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. Qonventions in Art are born rather than made}
like most c¢onventions the Creek Chorus 1s a beautiful
accident, and like most accidents, it is not perfect.

- Superbly as its great dramatlsts adapt and modify this
rellec of primitive religlion to serve their art, Just
ag Greek sculptors adapt their groups with an added
beavby to the . arbitrary trilangle of the temple-pediment, -
there are times when we feel the Chorus an encumbrance -

~ and wish it away. On the other hand, the dramatists

early realized how many important uses this sbanding .
stage-army could be made to serve. It can expound i
the past, comment on the present, Porebods the future.v
It pravides the past with a mmuthpieae ‘and the
spectator with a counterpart of himself, It forms a
 1living foreground of common humanity above which.

the heroes tower: a living background of pure paetry o

‘whieh turns lamentation into music and horror into
peace. It provides both a wall, as Schiller held, -
severing drama like a magic circle from the real world,
and a bridge between the heroic figures of legend. and
the average humaniﬁy of the au&ience.J‘

*F. L. Lucas, Traged in Eslation to Aristotle's
Poetics, 6th’ ea. iLondQn, 1928).f63 \
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CHAPTER I

;mfmemcmma |

?ha uha&ul; as a dramatia and thaatrical alemant in
Tragaay, haﬂ navar ragainaﬁ the all«impertant posltion
that it halﬁ 1n tha annient Grosk th@aﬁer. Thare have
heen, hawa#er,<many imitatara of the ariginal ‘Graek ahernsg .
&8 well as many inﬁevatars of uniqua choral teahniques,‘ |
who ha?& attem@tetf
One of. bha,ﬁ*
| %h& Graak tréditimn &a faun& in the uramatiﬁ wmrks of :
Robewt Garniarg a ?raneh playwright of the sixteenth

10 r@aastablish the role of the eharus.igﬁa

ttar @xamglaa from among thase whg fallawaﬁ

aentury. e :
aarniar {lﬁé&»lﬁQG)l wag an eruﬁite lawyew wha

‘j“a@paramtly*was tharoughly familiar with the 1iterature af

»‘anﬁiant Rome anﬁ Greaee which was aa'widely translatea Jk,‘

anﬂ.hﬁtatea ﬁuring th@ period of ah@ Tren&h Raﬁaisaane&.g
-~ Wnile studying law at Toulouse, he had prevan himsalf a
‘fina lyria paat, winﬁing both first anrd seaon& prizea in
the Jeux Flaraux. In lﬁsag he a@mbinea his kmawledge |
of the elaasiés, hia gifﬁ far poetic expression. and his
sincere interes% in the misfartunas ~caused his naﬁian :
and his people by eivil strifa to write hia rst tragedy,“":
Borele. Within twelve years he had written fiva more
playa, eaah one ecntaining a chorus. In 1583, ha wrote e
his sevanth ylay, Bradamanta, in the Argg nt af which he e



: f_Leﬁ Euifvas;

made this é’i‘;ﬁ;@uaiééﬁ“statmmﬁ about the chorus:

Et parce qu*il n'y a gainx de Ghaeurs, comme
aux tragédies précédentes, pour la distinction des
actes, celuy qul voudrolt raire représenter cette
Brademante sera, s'il luy plailst, adverty d'user .
dtentremets, ot les interposer entre lea actes
pour ne les confondre; et ne meitire en continuation
de- yropas ae qui requiarﬁ qualqua diatanoa de tempﬂ.ﬁ

;Deapiﬁa thi“’

:pparant disinterest in the charus (eanaiaaringj  
i% aim@lyﬁa maana t@ &aparata aets),i Garnier uged a o

'keharua again in hia last and hisg anly truly ariginal play,

% ; .

%] It is our intekﬁiﬁn to demonstrate that, thmugh
' Garniar’a awn‘war&a (anﬁ this reference %0 tha ahmrus in

: bh@ ﬁmﬁgﬁ?ﬁt kf Era&amante is the nnly knawn etatament

 that he maﬁe regaraing the chorus) gesm to indicate ha

&i& net unﬁarstan& tne full,value of the ahoruag his plays

o giva muah avi&@nee in support of a emnnrary cmnolusion‘

To help plac’,ua in the aentury and ﬁ@velop 8 plan ‘
of att&ck‘

"’ us consider these axaarpta from Lanaen’s
Esguissa éﬁune‘gistwire de 1& trage&ia ranca;se in whiah ,
he outliﬁ@s his remarks on tha cherns in general in the s

sixteenth cantu 

" Au début; on mit des ahaeura, sans ge seucier S
) ﬁ'autre eha&e, parce qu’il ¥ en avalt chez les anciens.
- Parfois on n'en indique meme pas la composition.
Peu € peu nait le souci dtadapter le choeur &
%eraanne en scdne et au lieu: d'ol le parti de
mat re plusieurs choeurs 4ifféremment COmMPOSES, o o« +
» Liaison du choeur a l'action; choeurs ehantants
et ehggurgiparéantgg Souvent gguuni 1iaisg?% a
: notion du chosur: " exprimer la moralité u
fait tr&giqua, en pIaign&nt les victimas", ;‘




. ghall aaa,

'fef the pla

Anﬁre fénc%iauz ﬁéyarer ies actesy d'ol pas
de choeur, en r3gle gbnérale, & la fin du V° acte;
~ot_au besoin séparer dans le cours dtun acte les
.~ scénes gqul au@pasang unviniervalla de tempa, ou un
kahaugemsnﬁ ﬂa lieu‘

.If wa=r :&t@ thaae mem&xkﬁ to Garnier we Saa that |
his usa af the ehnwuﬁ fallawa & aim&lar line af davalnpw‘
'mant. Zn @he sarliar plays, he seems 1 1:3 place ohmral \f"’

aﬁas batwaan aaﬁs simply hae&uﬂa thara ara charusas

 (%&¢&@& n@% usuélly‘tha sama mnes} betwaan aata in the
playﬁ h& iﬁ &mit&%ing.- That i&, there axe charal odas

beﬁwaen ﬁhe aﬁ%a nf SQnaaa*s plays anﬁ thaxe are chnral
odaﬁ usa& in the same Wayy ﬁhaugh %hexa 18 no formal

ﬁivisian inta_aaﬁaa=iu the %rea& playa; Later, as wai

ke rniez alaarly manages to relate tha chorus B

%a th@ garﬁens an atag& as well as to the aanﬂral actinn f

A7

x¢»zn thia way, ha more naarly attaina the ‘

1 7'1avel.af ﬁh@ Gweék playa bhan h6 did in the aarly imi~

tatianﬁ (whiah, in fa&m, are mmra ﬁefinitely influenoad:' -
by S@n@ﬂa ﬁh&ﬁ are th& later plays) by'integrating tha
Bharua ta tha aatimn,an& tm tha thama as he hag envisi&ned

o xm arﬂer to avaluate Garnier's perssnal aapability | ‘
in utilizing ﬁhe uhorns ws musu nct anly‘stata tha functicna,
both taahnical anﬁ aaathetie, af the ehorus in Greak

f:ﬁrama (1n erﬁer to camgare the rnnetion af Garnier‘s

oharuses}, we mnsﬁ alsc aon&i&et tha uge of ‘the. ohorus |

‘ by 8an$ea, whaaa infiuenaa on ﬁarnier ia genarally
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'aéaapta&.5? We finéiiy~h093 to esﬁ&biish that~@arnier*s
skill in han&ling tha shmrus is not dependent upen his
imitatian af ‘the Qrea?s ar of Sensca, but raﬁher an his

tunﬁeratanaing‘nf jiﬁraek presenﬁation,af th@ chorus.

Ve hava, &,erafara, divided the body of our study
inta tha fellmwing raur parﬁa‘ Xnvchapter Ix‘we have

set down ﬁhe reaulﬁa of our: inapection of ‘the cheruses

in the wnrks sf Aeaﬁhylus, uephoelaa, Euripiﬂﬁs, anﬁ
Seneca, ﬂuppgrﬁing aur aﬁatmments by refarence to wriﬁias

ana achalar& who hava apeaializad in classical studies,

In a&éﬁﬁimn“‘we hava presanﬁs& the few notes to be glaane&

frwm tha %ﬁamratiaal matarial.writben in the sixtaenth

aanﬁury rawarﬁing tha theater, - In Ghapter III we hava R

, presanﬁa&, in writﬁan and in tabular formy all the pertiw ffa 

nent infaxmﬁtﬂbﬁ relatea to the actual number of passagas

borrowed hy Garniar fram aﬁhar anmhers, as well as the

internal relationahip haﬁwaen,the ohoruses and the playa

as a whala. Thia provi&as a point of referenme ror our

ramarks in Ghaptar Iv,'whexg we have discussed in detail |

the seven plays af Garnier in which there are choruses. :

In Ghapter V, w@ hava attempted to damanatrata the affinity

of uarniar’s hanﬁling af tha cherus to that of tha Greek

tragedians by aomparing Garnisr's ariginal play, Les | N

Vgﬁifves, %a a represantativa ylay, the wellaknawn/Oedigus |
Rex of oophaclaa. In a cancluding chapler we have attamyted to

