to the present 
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Jituatipn,63 a.s does the first speech of the chorus in 
' ' 

te1J Juifves, in w~ioh it summarizes some outstanding events 
in Biblical history. 64 This·· improvement in exposition 

.by ~he chorus re~alls our earller general remarks about 
ne.rnier•s · increasing ability· in that respe ot. . :For oomments 
on actual happeninga,.related to speoifio actions or 
oha:raot.ers in the play, we need simply .glance a.t almost 
any·sophoolean crhorua; .for example, the chorus separating 
scenes early in o_edip\Ut ge,x, whioh gives- us the news that 
the murclerer ot·Oedipus' father is being hunted.65 There 
is no good example of the fulfillment o,f this function 
in the odes of.~ Juifves. '·we might, however, cite these 
lines 'from the.kommos found in Aot II: 0 Q.u'1l veuille 
sauver nostre j!cr1.l Pour desormais vivre en sa loy. 1•66 

.luxa.mpies of ·foreboding are found' early in each play. 
' ' 

In pedipus. ~' an instanoe occurs in the ode that ·we 
· have just mentioned, where the chorus says, before _Oedipus 
has been aooused of any crime: 

'Yet, until .I ·see the word made good, never 
will I assent when men bla.ine Oedipus. Before 
all eyes• the Y1inged maiden oame age.inst him 
of old, and he was saen to be wise; he bore 
the test. in welcome service to our State; 
never•· therefore, by the· verdict of my hes.rt 
shall he be adjudged guilty of any orime.67 

In .W. Juifves, we ,find .comparable foreshadowing in this 

ode ending .Act·I: 
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. Auasi tout perit dedans. 

Fors oeux qu~ eurent, prudens, 
L'arohe de Dieu. pour retu.ge: · 
Mais .. ores, quel les :t'orfa.i ts 
Sont · plu.s nom,hi .. eux que jama.is • 
Je o~ains .un autre deluge.GS· 
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The Ohotua of., Theban elders creates atmosphere in 

a. general way throughout the play·, just as does ·the Onorus . 
of Jewish oaptive.s, thoµgh. Sopho~les shows Sreatar·mod.era-

, . -\ 

tion: certainly itmust be admitted that the plaintive 
tone is.exaggerated in Ga.rnier•s play. There a.re batter 
examples of prayers to the gods .'in other Sophoclean 
tragedies, but limiting ours~lves to Oedi;eu;~ ~, we may 

mention the ode in Which the chorus remarks that the ·wor-
ship of the gods is perishing. 69 Oarnier's equivalent, 
in Les .·Juifves, ia, of course, a prayer to God rather than 

to the gods. Of the :possible exam.plea of such an ode, 

perhaps the most .beautiful is that ba.sed on Psalm 
·oxxxvi, 70 found at the. end of Aot III, 

As well a.a these aesthetic funotions·fulfilled by 
the choral odes, the Greek chorus also participated in 

oonversations, for the purpose of announcing the arrival 
of new ohara.oters, .m.aking comments (possibly voioing 

. . . 

the re.action ot the. spaotator), questioning messengers 

to help in exposition, and acting as a oonfidant and 

advisor to a· 1eading ohare.oter. The fe\v examples which 

· follow will show that Garnier also employed his chorus 
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in Les Jui.f-v-ea in this way; although to a lesser extent ---- . . 

than in some previous :plays7l {perhaps because the· ool-

, !active person, Les Roynes, assumes this .oonversa.tiona.l 

role rather f'requei:rtlyf: 

An:riounoin.g the arrival of a new oharaoter on the 

scene: 
i!ad.ame, levons-nou~, levons-nou.s, oa.r voioi . 
La :royne aveo son train qui sta:p:proohe d'ici.72 

< '; ' 

Add.lng their own plea Jto that o:f' Ami tal: 

Sup:pliez-le pour nous, Madame; nous s9avons 
Q,ue ai vous le priez.nos maris nous sa.uvons, 
Nous sauvons Sed~oie.73 

Q.ueationing messengers, or other oha.raoters, to bring 

out information: 

Le Ohoeu~·· 

Et nous autres captives? 
Le Prevost . 