‘J'aum up and praaent tha reaults af our ccnaideratian of this ,‘Hj

ubgect. R S



Cﬁﬁ?TﬁR IK

?Hﬁ TBEQRE’OF @HE GHﬁRﬁS PRIOR. Tﬂ GMR&IﬁR

Bafara d15 usSing th& in&ivi&ual authora Whﬂ had

, seme influenae en ﬁarnier*s use mt the eherua, let us

canaiaar tha aevelapmant nf the sharus and 1ﬁs gwneral

| " aharacﬁerisﬁiasfinxﬁreak ﬁrama.k A aharus af singers and -

“&ana@ra was am‘int@gral gart ef the r@ligious xites whieh\?wfﬂ

' 'f7wara hal& iﬁ,hanar af ﬁianyaua befara the firsﬁ known

,Greak %rageﬁi@s ware prc&uae&. "Trage&y“ af a simpla ‘
| Eina began Wkan Thaapis plaaaﬁ an imgersonating aetor
;an tha staga with the nharua; mhen Aesahylus, sophoalaa
and ﬁuripiﬁes mgﬁifieﬁ ﬁha aharus anﬁ aetmr( ) both by
ragulaﬁlng th@ siza af tha ehcrus ana the number ot .
aetors an& hy\alﬁaring %heir raapaativa &ramatio impartanae.
ﬁach of thesa aumhors hanaled ﬁha ahurua samﬁwhat a1r~
f&ranﬁly; but aeayite th@ inareasing number or acﬁora
(thau gh navar allawing more than %hrea on the sbage at
once) anﬁ,aeayita tha cam@licaticn of aatian, none af tham
aom@lat&ly abana&neﬁ the farmt? | 'H, |
whraughant these plays thé aherus remains an integralj
part, ar an 1naispansabla ”aatorg whose functiona quite
nearly Tun uhe gamui mf all dramatie funetiuns, 1nclu&1ng
gonme that an 1n&iv1ﬁual actar aoula not perrorm«wall and
;gama, on tha ather hanﬁ, that an indiviqual actar eould

'amnaeivably parfsrm with mmra ease and greater verisim1~\

o li‘buﬁﬁn



Baﬁ&usa of tha a»anaar& campgaition of the Greek
‘ @rageay, thﬂ Qnmrus, as wel; aa baimg abligad to remamn '

on ﬁt&g@ thraughautﬁtha perfarmaﬁce, wWas farcaﬁ to aing

x'\aharﬁlfaéééf” 15 inzemvala. In thms way it per*“

"::ax not) the funatlen of &n antr'anta 5
or simyly a2 ruain to anW'elapsaﬁ time. In these -
'cnmral adaa;7depenéing upan tha aki 1 af the paat, thﬁ |

charae caul& yerfar any af the rcllmwlng functionsa

| “uttar emmt‘mn that oan be expressed only in lyric

aay'things whi@h the" audienee l@nga %0 have |

o pm‘arm? >
‘ %ﬁ  “ hvaannat ba ‘sald by any ch&r&“tar on the
ﬁtﬁ@e s !’!Q

iuunﬁftka paat, aemmant on the praaentg fore~
bode th@ rutﬁr jﬁb@?i@Q? the past with a mouthpiece

‘:amﬁ the ape‘"°

th a aaunterpart of himselfaulo bringﬂig“ﬂ

'abaut nhs # reAtiOﬁiﬁf atmas@here, of cenxrast, of eaaape‘f”*»

and r6116;  'prai&e goaa and implara the gmds¢ ‘The'

weakaat managinggaf thasa aharal oﬁes plaaas baiure us

A graup of helplass :
irrelevant :
the mwiaz.j‘;

”ctaifthe baat pr&aenta a graup whiah, 1n~
; funiﬁas iﬁsalr with tha aation and exs
‘ tian ta ita ﬁherehy a;ding thf” en

'plains iﬁsf

, ymaitian, ana“wﬁman, ﬁhronghout the play, &avelapa atmon ,:V'

ﬁph&ra, relieves &ramatia ﬁensian (whila maiataining uhe :
traln of @haught)Mjana repaxts new eveﬁts. | >
Tha runatxons disausaad 1n the lagt paragraph ara of“?*}



,auah a natura that th@y wanl& aither nat ba nnrma&ly as ;

iwall‘managa& uy &n in&xviaual eharaetar oy woala at least

N ba wallmsuited”ta a chsrus‘ Tha Graak paets, however, :

nalsn usaﬁ th@ ;v rus’iﬂ situaﬁiana wﬁe?e they might have

mwre rittingly'use. anlinniviaual @hara&ter‘ Oertainly,l

, it wmuld ﬁea straﬂ&@ to a mm&ern audi@me@ %0 see a

'nharus mf f fﬁa&nmhld men Qr young wamen 1n wapid~fira B

% amnver&a%zan<w1th na af the sctors.12 Y@t such cena'

varﬁaticnsj‘rewgepaataély seen in tha areek Trageﬁy‘

The technieal ﬁiffieul‘sy alone. 'mmlﬁ meam annuwh to dis- .

atsde the palva.f‘ ‘such eonsnant use of the chorus in

' k'this way” ,1ng af ﬁnﬂ eharua 1nﬁo two halvaa fur

t‘ nal'pasmagas aeamﬁ a bit more plauaibla,

| but avan in;{ ﬁ%ﬁ eaaaa ana mighx Well prefar tc sea two

in&ividuakﬁ pres@ntjtha matarial with graﬁﬁar fraadcm of

.gasﬁura ana‘aaaa nf syeaeh* &esturaa and variations in R

1ntan&tian mﬂy‘ba f@rgotﬁen in lyrie passages but ﬁhay

seam quiﬁe neaassary“( at 1aast to thia writer) in aanvarsjng
‘samienal passag&a* 3ramati¢ally spaaking, it must ba
: aﬂmitteﬁ ﬁhatg an the whola, the eheruaes in ths Greek

tragedies wara“in%&mately aana&rnea with the action and,

tharararag forgs%ting ﬁh@ the&ﬁriual aiffiaultias, wa

ﬂan geo thaﬁ ﬁhay haﬁ sufficient mﬂtivatian tc engaga in

‘these convarsation3;%§




THE GHGEU&_EE__E %ESGH’ELHS-, EG?HDGIEB,-.M*ED EURIPIDES

Passins pﬁw'té'a'ﬁonaiﬁaraticn br the use of the

chdrua-hy tha ﬁhfae great Graek tfageﬁians and finally by
Seneea,.wa'ara fortunate to find that thelr chronologiocal

. order cerra#pﬁnﬂ§ t6 the order of magnifuﬁa of their in-
flﬁenna bh'ﬁérnier fron least to gfﬂﬂﬁﬁﬂti.. |

Although Aéanﬁ?lﬁs'apparently'ﬁi& not provide Carnier
.with any chural passagea, it is worth nating that his
chnruaes perferm all the major funotions performed by
thuaa nr thﬂ later paats, who exerted a more direct in-
fluence an Garniar._ ﬂharuﬂaa enter inta can?ers&tiun.
divide thamsalvas intu semi-choruses and, aﬁ anﬂ pointy
| inra fiftaen inﬁiviaual speakars.I% The moat admirable
_aharaetariatie of‘ﬁeaahylua* choTuges leg that they are
definitaly an& inextrinably tied up with the intrigue and : ;,
theme of ea&h play. AB a matter of faot, they ara fre=-

. quentiy the principal character, witness the titlaﬁ,

Tha Furles, Thﬂ Fﬂraiana. and, particularly, The Suppliants,
in which tha chnrus is the prntaganiat.lﬁ In this latter
play, the &aughters Gf Danans who form the chorua have

~ come t0O ﬁrguﬁ %u claim refuge from the Egyptiﬁn men who

| have attempted illesgal mafriags wilth them. Tﬁair odes, :
wall-apaceé, ére fiftiﬁg and rele?ént to ﬁhe ﬁnticn of the
play, and their cnnvera&tional passages are alwaya welle

juatifiad. fur, ag the? ara 80 intimﬂtely uannected with



’~Qteh

[

the yartic&lér*séﬁséf’e?énta; the Sgaatataﬁ'naturally 18

‘interastad in’ﬁheir imm@aiaﬁe raaetian to each new devalapuf"7‘
; af;tha 6hﬁru595 ar ﬁaschylus are equally ‘
fwell»dafinaé.; @his 13 an easier taa& far him than for

- pur 1ater éramatistsksince he haa but one ohorus in each

"ylay, ana aaan cherna haa a partimular titla, vize, "ﬁharuajf f1

~af &g@& ?erai&ﬁagﬁ “ﬁharua of ﬂymphs, amughtars of Deaan,

&cphealas,'ta wh&m Garniﬁr 3urnad 0nly once for a

" ahmral paﬁﬁawa hanﬁles th@ ahoxus %hEatrieally in much

" th@ snma Way:asxﬁﬁsohyins, wiﬁh cheral odes, éonvaraations,

‘mh&refara, théée eﬁaral m&eﬂ serve nn uiviﬁe soenes or
‘“acﬁs,” aam@timgs shawing paaaaga nf nime. In the odes
.aaf Smphaelas; ﬁhs ahoruﬂas funetiﬁn partieularly wall, o
yrmvi&ing mhe naeasaary rali@f betwean saanes, yeb xamainn |
ing rQIQVant an& aannaating themselves ta either thﬁ preu

' oadimg or the follawing apaanh by answering, questioning

or aommenﬁin@;*j&@ndellsuggasts tnat the ehﬁral odes be-
come more 1mp§rﬁanﬁ with Mmphaales as a rasult of the
 .ia3ter*a intereat in plaﬁ and eharact&r* ades mark a stago
of plnt develanmenz and do not disturd eharacter develop~
ment in the ba&y of the ylay.l? Again, ag 1n Aeschylua,

the aanversational nassages ara justirie& bv tha ralaticnw.\
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& ahip af the’ aharus o th@ situaaians ana are important