· Vous reverrez bien tost vos paternelles rives. 

Le Ohoe1J.r 

O vray Dieu1 quand aera-oe? et quand viendra 
le ·jour, 

Le jour tent desire de noetre heureux retour?74 
Acting as a oonfidant: 

. ' . . . . Royne, mere'.des :rois de ltantique Sion, 
Orea nostre oampagne endure affliction, 
Souspirezt lar.moyez nos cruels infortunes: 
Oomme ils nous sont oommuna, soyent nos 

larmes comrnunes.75 

We have thus shown that Garnier's chorus of Jewish 

captives is similar to the Greek choruses from the viewpoint 
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of its runotions and its intimate relation to the central 
action. ~"\a~ more learned critics, .than we have. already 

point~ad out Garnier't! similarity to the Greek tragedians 
.from the·vieWpoint of the tone of his language and the 

lyricism of ·.his poetry, oharacteristios which are parti-

oula:rly noted in his ohoru~es. 76 . In contrast, we reoall 

the oritioism of Seneca, whose choruses nw~iled between 
. ' 

. the acts,»77 did not usually participate in oonversation/18 

were not unite·d to the aotion,7g and·vrere lacking in ~yi,1-

oe.1 quality. 80 Uonsidering these comparisons and oontrasts. 
one is toreed to· a.akno\vledge Garnier• s affinity to the 

I 

Greeks rathe;' than to Seneca in his a.:pproaoh to the chorus 
in this play. In the oonolud.in.g ohap·ter we shall con-

sider the dev·elopment of Garnier• s tendenoy, throughout 

his dramatic oareer, to turn to the Greeks a.a guides tor 
ohoral teohniqua. 

We find it difficult to olose this chapter without.· 
quoting at least a, portion of this well..-de.served praise 

given to ~e* ~uitv;fJ~ by :$mile Faguat. 
0 Aveo plus de g,nie oe sere.it une tragedie 

comme las <lra.os ont oonnu plus d •une,. o test 
li un rapprochement que l'on trouvera d'un 
louange excessive pour Garnier, mais ou 11 me 
semble que tout nous ramena en cett.e :pi~ce: 
oes ta.bleauxpittoresquea; et harmonieux; t' emploi des ohoeurs §troi tement unis . · · 
a: l'aotion et faisant corps aveo elle, le 
oaraotire .religieux rfipandu dans toutes les 

. _parties de l t oeuvre at quJ. en est l • llme • On 
sent ~ans tout oela un grand effort, un grand 
progres et une grande personne."81 



OHAPTER VI 

CONCLUSION . 

It ls unfortunate tha't we could not --\VI'i ta "finis'' 
to our work with the words of Emile ]'taguet closing Chapter 

v, but there. remain some' remarks to be made in summary 

whioh' we feel are necessary to :Present oonoisely our. 

viewpoint on Garnier"s uae of the chorus. 
What general faots have thus f.ar been established? 

(1) Garnier turned to Seneca for the structure of his 
\ 

plays and tor tJome details. In so doing he copied• adapted, 
or found the·iaea. f?r·many ohoral :passages in the works 
of Seneoa. (2}·oarnier n.elther co.pied nor a.dapted. many 

passages from. th.a Greek ,.,,ri ters. However, he did know· 

the plays of these writers.· (3). In h:i.s recognized ohet 

d'oeuvre• ~J!. J"uifves, Garnier ha.s demonstrated a use ·. of 

the 1 0horua Which ia clearly similar to that of the Greeli: 

·dramatists. 