‘,1ﬂ the further &eveienmﬁnﬁ of ‘the aatlcn.3 Raoalling our

. ramarka abaut %ha ¢heaﬁrieal ﬁiffiaulty Of presenﬁimg

"‘tne charus in ,averaatian, csqaiﬁer the prohlem rai&ad

| whea th@ Qh;;, ef Thaban elﬁerg advaaces threateningly '
uyam Créau as h@ arﬁars ais follawera ts ahauot Antigana¢

"Eara th@ mamhars cf %h@ charua are unabla ta harm Grean,

“bnt aygar@nﬁly?ﬁh”“ attempﬁ te ﬁa 80 aaﬁ actually ﬂelze

| :;him@ eamtxnning,,&n,%he meantima, a raﬁhar heated aunw
versatian.(' S | | o
. E&ny'ariti¢s h&?@ guaatieﬂ@& %ha skill mf Euriyides

in h&ndling tha eh@rus. A.%ypiual rﬂmark is thet of

‘~Emila ?aasanﬂaaux ﬂﬁn~in, ﬁans les trage&iaa d’Euripeda, e

1s aha@ur n'ﬂ J_plus‘ga*un ornemﬂnt axtarieux‘ ses ohants ? “ w»

acﬁﬁ touh a fait episcquues at aans re pport avac l*actiOn.“J‘a

: It‘waulﬁ aeam.ﬁhat suéh uafavorahla Jadgmenﬁs hava their | |

,:oribin in this aan&amn& ian of Euripiaee’ choruses rade by |

 Aristcﬁle in his Paeties,‘ "The chorus tab Bnuulﬁ be m@w,‘““l:

garde& es mme of tha aezers, 1t ahould be an integral \

part of the‘Whalﬁ, anﬁ take a ahare in the action - that

whiah iﬁ nas in sgphoaleg xa%her than in‘muripiaea,"lg ;
Muah 1@%3 ori tic&l of ﬁuxipiﬁes ig Ciarence Menﬁell,

who writes‘ e | ‘“' |

| The faaﬁ rem&iﬁa, hawevar, that, on the whole,

the odes of Huripides ars relevant to the ection of

the play, and thot, so far as the other functions

of the chorus are concern%a, he w&s nat mﬁterially
ﬁirrerenﬁ fram sepﬁaﬁles, _
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kWa ara inclined ta agrea‘thh han&all*s appramaai of

: Euripié9a, partiaularly since we feel that the few passages SE

‘ uf Garnier'a Tzoa&e derivea fram.ﬁuripi&es damenstrata‘

o a raﬁhar akillfal ﬁaa af‘tha eherua €aee our ﬂiﬂﬁuuﬁicn

af la Traaﬁe %chaptar IV}. ﬁdmittadlyy Euripides' chorus

Aacaaaiamally inﬁnlges in inane ana unnecavsﬁry atatemenbs :

ﬁuwing p&u363 ln‘a ﬁialague batwa@n twa of tha actors, j_"‘f‘””

ﬁs thesa intaxr&gﬂicna uﬁually ada nothin@ ta uhe action,

- ner to aur e&ifia&tium, th@y may ba th@ eause @f aristotle'

'.;_ana others! ari%iﬁism of Turipides' chorus, On the other

. hamﬁ, ww@var, th@ aharus in Eurﬁpiﬁes' plays fraquently

3 'pr0v1§aa a gmeé ”fiais" to the wark, praymsin@ a moral to

- be gain@& frﬁm‘ﬁh@ nlﬁy mr»wishing bon voyage ts the de- -

ﬂ‘partin@ haraes.‘ On aﬁc&ﬁians, tco, Enripidea‘ choruges N

‘,maka & st&tam@ni'warﬁh rem&mﬁaﬂing;. ﬁmas rammas entravahﬁ’

"taajmurs 1&& da tineea &as hommes et font abstacla a leur
":i"felicitaoﬁgx | |

*.;5@ﬂﬁ;aaﬁaw$,zg,ﬁﬁﬁﬁeﬁf"h

Aa we laave %hé Graek &ramatists ana pass to a aisn‘
iouasien of th@ Roman, Saneca,-wha exerted the graatest
single’ influence on Garniar, thera are two paiata ta be
'k@pt in mind. In the first ylaea, beneea Was not wriﬁing
fcr the abaga* his ﬁramm is rhetaxieal in nature ana

puryosq,ga «econ&ly, the uen&enciea towar&s ¢ncraasing
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%hé QQMQIié&tibn“éfﬁfhE'ﬁlé% and twoards decreasing the
'»ralavanae of the ahorus to the ae%ian which began with
amﬁhmalas an@.ﬁnripiégs beaome mavked in ﬁsneca. Con~
siﬁering tnia, iﬁ is amn aurprising that aenaea'a use of
the ehmrus is savarexy'arztiaizaﬁ, "after this [Tue.
aftar tha Grea@;7'i% is @nty its bara diahQVellea ghaat
ﬁha% wails hetwgen tha aaﬁa of the trageﬁies af 3aneea‘”25~’
’ .  Aa is im@liaﬁ by t&a praviaus qgataﬁian, Seneoa's :
m&jur usa af ﬁhﬁ ﬁﬁawus waa tu»hava 1t "wail" aharal odes
J?%ﬁaaa wore aung at the @n& of the firat’”'“
four aata, nﬁt‘aftar the £1fth aaﬁ.sé b fow odes ara
| ffanna*wi%hin %h@ aaﬁa§ filling in &aps raﬁhar artifim

baﬁwa&n th@ ac%%”

\aiallyﬁf &ft&r ﬁanai&@ring tha aubjact mattar ar all the
ehmmal m&ea iﬁ Sanena’s ﬁram&a, Mm. Mﬁn&ell cancludam hhat
abaut half awa malevanﬁ to thﬁ yawtiaular pl&y and about
_half ar@ irralevnntg an& ar& uﬁually long reflactiena on

| Stele philaaaphy;agjjﬂia aan&lasiana are aimilar to thosa

of Bonn,?®  Another impomam obesrvation made by Mr.
%&n&ell ia that* theugh the an@ral odes ao serve as’ breaka’gf
in aramatiu reaitalg th&y ﬁe nﬂt fill naﬁural inter#ala
in the a@%ion. Hbt an$y~ia this true, but aa&h ahcruaes N
are f?&q&aﬁtly ot claarly idsnﬁifief; | |

The faults menﬁiana& abave may ba partially axplaine&
by tha first painﬁ maaa aarliarz that seneaa*s arama is

rhetarieal 1“ naﬁare aﬂﬁ ?ﬁrpﬂae. As for*further develap~:h  

- ment mf the saaanﬁ.paimﬁ (th& aeareaaing‘ralevanay of tha
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chorus %o ﬁna'aé%iéﬁ)*'a rather complete study of the
‘plata Df awma rayreaen%ahive plays‘woula bs neaassary ‘
an&; a& ﬁan&ca/ia nat our main agncern,fwe rely upon the

ﬁuﬁgmanﬁs mf M@nﬁall r&gar&ing the inﬂraaﬁing lack of

‘impemﬁana@ of ths charus iu hla ylays* juﬁgmanta whiah aremﬁ;}

suhsﬁantially ﬁh@ samﬂ a8 ﬁhasa we raached in our own
;atu&y.1 Gur @uryasaa ara bast aexveﬁ}by this excellent -
,.summ&ry af tha ten&emeies mf ﬁ@necafa charuﬂee«

T& aummariae, the odes in the uanaean playa

; have not a natural and necessary function but are

»‘nsaﬁ almost ax&luaively to mark divisions batween
They are not either choral or tyuly lyric in
 guality but use lyric meters and would probably have
been designated as such if o Roman oritic had tried -
to clasgify them, They develop the themes of current
popular wisdomy ﬁraasimg it up with a considerable '

amount of laarmzng. They are rather’ gg aaeessnry to 5” ‘

~ “the @&ay than an lntagfal yart of it.

. Qgglﬂﬁﬂﬁﬁﬁ Iﬁ QEKTKBKWH QEETERY HR&MATIG TBBGEY

‘ffIﬁ is kﬁéﬂ#ﬁ@hﬁt,many tr&nslatians and sdaptations
of Greek an&'ﬁﬁman;ﬁ&#&a of art were extant. ai'ﬁhe %imé
that Garnisr bggan to write.gg Gn‘%he othar hana, there

was vary liﬁtla ma%erial (%haﬁ is knawn ta&ay) on dramatig%“5

' theary, p&rtianlarly an.ﬁhs uge af the aharus., Fot only

was there very lit%le, ‘but alsoy as Lanaan says, neithsr ol

the euthority nor the aiffuaian af thess thenr@tie&l wvrksﬁgfv

 should be @m&ggerak@dqag

B@rnage, in his Etude sur Rab@rt Garnier, elaimﬁ tha%. |
Garnier fellcw& sgaliger’s Peetiuua for the surueture of |
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-his ylaya.gc R@g&r&xng bhe ahorua, &ﬁaligar, whose Work
ia an inaaeurata @araphrase of.Ariﬁﬁetla*s Pa@tica,5l
talla kis re&&@r that %he aharam Waﬁ uaad ta ﬁiviﬁe aata

£thaugh ha amas yammﬁ put the 1ack of this formal aivisimn
‘in Gwaak @iays} an@ anﬁars upan a.eomplex ﬁiseuﬂsian of

'the ﬁﬁmh#r af aata 1nvwafﬁranaa t& the ﬂumbar mf ehuruses.ﬁ__ *‘

| Qna vaiuabla sa&tam'ﬁ% %hat ha makea ia, "”ha aubjaet
,mﬁ%ﬁar of th@ ehm,v

,is ﬁg ha darxve& rrmm‘ﬁhe natura af lﬁﬁ;ﬁf

‘tha pl@%, aith@r @f th% play aa a whala, or 0f the air*

ﬁumgtanaaa af plaaa,:persan, anﬁ ‘the 1ikea in the 1mma&i&ﬁa f 'f

aamtmxm,“ﬁg He a”” :mentiana the passihiliﬁy af uslng

th& ehoruﬁ i;~asn"..aﬁiﬁﬂa char six%aanmh cennury ,

thaaxiﬁﬁs %%ﬂﬁ@ Wﬁrka migh& hﬂva bean knawn by Garni@r

"ara Jaankd@ Tf T&i&l@, J&aquaa~Paletie? du Mana, ana

aaaqaaa ﬁré&imf{'mhe farmar ﬁim?ly'puinﬁa aut the use of .
th@ ﬁhﬁrus in gznging‘eﬁoral wdea baﬁwaeu aata te acmment f77

on praaaﬂing agtion ?3 Pele%ier uu ﬁans staﬁea that tha

3 aharu& ahaulﬁ he a mﬁuthpiaaa far uha autha“ anﬁ aaviaas __ ;f
' dr&matiata ta follmw nophaelaa anﬂ.ﬁuripiaea, an& alaa e

Sanaea, wiﬁh ﬁisaretian.54 @rﬁvim dﬂfenda himself far
not uﬁing a ﬂingiﬁg ahnrua in hia tra@ad#g Gésar. Hia

"r@aﬂﬁningg %aﬂeﬁ an a'naiva no%ivn af tha neeassity far :

: realiam, with;na’un&ersﬁan&ing af ﬁhﬁ dramatia value af
Y aharua, 1@&&9 him ﬁa aencluda thatwhe ean d@ withmut

ehoruaes haeause ”antra log rranaais 11 y a d*autres mnyena L
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de ce fairﬁ sans interrampre 1g éiacaura d*une histeire.”35

- We halmeva that tha reaﬁar Will agree, arter absarving

Garniar*a uﬁa af thﬁ_ﬂhﬁruﬁ as,éisauased 1n Ghapter v,
thaﬂ, thaugh Gaxni
nat &éhera ta them iu aaciaing on the hanﬁling of his

;migh% have knawn ﬁhaae works, he dia

charuseﬁ§ ﬁn tha aantrary, he found inapiratian and
guiaﬂnaa in‘th@ a&iginal cl&aaia wnr&s of the authors we

hava aiaaussea in‘i ia ahapter¢



. vﬁm‘zwm@ mumxs =
m:x* fm&: CHORUSES AND. :rmmmmqa

| Bafare"pracaaaing ﬁa an’ analysis of &arnier'a ﬁreat*vf ff,
manﬁ of tha eheru7 in 1nﬁivi&ual playa, we shculd like to |
\stata=what W@ fa_l ia in%imataﬁ by a suatistical analysiah,,\  V
mf tha n&ay% ﬁﬁﬂ eharusaa, aans;derimg tha nnmhar of pagaag@s
aua linﬁs af chmral speech in rexatian o th@ ‘totals for
 the pl&ys* nha ralative numﬁar of paaﬁagcs and lines

"-barrawaaagan& tha ralﬁﬁiva amnunﬁ of aanVursatlanal pass- ;Q o

ut fby‘the dharus.: The fallowing X~

‘planatary m&merialvan& the ahmrﬁs at the &ad of this |

fﬂh&pﬁar ar& ﬁanﬁeﬁ to @uiﬁm “the rea&ar when referencea
'ara maﬁa (in Ghapter XV) to tha varlaus narrcwinga, thay

; alsa prasenm a@mﬁ spaaifie material (along'with thet in
x’ahapwr I7) upon Which 0 bage our final juﬂgmanw in

\ 'ﬂhaptera‘V‘anﬁ‘?I.:, f, , et 'j ‘

A8 naa baaa mantiamaa §ravi¢usly, Garni&t way aaa"

"quaintaa With,ﬁenacay %urigiﬁas, @sphoalas, and Aesahyl&s.i

 H@ alse knaw uther Latin and @raek peebs,' Qa&tria%ing |

auraa&veﬁ ta his burrawinga fax uae in his uharusas, we

Tind he haa ﬁurned %o Beneca mﬂa% fraquamtly, in aixtaan

- oases far leng eharal odes’ ta separaﬁa acts or saenas, in

‘-mnly two aaaaa for aanwaraatianal paasages.d Ha berrawaa

only thmaa speeches from Euripi&aa, graupaﬂ nagethar at ﬁh@
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end of Aeﬁ z Qf La wrnade. the first two are eonvsrsa~

,ﬁiﬁnal, the laat an;nﬁe ending the acu. From SQPhealas

he borrowsd only m&' "a&a* to this might be edded Garnier's

inﬁebtedness, 8aphbs1§s in developing zha»atﬁltuﬁa of
the ehcrus aﬁ thﬂ end of Aatiman@, Eiﬂally it is avid@nt ;ffft

that &&rniar imw a»aﬂ Horace in swa odss.,

We ﬁave'aav¢1epaﬂ our statiﬁaica from the natas o
thaiﬁinwert aﬁit”’n‘ il G&rnier*a wvrks and fram,our own

'axaminatian aﬁﬁ ak an& iatin4woxks in translaxion.

i3 he pra@iﬁm mataxe af yinvert*a notea ana our
awn.paiuﬁtakimg'aamparisau af Garmiar*s wcrks with those

of previoaa anthmr31 wa fael juszifi&a in aeaignating all

ygassagaa far,which ur gas hava not been faund as being,

1m0 all probabilxtyﬁ ariginal with,&arniar.aﬁ
Garnier's tm%&l aramatic yrméuetion uentains 149
'chawal yaasagﬂﬁ éf*Varying numbara ef l&nes, exclnding

thasa uf “L@a ﬁayn@a" in Lea Juifves.‘ or all theae passe-

agaa, anly ﬁwantywsavan hava 8 airect sauroe, twentyw '
vfiva iu ath@r plays, twa in lyria paema. Therefore, one ;‘
V mighﬁ aﬂﬂuma that the varaeﬁ uxterea by the majority of |
~Garniar*s anawusaa are ariginal. Howaver, the reaﬁer will
note that, whlle very few aonveraational paaaa@as are
cspiaa from ather arama ists, about half of the ahoral

. oded ara coyie& fram, or find thﬁir Inspiration in, ‘other
authorsm; Out ar a total of 108 convergational paasagas
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o only five ara nmt&ﬁ as having baen bofrwWad Tron oﬁher ‘
authora* aut af roruymmma ghoral oaes, twantywﬁwa owie

%hair weraa arﬂinagiratian to ath@x~auhhors. From the

atanﬂymiiﬁ af‘ﬁﬁa number af 1inaa, onr resulﬁa show th&t; %
nut af a tat&l af éﬁaﬁ'lxnaa thare ur@ 4&0 1ima$ af qmn~5

naa ef aharal ade gawsagﬂa¢ mixmyw
,faum linaa mf;ﬁmnwersa%ian are aireotly borrmwa&, 1426
:,linea af a&a finf}their inagiration in athar authors‘

Thia m&ans ﬁhaﬁ Qn niax was inﬁabted to nxs @rea@oeﬁaars
rfar 1&96 linas au%

lfésav or fartyntWG par cenm mf all

ahoral 1136' TR ,

B Gmnaerging amnvergatxanal shoruﬂes, it 1s not aur« o
prising th& “@arﬂiar ahanld %a limite& in’ hia haxrawings,
Thrae $aatara affaat uha aiﬁ&&tion* (l) Qna playy Mmg

3u1fve$, 15 cmm@le%aly aviginal wi%h G&rmiar._ There i&

no p@ﬂaibla play au%atan&ing es & scnrce of converaatien;
{2) Thxea plays mre basad an La%in %r&ge&iaa by uanaea,: -
wha ﬁﬁﬁﬁ ehmrusea 1n aoﬁvarﬁatiam vary infreguahtly.,

Gﬁrﬁi@ra ﬁharefwrﬁﬁ naa,aiffieultf in’ finﬁiﬁg canvexﬁa« e

%ianal pags&g@a in cantaxt in his mﬁﬁﬁlﬁ; (3) Garnier'

 three xamainiﬁg ylays {of thase whiahhaantaim.any charus
ab all}, thgugh Graak in aubjact, are alao basad;far the
moat part upan w@ﬂ&@&*s treatmﬂnt Qf the subjecﬁs. Gur

. dr&maﬁiat wms, harafera, faced with the s&ma lack of

,ﬁanvarﬁatipnal yaas@ges in,aontaxﬁ,a§3h§~waa»iafpxagaaing e
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playss f'ﬁni:sr“ me;mmmm ald he solve this problem
7, by>nurning to a Gr&ak authar far a acnversatianal PASHALS.