!n our earlier chapters, we bave also summarized 
the purposes and funations of the chorus in the Greek' 
theater and have· later demonstrated how Ga.'rnier managed 

to develop an original ahorust the emptive tewiah women 

in~ Juifves, which nearly attains tha qua.lfty of ·a 
Greelc chorus. It has been pointed out• moreover, that 
Beneea did not achieve comparable excellence in·his 
handling of the choral elements. 
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tifow let us dissect the ohoral element and attempt 

to present it a.s simply as possible, pointing out how the 
Gr,eeks, Seneca and Garnier handled eaoh aspect we shall 

discuss. A chorus is,a group (in some modern dramas, 
just one person) oomposed or inctividua.ls who may or may 

not be related to the central action. G1--eek choruses.,, 

ontha whole, were intimately related; Senaoa•s were only 
superfieially so; Garniarts ohorus in Les Ju1:rves was 
intimately related and we may see beginnings of suoh 

close relationship in 1~ntit3one and ~ Troe.de. The ohorus 

may serve the ,simple mechanical function of separating 

aots·and scenes with choral odes. This is the basic, 
almost exclusive furiat1on of the chorus 1n Seneca., and is 

one ot the several functions of the chorus in Greek works 
and in those of Garnier. In one ver.y artificial sense. 
Garnier is oloser to Seneca in structure; that is, o.horal 
odes are usually found separating "aots. 11 a. division un-
known to the Greekwriterst whose ohoral odes rilled 

natural br~aks in the action. Apar·t from the meohanioa.l 

function sarv,ed hy such choral odes, there are also a· 

number of o.ram.atio and aesthetic runo,tions • reoogn1zed , 

as desirable in Greek tragedy and already liste·a twice 

in this paper. It hasr been also pointed out that the 

Greeks far outranked Sem~ca in this aspect of ohoral 

technique and that Garnier finally attained the Greek 
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standard with Les ;fuifves. Another meohanioal tunctiont: 
' -

,of the oh.orus which oan be dramatio. if well-managed. is 

that of. joining in oonveraation tor various purposes • 
. '11his a.g~in is an aspect in which the Greeks excelled. over 

' . 

Seneca (who used choruses in conversation very infre-
quently) and in which Oa.r11ier approached the Greek 
standard. 

The net result is'· that I had Garnier imitated o~ly 

Seneca, or rather. ·had be been inspired only by Seneoa, 
.his choruses would 'have been expected to fulfill only 

the simple meohanioal function ot a curtain bet·ween the 
acts. Fortuna.taly1 despite his substantial borrowings 
from. Seneca, Garnier did not depend upon him primarily 
tor inspiration ror choral technique. Witherspoon 
correctly brings out this fact in . discussing IU:p;eolne • 

, whioh• in its general pian, is very similar to Seneca's 
l 

drehila of the same name: ~'It is the choruses in Hi:eEolzte • 
· as in all Garnier' a plays, whiOh show most readily the 
differences between the style of the two \vriters. ,,62 · . 

Oonsideri11g the faot that Garnierts predeoessors 
and c~ntemporaries in France followed Seneca even more 
closely than did he, we are left with the 0011olusion 

. that, though he borrov,ed very little from the Greeks in 

the ae.y of aotual passages or even plot developments, he 
was inspired by them to· create choruses that are truly 
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outstanding, so outstanding that they were one of the 
·important· influences on the Elizabethan drama in England: 

The influence of Garnier is eapeoially, 
noticeable.in th~ arrangement of the chorus. 
The most characteristic features of the plays 
wh.ioh followed in the wake of the Countess of 
Penbroke's translation of Antonie are the uni-
versal use of rhyme in the choruses, the. 
va.riety of verse and m.etrioal rorms em~~oyed, 
and the predominantly lyridal motives. -. 

Garnier' s influence,, ho,vever • was not felt tor a 
very long period of time, sine.a his works we·re hidden in 
the shadows cast by Corneille and. Racina •. He is remembered 
by somt:l oritiosi however, for his faltering steps forward: 

· Qn nous pardonne:ra oea oomparaisons · 
· . , inoesaantes et peut-etra torcees: ellea 

n•8tent rlen t la gloi.re. du grand tragique. 
Il J1.acin2] a 1 toujoura et partout, oorrige , 
pa.r le gottt exquia des Greos, l'influenoe de 
se;2,~que; pr,dominante jusqu'alors dens notre 
theatre. Notre but est de montrer qua Garnier 
avait dejg oomruenoe ~ entrer da.ns oette voie• 
bien qua son inexRerienoe 1•amptch€t d'appliquer 
une sage m~thode a: oetta imitation.,84 . 