ﬂp@akina af aant@; gfit is warth noting thaﬁ, althau@h

e fhalf af the ahmral Q&aa ar@ imit&timns 6@ %ranslations

”af aﬁhaw authres, 0n1y‘tw0 0f th@m are taken from an

,equival@nt cemﬁ&zﬁ., In athar worﬁa, Garnier chooses odes -

‘from the many p&ays &t h&nﬁ anﬁ mwﬁifieﬁ them to suit

althe pa:%iaulaﬁ can"exﬁ ia which he p&acsa thamﬁ. As we

. shall ses m;‘%

‘_ayﬁaf Iv ha staa&ily imnwcvea iﬁ his

'haﬂﬁliﬁg 0f th@s@:herrmwaé oﬁas, aa wall a8 in creating
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FOR THE CHORUSES IN GARNIER
' Borrowed from:  For use in: Lines: Type:
SENECA Sl T
' Hippolyte 'Eggggg : 151-198 General ode
Hippolyte "ggggig - 9287-1,008 General ode
Hercule sur“  “gggg;;g , 551822 General ode
0gta \ “ (idea only)
~ HeToule sur Qornélie 1,236-~1,301 ‘0Ode {1dea only)
T 08ta DR RPN | |
,Afamﬁmnon_‘ ,Maro»ﬁntuine | 321-387 Qde (paraphrase)
Hippolyte ‘Hippolyte 2685-380 ode {loose)
éi-ppolyte | Hippolyte - 875-976  + 0de (loose)
Les Trevennes La Troade 125-156 Ode
Leg Troyernes Lg Troads 181-188 . Conversational
R 215830 235-256  ppagages
Les Trcyennes La Troade = 1,156-1,232 Ode
Les Troyennes La froade l 285~1 284 Conversational
. " o Passage
Les Troyennes La Troade 1y 321-1 373 . Ode
Hedee - Lz Troade ‘1 7&5&1 802 - Qde
Ees Iroyennes: L& rrawaa 1,98152 034 Ode
Oedipe . Antipone 402-466 ode
ﬁeai%§” . - Antigone 595-654 - Ode
Agamemnon  Antigone - 935-982 Ode
; Oeﬁiga | Antigone  1,455«1,514 Ode
EURIPIBZSS' | | |
Iroyennes La Troade - B73-275 Conversational
, , a77 passages
Leg Iroyennes _La Troade 441-444 Conversational
- L ‘ rassage
Les Troyennes La Troade 4435~555 e
SOPHOCLES ’
sntigone Antigone  2,326-2,415  Ode
'HORACE
oﬂe II Porecie 283402 Ode
I11:3 Porcie 647-684 Ode



TABLE
COEPARISON QF'G§QRQL~Passga%s; EQRRG‘EQ AND ORIGINAL

 Porcie Cormélie

?assages in the
play 203

Pagseges by the

chorus ‘ 19

{Gonversatianal) 13

(Odes) S 8

Borrcwed choral

passages 4

Percentage of choral 10
~ passages in the play

Percentage of con-
_versational passg-
ages 1ln total
choral -passages 65

Percentage of
choral odes in
total choral '
pagsages 38

214

24
19
5

.8

1

79

21

g IT

Narc- - Hippo- -
. antoine lyte
191 208
5 B
o
5 5
1 2
05 02
XX | XX
100 100

Troade antigane Juifves Totals‘

350

29
83

g

08

79

2l

365

44
36

o

83

18

397

23

17

74

26

1,928

149

108

e
er
08

7z

£8

12



TABLE IIT |
COMPARISON OF CHORAL LINES, BORROWED AND ORIGINAL

9eréie';ﬁarnélia Marc- <ﬁi2g9a ,TrGadé'?Antig6ne‘»Juifvésf‘Tbtals
B ~ Antoines .. lyte = - o LT '

play - 1,988 1,943 2,001 2,885 2,664 2,741 2,172 15,802
Lines by ‘Bh& o . . 7 o . > _— . _ T : St .
chorus 489 428 450 400 629 608 . 523 - 3,527

{Conversational) 87 6z xxx  =xx 167 8 75 480
(0des) 402 366 450 400 462 519 . 448 3,047

Choral lines v v b SRR ) o B LR R
bsrroweﬁ- ‘ ' 292 - 138 65 188 . 474 3RS - XEX Kiégﬂ .
 Percentage of o ‘ | A e [

choral lines : ‘ B ) E ' Co

in the play 25 22 2z 17 24, 2z 24  xx
Percentage of cone- N : ‘ I |
~versational lines

in total choral , , ‘ -

lines 18 e oxx = - 27 15 14 X

Percentage of lines
- of odesg in total ' R o B
choral lines ‘ 82 86 - 100 00 73 85 86 XX

a8



Aﬁ&&?ﬂlm Q? Tﬁﬁ Cﬁﬁﬁ&& Elﬁmﬁﬁms
1ﬁ TEE‘FLAYS o R@BER% GQRNIER

Eu praaeaiﬁg dbaytera we . have disaussaﬂ the technicalswf

"»aaﬁ»aaszhatia' u;" ﬂans of the chorus as used by the Greek

'trmg&&ia&g an& hy Eenaea, amﬂ hava pressnﬁe& the rosults

a* our 5%&%laﬁiaal analysis wf Garnier*s 1rect barrawinga}g5f*

o frsm thaseJaﬁ Lathar autharsa How we shell anwlyze the |

*funﬁtiana mf thﬁ gharuses in the . in&ividual plays of

c;ﬁ@monstrat« nis inarsasins ability ;;Q;i

'=l&arniar, atﬁ&m@ﬁln
1na3 1 chorus, a8 aAeh&zaaﬁer, an integral
part of lay in‘whiah 4% iﬁ fauna, ta mmke cheral
opdes r&l&v&nﬁ ,a %h@ snbjaqﬁ matter mf the ﬁlay. an& to
;]mﬁk@ $0h§a°s&tianal;paﬁsagea fiﬁting an& necesaary ta a

furthar ﬁavglanm”  y_thh@ aations' Beaaus& we feel that -
r;thia impraV%meﬁt'in his hanﬁling of the aherus ia paxallalaﬁ
w:by a.ﬂanaral imprmvsmanﬁ in hiﬁ ﬁram&tic anﬂ theatriaal !
'v‘%eehniqua, wa shall inaluda $u¢h peneral rem&rk& abou% |
f':hia taehn&qua aa swam impertaat fer each graup of playa.

5 ~r§na&iy,ﬁr@farying tc Ghapter IIE, a ahall cmnai&er the

‘~[‘paﬁaibil %ies‘a_ any ﬁireeﬁ inflaenca en Garnier*
h&nﬁlﬁﬁg o the cborua by ﬁhe authar@ f&cm‘whom‘ha horraws'

,'thﬁ yarﬁicui&r pasqagas aiscussak

In attemp%ing $0 organize th@“plays them561V@a, ww
~“na%urally finﬁ a nnmber cf passible ways ta greup thsm.



= _ﬁa@n@lig (1574)

,;&r@@&‘@rigin

24

ﬁn abvians aﬁ& eanveniant arrangement would be o diviaa
‘;tham into thrae w8

wdefinad aubﬁeeﬁwmatt@r grau§5 whiah , »
ogloal. The first throe, Porcle (1563),‘.‘”’
nﬁj%ﬁra»ﬁ&tazn& (1878) all deal with L
sama Raman gu@éaat;

~are neawly'ﬁ;

g:Tha next thrae, Higbulgta (15?5)

V%), ana Antiﬁana (lﬁBQ) treat of topics of
@ﬁe'faﬂt ylay, Led Juifvaa (1580), is-
fﬂarﬁginal am& &as@& n Bibliaal hiaterys We shall not.

_aisausaiﬁr&ﬁamﬁn% 'invany &stail sinca it aoes not aontain"’

o Nﬁiﬁh@?vthe l&tﬁar gr@uming, hﬁmaver, nar & aﬁrictlv fi"
’ﬁhrﬁnelmgiaal ﬁna wwul&.be auitable for 8 aisauasiun of
the aevalopmant afkcarniar*a skill in.handling the charus,
Whiﬁh ia mur“prlmary intarest. Exwm&ning tha ylaya from 'f f
‘thia pwint @f viaw twi%haut gaing tma far astray frmm ths ‘
chrmnalegieal aréer), we fin& they fall into the fallawing
| aa@ageriea», ?irsﬁ, Eggggg ana Oanélie, plays in which

charal o&as of l&tﬁle relavancy are used to sap&r&te
,aahs ana saenes an& in‘whieh\there awe conversation&l .
:pasaazas af same aramaﬁic valu& uttera& by the chorug.

ﬁaaena, we con&iﬁar %arawAnteine ana Hi olyte; in whiah ;

thare ara na amnvaraaﬁimnal passages by tha choruses but
.in which tha eheral adea (saparaﬁing aets and scenea) ghow
an inereaaea speeifiﬁ ralatian to tha antiaa af the ylays,i"‘
Tnirﬂ, we returm tc two nore plays, La Troad@ anﬂ Antigana,
in'whxﬂh thare are haﬁh choral o&as te separaﬁe ants and



~ scenes, &nﬁ alsa aonversatianal y&%bﬁQSSa In these we
‘gee an im@ravemﬂnt in th@ use of both farms of cherel |
1aﬁpeﬂeha Finally* wa aanaiﬁax Lea Juigves, a play contain~

ing a ahoxua uﬁ@d,muohﬂaa tha last twe, but Qne whiah iﬁ - a

: uriginal anf‘ﬁf’

_werant aubjemt mabher an&, %herafare, |

"tc h@ gmnai@axsﬁ'aeﬁaratalf- , 

W

q iernéli@:ané’?f c&@ ara ylays sst in,a Rowan baak*
'fffgraun& whose th
“hian,with;;
"whan a@msiﬁ: ing the functions of the choral, ades in re=

_ﬂaflaat tna author*a e&rly preuaoupa* o

'il;unreﬁt in Eranae‘ ‘This shoul& be remamhereﬁ |

‘latien tm tha Q@nﬁr&l ﬁmp;aa ﬁf the plays. Wa usa the
P tarm.“tapius” xather than ”actians“ becauaa there iﬁ

1it@rally no aabian 1& aibher pl&y.