We trust that this study has shown·· that Garnier 

had indeed entered ndans -oette voien and had made some· 

very definite ·act.va.noes in minimizing the influence of 
Seneca. by turning to the Greeks for guidance in his 
handling of the chorus. 
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3. Robert Garnier, Oeuvres Compl~tes, ed. Lucien 

Pinvert (Paris, 192~) • II, sI1. . . · . 
4. 

5. 

In partial· explana.tion of the lack of a chorus in 
Bradamante, it may be noted that this play 1s a 

'*.r¥agecomedie tt' whereas the· others are"Tragedies. n 

Lanson• p. 1.9. 
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See8Emfle.·· .. · Fam. et, Essai sur la. Tl.'a~8d~e Fr~oai~e !!! 
XVI: s:t~ole . 1550- . 0 µ1arls, !a 3j, PP• od-2r2; 
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35, · 54. . . . . 

7. All general background n1aterial ta.ken from: Roy O. 
1niokinger, The Greek Theater and its Drama (Chica.go, 
1918); T. ·D. Goode!!,' Athenian-"Trajedz: J! Studl 1a 
Popula,r. Art (Ne:w Haven, !§20); J:!". · .1..r. Lucas, rrraged:z 
In Relation to Aristotle's Poetiost 6th ed. (London, 
I°928 J. 4 

- . 
Q 

e. It should 'be remembered, whenever reference is made 
to the use of choral odes ·as a. curtain in the Gr·e·ek 
plays t, · that there was no formal division into aots 
and that such choral odes filled natural breaks'in 
the aotion. See Clarence W~ Mendell, Our Seneca 

(liiew Haven, London, 1941) • p. 135. __. 

9. Flickinger, p. 149. 
10. Lucas, p.·. 53. 

11. ll!.s., P• 65. 

12. Flickinger, P• 134. 
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It ha.s been pointed out that the leader of the 
chorus. could-deta.oh himself from. the group for con-
versations. See Goodell- p, 56. · For oonsideration 
of this aspect in Garnier,· see N. c. Giddings• ~ 
P.J:\orua .in French ~~~~  fr·o·m· Jodelle.!2 .voitaire 
{d!sa. Har~aru Un l 38 , ~· 1(39~ 

!\.-esahylu ... s, ,T. h·. e !3:a,edie13· $.~ ,t.esohzluf!., trans. Georges 
Burges (N.Y$, 1856, ~~ 136. 

15, .Flickinger, p, .138, 
" . 

16. Sea Mendell~ P• 126 for·a'.:further discussion of~ 
Suv12lia_nt~. · _ · . 

25. 

26. 

2a. , 
29. 

:50. 

:Mendell,· P• 1211._., 

Eu.ripe-de• r-:r,b~Eitre · d 'Eurip~~~., trans. Emile Peasonneaux • 
Nouve~le Edition (I'aris,t i874), I, x. 

Aristotle• On-~ Art or .. Poetrz. trans. Ingram Water 
(London, 1940) • p."65. · 

Mendell• p, 129. 

Mendell, :P• 134. 

nuoas, p .. 66. 

-Dr'* Karl B6hn-Be1tras€! zur Kenntnis des Einfluesea, 
Seneoa.'1 s m .~ :rr~nzo'affiben tragodien;, I:~unohener 
beitrage zur romanisohen 'Uild er1si1sohen Philologie, 
XXIV (Erlangen~ 1902) • pp. 129, 130 •. , 

Mendell, P• 135. 

B6l1n • 'pp• 29 t 50, 133, 13-1:. · 

Mendell, P• 158. 

Lanson. ~P· 7-10"; 

Lanson. P• ;3. 
M. s •. Bernage, Etude sur Robert Garnier {Paris, 1880), 
·p. 18. ' ,, · ,,. 