Integyatian Qf %he thrusea with the ?laxg

ﬁlthaugh ba%n ahnral gxaups are marely superfioi&lly |
ralaﬁeé to tha suteama af the plafﬁ, thera is s ﬁefini%a |
iﬁtimﬁta ralatianahiu hatwaen eac& ehoruﬂ anﬂ aaeh cantral

: bharaatmrf In Oarnélig ﬁha wnmen quita clearly take the

role of a aanfzaanta, an& 1n ?ercia tkey have a aimilar,
‘ thaugh not sa cl@arly mﬁrkad, positian‘ In eaah cugey.
Garnlerts ahmiaa af a choral group was good, but he did o
not managa t@ mainﬁain th@ir intimacy thrcughouﬁ tha playa 2
and he ﬁiﬁ noﬁ traat tham in such a‘way as to make theiw



| fﬂt&-ﬁ&?@ﬁﬁ&#ﬁiﬁﬁﬁ#[ﬁh&%iGf:ﬁhﬁ‘éaﬁﬁrai chaﬁaetexs;

 Choral Odes:

?na fir&t <¢t10£ aaeh ﬁlay canaists af a aingla iang

”apaeak ﬁall ‘aa by a aharal eée saparating iﬁ from,Aat II.
"ﬁeithﬁr th’

a@hes"n@r tha Qd@a are rel&vant ﬁm ﬁhe

‘g@n%m&l_ﬁag  !"' they ars mmre aanc@rnaa w&th the
one “’5i : @.mf Rowﬁ than wiﬁh th& faﬁa of th@ -
:aentral @har&c T fltha glayawv Ea thaae mﬁes the tune
%im %ﬁareﬁy et fo: ﬁh& majmrlty of the iollﬁwing cheﬁuses
”“”ftﬁialague af tha otham Oh&r&ﬁtﬂrﬁaf

*(&na f@v muoh
. Ine ¥ at& XIQ 111, anﬁ IV ara also an&a&

’ {ar ﬂe@aratea?frﬁ he fal&awiug aet) by chomal odes.

Garnian fail ta'ma e theae mowa relevant 50 mha een@ral
"tapiaa thaﬁ

;firat aﬁaa were. The prablam of the civil §;f
‘W&f &ﬂ& tha i

jglrmng unhappinaaa @f the Ram&n pecple and ‘,‘f

a Banstanﬁ a&tatamﬁnﬁ af unariginal idsas &bout F&ﬁe’s

i :fiakleneas awa th mim,subjecta af thasa ades, Thm aamﬂ

,emaining cde in aaeh play; usaﬁ to :;;ﬁf 
?(witnm Mt 11T in Poreie,, wiuhin Mt I‘V
th@y are naﬁ ralata& elosaly te either tha

‘is true of thawan

‘aaparata agsnaﬁ

o 1&-Gar§éli@
praaaaing ar the follswlng acenas. Howeva?, hha one in

. ﬂwrnalia ia relﬁfeﬁsin pa*t to Lhe pracaain% ﬂisauaeian Q?T;

: batwsen G&saia an& Béaime Erute 1n'which 6&831@ haa atata&
 his &etarminatian ﬁo prevent Gésar*s ascenL to powar.'v

The chmrua oyens with a faw waxds ef praise for tgoae wha ois
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/'braye %hﬁ“tyraﬁttﬁ wrazh'&né then goes anftéidsvsldp the
- hazards mf bping @ tvraht, ending. on a paaboral note with

‘1the ramark thvt5 1g “beuter*mff” 1ivxng thc ahenhara* R

amang tha atas sung betwaan %ﬁe acts there are scms

‘ fy‘whﬁga have ﬁ;aimxlar parﬁi&l ralmvancYa 13 EQXE&&# end

1'M"*cammenain¢ a reﬁaxal and »ommwhat unalaar'

fara ne% far  h%enaﬁ abauﬁ t&s ﬁafeat, but on aecond”ﬁ“f

reaﬁiug of %he‘plag mna fasls ﬁh@y mﬁat hava had early
'\_news abmuﬁ Brute?s aﬂé Qassis'a dafaat and mrm making &

”waak aﬁtezpﬁ a%*far ahadmwiﬁg. At the end ef Aat 1IT, in

»"»he 5am@ pl&yipiﬁ,_sfthé ”Ghmauw da ﬂnudara" which makea

~ftha braakg insﬁ@éﬁ mf the aim@le "Gh@aur,“ and tha aalaiera 
}.relahﬁ thair ﬁ markﬁ ﬁé tha pravioualy revaalad infexmaﬁidn  ,
'thaﬁ tha w&r 1s QVﬁrw Thay'want thair pay. Nﬁ% aatisfiaﬁ
'witn,uhw c&mpara%ively ralevanz atﬁtament, hawever, thay T
80 an %e aealar@ th& shawa af figh ing aguinst fellaW'Raman95 
when 80 ma&h gruaﬁer glarv aan be galned Tighting cn - '
fﬁreign ﬁail, raeall;ﬂg ua the re&aer Garnier 8 in areaﬁ
in uaznw thase plays %a neznﬁ um tl& gheme af aivil.war
in Frances The ode separating kcts ™ and‘v cf Gornelie ,'
is ¢0nne¢tad 1605aly ta the yr@cealng scene in which We

have ae@n Gesar’s bettar ahmrac%eriauics manifasﬁeﬁ.in his
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Ktalk wiﬁh marc~&ntaine. The‘ahérﬁs (ﬂchéeﬁr de Céseriens,
not the &impla “Gnmeur" seam elaawhaze in the ylay} comes
‘1n on pue ta pray fmr Séaar‘s aafety'ana $o praiae him
for his 3ustiaa an&‘hia mi&itary*prawess. In ather words,
 $?¢& thmsm ah&r&l aﬁaa which may bs aonslderea partially B
‘relavant do not fnrthar the exposition or the development R
ﬂaf tha elim&x @f ahe eantral tapia of either play.

gGenveraaziamaliyaaaa,as

Tha aiﬁuaﬁian 13 &iffarénﬁ‘whan,wa ﬁurn te the use

_af ﬁh@ ehmrua in QQQVQrsatian. In Carnélie and Parcg_ the
r ‘ammunt of &&nmewsatian is alight, but in each case thﬁ
-presaaae af ﬁh@ aharus gan ba justifi@&, Each group aon»-‘i‘
glats of R&m&n~w&m@n. xn Paraia they are glven the titla,‘: 

- 4Choeur ﬁe Ramainaa,“ and, in the Dramatis ”ersanae* are

listed aeparataly frnm the aimple "Ghaaur" usad for o&aa.<“4 
. In Ggmnélia no ﬁiatinatian of this sort is made but we cen.
be f&lrly eartain %hat thay, taa, are Romen women s pwabably “v
laaiaﬂwimuwaiting ta Csrnelia. They aerve, in sot Voof
Paraiw, a8 the 1ntarrsgatar ta wham,La ﬁcnrriae reesunts
the final “@ragia” aaﬁ of the play: the self~in£licta&

dsath of ﬁﬁrﬁi‘@$ Th5Y inereaae their ussfulnass by helping

La Nourriaa to 1amﬁnﬂ her,mistreng ﬁeath in an intereating
kammms. la Naurric@, to finish things preperly, Teturns ‘
to alexendrines far her final spesch befors killing hﬁraelf.

Acting asg a emnfiﬁanta in Gernalie; Aet III@ the ehorua
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halph in ravaﬁling the general vnhappliness of Cornelie

as 1t converses with her, and together they present some
foreshadowing of the.final outcome. Again showing them=
gelyes to ba-;ﬁtimataly concerned with Cornelie, the Koman
wonen are prﬁs#hﬁ in the finel a¢t doing their best to
console her, Thaiﬁ remarks between the speeches of Cornelis

and Le Messager recall those of some choruses in Buripldes, -

Inflnence gg_ggrrnwéﬁ Choral Passages

WE-TEQl npthiﬁg_ﬂafinitive ¢an be atateqiragariing
any change in relevanoy as being dependent on the sources
.af these ehﬁruaasﬁ 'in both plays the conversational
passages axa original., 58 1n g arnél &, two choruses, the
ons ending Aet II anﬁ the one separating goenes in Aot IV,

are baged on iﬂaaa takan from Beneca®s Hercule sur Déta.39

The slight ralsvanay of the 1&ttar, then, ean be ascribved
to Garniar's chooging and handling of ths chorus rather
than to Seneca's handling of same, since 1t 18 out of the
original context in Garniert's plﬁf} In Poreie, of the
four horrawad ehnrusas, unly one can be eunﬂidarﬂﬂ parti-
nent, tha ‘one clesing Act II. It'a ralavanay, sinﬁa 1t
1s teken out of aanﬁazt from Horace, Ode III:E 40 gan

also bo ageribed tu Garnier's hanﬁling nf ih.
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. MABO-AROINE WD FIFROLTIE .