31. · Frederick Vlest, ed6 • De l' Art, ~ ~ Tra~edi.~, by Jean 
de la Taille (London,-'!939), p. 2 of the Introd.. . 
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· 32. F. M. Padelford, trans.• Select Translations trom 
C Soaliser' s Poetics,, by Julius c. Soaliger, ed-:-X: s. 

0001,c, (Ya.!e Studies in English. nrv-I (N. Y. • 1906), 
. p. ·63. . . . . . . 

33. . Jean de la Taille, .112. .1~.at:.!a .. de ~ :+ra5eclie, ed. 
Frederick West (London •. l93~T, p~ 27. · . • 

. 36~ · 

40. 

41. 

'43. 

44.~ 

45, 

Jaoc.tues .. Peletier _du Mans·,. Lt Art EOetiS,U~, ed. Andra 
Boulap.ger· (Paris'; 1930) 1 p:p~ 190-i92. . . 

J'aoquaa or,vint narief Disoours pour 11intelligence 
d.e ce tbeEltre 1 ,. Thea: tre . oom:plet ~ J?Oesies ohoisies 
.Q.,~ ;aog_ua.s.: Greirin, . ed. Luoien Pinvert {Paris, 1922) • 
:P. • . . . 

As a matter of tact, Pinvert states that oertain 
passages are original with Garnier. See Lucien 
Pinvert, .·.ed.~ Oeuvres oomill~tas • by' i:tobert Garnier 
(Paris, .l92~h: p. ~40 1 n •. 1.o7. 

S.·,ome. of .... t.:.hese· t··. ota. 1s1. partioularly those ooncerne.d with the narnber·ot l nea borrowed, are necessarily 
approximate: . we· have tended to·· approxirn.ate in favor 
of those imitated rather ithan,:::1n .. tavor·::or.·.G:s.rnier. 

·Garnier,, I, vii. : 
We have given this titl.e in French ·oeoause it refers 
to a· ih:enoh edition (published by Garnier Fr~rea) used 
by '.!?invert in compiling his notes. We shall, oonsis• 
tently refer to plays 1n the language in whioh we 
have read them or in which they are cited by our 
sources. 
Garnier, I, 328~: n. 29. 

Ibid. t P• _;229. 

Ibid~, p. 339, notes·135• 144. 

of. Senequa,. Trag,aiea. ~ §en~que• trans. E. Greslou 
(Parif'110 date). pp, 167-170• and Garnier, It 276-
278• part~oulerly the last strophe. 

Garnier,· II, 23, 64. 
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46~ ~. :P• . 443, n. 20. 

47. See Goodell; p • l 7e., for .a disouasion of a similar 
use of the chorus. by Euripides in his Media. 

48. .· Garnier I II~ 181. · 

49 ~ .X.1'.~c}, p. 214 • 

. 50. Ibid, p. 233~ 

5l~ That is, the only borrowings of more than one or two 
ll:nes · are rro.m the Sor,lpt.ures. 

52. 13.Georgin, "Les imitations deR. Garnier dans sa 
tragedie des Juives,'' ~i LIII {1910), pp4' 70.-98. 

53. Ibfct, P• 77. 
64. See Garni.er's · ovm reference in his .A.r~ment: Garnier, 

II,· 219. 

56. 

·. . . . ' . . ' . . / 
Raymond. L~bE)gtte * ed., Lea Jui:fve.~tc Bradrun.ante, Poeaie 
di verses, by Robert· Garnier (Paris! !949), p •. 166. . 
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X'IJ'Ie ~:!;eol~e,: "Les Juifvestt-r1:,aria 1 l91IJ, pp. 72, 84, 
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58. Wltherapoon; p. 33. 

590 Bernage, p. 121, 

60. . F'aguet , p. 240. 

al. Sophoo~es, !h2.. 111:',ased,iesB .21.. Sophooleas, trans. Sir 
Riohara I. Jebb (Londoni· 1925), p. 47. 

62. Garnier• II 1 295, 

e3·. SophoQles, p:p. a-10. 

64. Ga.rnier, II, 223-226. 

65. Sophocles, PP• 20., ~l .. 

66. Garnier, IIi 239. 
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