TheL%Qéiﬁléysidf'ﬁaéniarxin?whiek fhe‘@hefuses~é§é
uged @nly fmr ﬁharal ea@a, naver f@r nmnvazsatian, are ". En
_toina_and ggggmlzga, al%ﬁaugh ‘they alffer 1n their V;ﬂ;
aetting, ths farm&r bei@nging tm tha @raup af Rcman plays h

ma;

kianﬁ ﬁhﬂ lattax tm @ha Grask,ylays, thesa‘worka are aimilar,

not anly in tneix uaa af ﬁhe ehurns, but also from the , o
~§ainu ﬁf view ef eanzanx an& form. In bothy the passion
mf lava ia ﬁhg faras whlah mmtivatas tha prinaipal char-
aet@ra amﬁ initi&t”“

alaarer &nﬁ s 3ﬂr&ilizs& ﬁhan it was in Parcie and

Garnélia wh@r@:the tra@ia auffarenswera in&iviﬂual enougﬁ

\ hut n&ﬁ wall ﬁavelapea. @heir rate was nob aontinually o

.tha a@nﬂf&l in&eresﬁ. 4&&@&, t00, that we gan use the term. k
*’”aeﬁian“ far bath nf ﬁhesa glays.v of coursa y thare are
'anill lang pasgagas w&th apparenﬁly~no &aﬁian ‘or business
on ﬁtaga durlng thair raaiﬁal, but thers is a@ leasﬁ a
"beginning mf ﬁramatia anﬁ ﬁheatriaal technique in bmth
: playa. Hippalyta’s bmay ia brcught on stage and Phe&re ¥
" kills herself before ‘the audienge at the end of Hip

In %ﬁramAntaina, ﬁha fin&l aa% has two ﬁramatia seenes'kﬁﬁ
Athe farawell af ﬁleapéﬁre o her ehilﬁran an& Cl ap&tre'a
- own aaiei&aQ ’ | ‘

the tragic aﬁtxanq @ﬁe aotion becom@8 ”"
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xntw fam.ma j; the g ruses with tho M N

%he ahmﬁuaag iﬁ aach yxay~are aampesa& af graups not }: 
1ntim&taly aanearne& wi%h the pl@t mf the play; that 15 o
the Tate @f th: '

pwinaigal @hara&taxa.“ xn Bare~ﬁntaine; ' 
‘thare az&*@ 0ha&a1 gsaupag "Le Chaauw d'mgwptiana" an& | i
"Lo Ghaau*fae sdiﬁara de ﬁesar.“ The former 15 the one

| 6e@i@naﬁaf;as*tha "Qhaeur“ at tha aﬁﬁ of Aats x, II, 11T,
,anﬁ wiﬁhim,  5 ﬁh@ latﬁar 13 el@&rly ﬁ@&i@n&teﬁ at

 the ond @f«

ﬂere are alse two choral groups 1n n

g  'tha faur~raw&iniﬁgdaﬂas.: ﬁnne af th@aa graups can be

- charaaaa shww aa_im’_avamﬁnﬁ @var tbase &iscussed abova.

Ghar%; ﬂdea

It ia whan We.aaﬁaidar th@ wurds uttaraa by thasa

graups nh&b wa s@aihow Gﬁrniar has inﬁegra%ea«the content ff]i
af tha charal e&as with tha aetimn af the plmya5 Admmttaﬁly,
| the first ﬁnrae ades im ﬁarc~ﬁutoine are af a @eneral

nature; aimilaw ﬁo thase im praceding ylaya; but, saparatingr
&Qtﬁ 11T ana XVg thare ia an ode sung hy th@ “Cﬁeeur” g
which ia a atahemﬁnt of ﬁhair aﬁprahatiun er suiciaa, a

- statemant clearly-ralataa ta tha yrevious ﬁiacussian be»

twaan‘warmﬂﬁuﬁoina anﬂ nuaile¢ In faeﬁ, it beaomﬁs speaifiaff'



 "lat llna 33& a& th& ugyntiana ﬁ%ata,.

Esureuz ‘en aan,mglhaur Antaina,
© B% blen heursuss nostre royne,

- Qui vont leurs vies eatauﬁfar;
‘Pour fratder la dextre félonne’
Du vainquau » qui les anxirannaa

: \ﬁi aaairey <] ﬁrﬁanﬁax.’,v

ﬁnﬁ guita'a“ ﬁpeeiﬁia,'

but aqually‘suyplamentary to a

lpraeaﬁing & ;a: si@n {thaﬁ af Agrippe and’ Gesar), ia the;~ N
| 2ifth am‘i .mmz chor "aaa ef the 132.&5!’, ﬁnﬁ.ing, Aot TV,

mhe eharus g@naralqzag aﬁ rixﬁt about the unhappiness

,:uanaarning the “gﬂﬁrr& &emaatiqug,ﬁ but then they recall‘:v”

César's words

am@hasiyﬁ the impwrtanea o having.

%ﬁi&.ﬁ&ﬁﬁfm&ia qua e wran&* Ramma
3t sous le pouvelr dlun aeul hamma,
;régi t sans débat &'auaun o
1B i&'vr'mia sn un;

8 la toree égale v
. ds 1ltautre ﬁnviaux,
oyent la psuvre Inale
Joug yarniaianx:él |

. ﬁ&‘ﬂml‘vaiwffax&:thrae axaallent examplas uf oﬁes
w%iah &x& relevanﬁiana aiﬁ im tha developmant ana aur
undewstanﬁing af tha pl&%a It seams a shams, that, ,

having ﬁak@n thie '%ep ta imwrav@ nis ﬁh@fuﬁg &arnisr |
should wasﬁe the n_«ial nharus (end af Aat I), that meuld

'be best uae _M\_Lexyasiﬁary purpas@s, on sueh a ganeral
subjact ag thﬁ "hunt. The firat af the three examplas ,

rﬁﬁeemﬁ him, hawavar. It 15 an odex at the en& at Aot II

whioh, thaugh ammewhat rﬁpatiﬁiaua, earns its raison a'atre

PO
e
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by evoking the d?erpnwering aspect of the passion of love,
as it torments men unﬂer the control of tha god of love
and by racalling to us, in the finel atrnphe, the partie
eular problem of ;hia play: Dhedre's incestuous love for
Hippalyﬁef' _
Pﬁﬁr%uay encors espandez~vous

Vostre insatiable courroux .

Sur ceste misérable dame; '

Luy falsant par trop de rigusur

Bt poumiem 1o oy
At the end nf Aets ITI and Iv alse* Garnier inserts nhoral '
odes whiah_gre equally pertinent to the central action {anﬁ
at the same time ﬂiscaursa'upun the general subjects in '
Ian elavateﬁ ﬁone]; Ths ode at the end of Act III may be
diviﬁeﬂ.intp thrae-pazts: }s The chorus preys for the
oity end for their lsader (lines 522 to 539)s 2. It
remarks upon ?ﬁe_fury.ar'aﬁ emotional womsn (lines 540
to EUE}&I 3;' It.vaieaa itﬂ hope that the punishment of
the gnﬁs will fall back on Phédre; the plcttar, rather
than on Hippelyte {11nas 603 to 810). Recalling to us the
ﬂﬁes from maxa-Anzuina discussed above,; the ode ending
Aot IV 1is diraatly related to the preceding speeches of
Thésée and of La Nourrice; Thésbe has cursed Hippolyte
upon. baiieving the 1ie told him by Phédre (that Hippolyte
~ dishonered her) and has esked the god Neptune to punish
him La Nourrice; ashamed of hor complicity, has cried
out her aantritiaﬁ.” The_uhérua chimes in on key and pointa
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out that it is the gods who are and should be the final
Judges of gopod and evil anﬂ decide who is guilty of any
evil act. They ask, uaing an apostrophe to Neptune, why
he does not ranﬂer this crime evident, and pray to him
that he not lishen tc Thesee's words gpoken in anger and
haste. Enma wall—uhnsen general remarks on the danger uf
anger end tha ode; one that shuwa a fine baianca between

the particular ana tha univarsala

g nfluence of Barrﬂwe& Paﬂsagas

The unly chorus in HhrenAntoine that is a paraphrase

‘of another authnr*a work 1s the ode separating snanaa in |
Aot II.- Thia one is takan from Senaca's Apamemnon, and

ﬁa uhsarve..as we have before and shall again; that it 1s :
taken out ﬁf'ﬁontaxt for use in this play. Moreover, tﬁia‘
is not onse of thﬂ better odes from the point of view of
pertinency tﬂ the &ﬂtian. ) _

The first two odes in Hippolyte are borrdwed, also
Trom Senecas In these cases they are taken ffnm.Saneca's'
play of tﬁa.sama name, but; as fhs notes to the Pinvert
edition paint'muti4s the rirsi_is ﬁut a free imitation of
the Senecan ohorua and the second simply rinds its inspira-
tion 4n the Roman's odes Again, the first one 1s not re-
levant, and the second oﬁa is relevant only because of
lines which are original with Garnier,%4 ceusing us to
conclude that Garniér'a_imitatiun of these three odes for

Hﬂrﬂ*ﬁntﬂiﬁﬁlénﬁ Hippolyte has not fundamentally affected
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his handling of the choruses.

zwzmm AND % TROADE

. A8 ia tha aaﬁe af hha pravﬁaas classifieations, we f“ﬂ?fi
‘vfwhava @lacaﬁ?Anﬁf aﬁa\anﬂ La Tx@ada ﬁogathaw bccausa wa
i'faai that %hﬂir chmruses are somewhat simllar to eaah

other an& shﬁW'anahher a@vanaa in the ﬂevalmpmanx of Garniar's

'tachniqae; %braav", thaaa playa are gimilex generally
N in ferm by thaiyi omp&ratively graatar langth and their vk_‘
l ‘  Each pl&y is, of coursa,
‘"ecnaernﬁa,with a wml“yknawn.Greak ﬁubjaat and Garnier

;ftraats eaahymne ﬁh: Qu@hly, rilling in parts of the sﬁaries

: 1by ahamal @&:s?with,histmrieal aan%ent and bf exposltury

‘K& manages, in aaeh case, to davalap a wells
:kait pl@ﬁ (thmngh samgwham @varlca&ed with aatails) by
'ﬁ ahoaaing par%ﬁ fram the Wbrk& af variaus previaua authora

“ an& aé&p%ing ﬁham far @aﬂh.ylay. Thaugh Antigane is more

' 'arigina1, leaa aep@ndent upan ene partieular author than

ia La Traa&@, W@'weulﬁ &ispute the atatﬁmant that La Trmaﬁe

.‘ia nmthing but a aupy of ﬁaneca's play ef the saome name.

“'*,xnﬁawratian mf tha Gharua&s with taa ?laz“

. The aharusea 1& these pl&ys ara, as charaaters, much
"'mmra 1ntimatély caneernaé With the outcema and/or with the |
.naantral aharantara uhan thasa in tha preceﬁimg playa. In -

) La Tramde, "me Ohmaur de fﬂmmes trayenneaa“ tha only one,
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ia*parsanaiiyfcanésrnaa'wiﬁh‘%he décisions of the Greecks
'ainee 1t is GGM@&S%@ of captives whose fate hanga in the

' bal&nne, :! faaﬁ whieh 1is, frequenrly noted in the ades.

"Thay ars. &1&9'7ancarne& with the ‘ventral famale chara@tera j;{\

‘7amd aativaly sh ,their inﬁer@st in Hﬁauba on two oacaw ‘

x :siona.45 W@ aensiﬁar ﬁhem.an integral parﬁ af this play,

- In

'”‘erach grmuyv

© of the &at.(

Antixan@f Garmimr maneges to make his ehorus nore ine
t‘”i

" timata1ng ,oexneﬁ th the action by‘makinﬂ it plumln

’f‘that 1&, by*”reaﬁi thraa seyarate choruaes, one. ta £i%

e ah@eurJda hébains” ig tha ‘basic 0ne, vaiaing most of
the ehﬂral mﬁaﬁ, thairs being more gereral than the others,
‘but in aach caaa sp@elfie at some paint in the ode, and
"angaging in eanversaﬁian in Act V for the purpoae of intar#v 
‘ rogating Le M@ssager. Tha MChosur ae fillas thébainea" iﬁ B
fuseﬁ far aanv@rsatiaa.with Anxignn@ in Act Iv and to in-

 toné ab l@aaﬁ ana, pwssibly twa, aharal ﬁdes at the end

’Thay &re natu%ally & mpre fzﬁting group ﬁhan .
elther of uh@ nthar twa ta ha with Antigcne and ta expreas
y thei? ﬁarraw uver har faﬁa in hha ode follawing her~with«
“drawal inxa tha tamh and ptaaeaing Hémon' s grand entrance.;f_
The oﬁa fallawing H@h@n's spsach 18 &asignata& simply H

”Shoaur, ﬁa fsel thaﬁ from ﬁhe pnint of view of cantent

, h&raatara or to volge aach type of emotian. 4 5.

it mighﬁ well be sun@ by any of the groups, but that teah~;a, 

nimale it Wmulﬁ be mora convaniaﬁt to have the "Ghoeur aa’
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filles” ﬂing 1t as they are already on stage., The “ﬂhaaur._.
 de Fiaill&r&q“ ia not so intimately concerned with the
action, but its age &nﬁ.paraonality is very fitting for

the words itfmpat speak, It 1is appafently composed 6f

men who ara.élﬂﬂrs of tha.cuurt: ‘Whose pnaitian causes
them to side with Creon in general, but whose age and

sense of quﬁiég_mgka them feel syﬁpathstia towards Anti-
Sﬂua and Hamﬁn; _ﬁa feel it is they who sing the choral
hGE'fﬂllawing theif conversation with Gréun, thqugh the
designation is agaiﬁ gimply "Choeur." Thease ﬁhrea choruses,
then, hgve paraﬂng11tias of their own and are somewhat

concerned with the ﬁﬁﬂractars and the outconms,

Choral 0Odes

‘Ag we have implied above, CGarnler contlinues to ilnorease

the importanseand relevancy of the content of the odes in

these plays as he hagan to do in Morc~Antoine and Hippolyte.
A ploser observetion of each ode will prove this.

| The first ode in La Troade separates Act I from Act
II, completing an.aet in which Garnier has exhibited his
improved ability at exposition. Most of the particular
problems of the play are already péseﬁ and 1t is ‘therefore
very fitting to have the chorus f£ill in the gemeral back-
groun& leading up to these problems as 1t does in relating
the history_nf the Trojan Horse. This is vital Information,

given in a complete, clear and interesting feshion. The
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- next oﬁe i@ an ayoatraghe to the 59&. The éharus members
‘fwaat te Knaw‘wh@ws thay will be t&ksn by the Vresks on

the sea‘ ﬁistari@"“ anﬁ mwthiaal referances tenﬁ 0 make &

. the ed@ l@ﬁﬁ eo “i~j‘bn% iﬁs waras remain significant

f\fanﬁugh o Ju Ty ita y&ace betwean Acta II anﬁ 11T,

Within Aot ;:m,' :f‘c‘ilewing the scens in whioch Talthyble

*:»avtalla Haeube ama thﬁ Ghmaur that ?alyxena ia nm ba sacri~

e aftar deat

‘,ﬁcena, ia i

‘~Afioa&, thaﬁahcrus'éiSGaur as ahonﬁ the soul anu ita tate .

’ Th a; ralateﬁ in mm&a to tha previcus

: &sﬁ n@ beqans@ nnough baaeﬁ laoaely on
senaaa, it ‘aiaég a ahristian rathex than a Pagan attitude

; toward tha:s‘ﬁl;45 Again fillxng in hiatoriaal baokgroun&

. (aa at ths anm.affﬁct I ana as we shall deo av&in in

,.Las Juifves},,thetaharal ode at the en& of Act III waxes

pnilasaghiealQAheuﬁ the raault of the conquaring of the

sea by man; It finally baeemes spaeific and mantiens o
Paris wnase aaa veyawa r&gultad 1n the abﬁuctimn of Helena,

the Trajan wa*

~;an& 3h@ir present miafertun@. The long
~pmim in Aat EV &a faunﬁ between two gcenes in which tha N
‘ ﬁeaths af,ﬁﬁ@yaﬁax and of ?alyXene respaetivaly are announeea

) ana dascrlbaagl ?hus its plaiative ‘tone is very fitting. .
’Mmreavarﬁ &s the ahwrus has remarkaﬁ that miafartume is |
v‘allaviate@ if thase araund ug are equally traubled, its |
own "malnamrs“ are pointsd up by ﬁantrasﬁ with the yresence
ot tha juhilant ccnquaring theet in the harbor,' Gonveying

to us the unhappineas of the %1ma5 and the aegradabian in
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morals in that ers, the final ode, closing Act IV, would
 Dbe &oaé avem if it Waxe net partinant. The*géheral‘reflecééiii
' tiona mﬁd@ uyon the aisappearance nf faithfulnass and 1ta o

reglaae%an, bf fr&ud are excalAentﬁi When the eoaaraﬁe

 Qexampla, relateﬁ t"yhe preeeding acana, af ﬁolym@stor*s

wtrﬁ&ahaxauﬁ Rillin@;tf “01330”8 is’ given, the ade iﬁ made

uompl& a aﬁalpextln*nt ta the aaticn of the play. In sum,:
'hhe ﬁﬁaa;ifzia Traaﬁe tend to eantain more historical and

‘ fittin@ in 1%3 gla" ana each has acm& specifia reference
“”'te the play‘itse’ | e =
Fallawing anmther gmm& axposiﬁory dialogue, vhe ofe

$a§aratiag tha firsﬁ a@b fram the seeond in Antigone is 1n"‘

the farm afl V_fayer tm a ga& called ”Pére" or "Denys.

Whe nhoruﬁ triea ta mnllify him wiﬁh remarks on his

fv ganaalﬁ@y an& his great deads* and then plecds for his

, inharGQESianfﬁe stup the wax between tha two brothers.
‘ﬁhis iﬁ excallant rmr aeﬁting the tone of tha play without

~ being tec genaral.b The ahmxaa lamenﬁs the harm ﬁone to

Thebes %y’*ha ambitious désiras of @ach brother in the ade‘
fcll&wing the scena inuﬂeﬁ 1T in which a messenger tells

L Iaoaata anﬁ én%igon& ﬁhat the battla is under way. Mytho~>   ‘
vlogiaal ref@r@nees, again @nly laoaely relatea to the playg   
’mﬁke thiﬁ eda a bit lengthy. Eux at the ana of thia 1ast B

act there ia an exaellent ada ta “make up" for the preeeﬁing,
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"961Yﬁiga ha$,5usﬁft01d’his mathergjiégaste, thaﬁ he would
1ot mothing stend in the wey of his regaining the throme,
and the‘éhbrué;ﬁbﬁég how this lust for power is so ﬁefrible  ,
| that even fratarnal 1¢ve Qannat ﬂiasuaﬁe e man from aeaking"'
| a tnr&ne,, Thay 80 9n to remerk hgw ?ata is fickle, ea~
pacially fcr thﬂﬁ@ in el&vaﬁed pasitiansﬁ and finally*

raaal&ing thair own inﬁarast ?the "Chosur ae Thabains"),

‘they point wut th it is the peoyle'th puffer when thrones

ahanga han&s by f@y‘e. The battle avar; the chorus ending :
Aot EII am@hasizeg %he fa@t that nﬁithar #ide has aa@ually
- won, Eﬁhh si&s& hava ‘many dead; many lefd unburied‘ Iin
""this aﬁe wa 1aarn %hat both Palynics and his brathar mteoelaj‘j
: have baen k&llaﬁ*‘7£n the nexb ade, roun& within Aet IVi

the Thab&nsff n$ aut ﬂhat it is the ~gods wha mnst be

. thankaa;fﬁr tﬁa;vietcry Thebhes has woni, It is not an

‘irrelavant a&ag buﬁ it does seem o be more af a filler  !;'
here than iﬁ might hava bean hed it been plaasd elsewhere.

) ﬁmmﬁher a&a separatyng ﬁcenaa within Acﬁ Iv proves ta be'
el more rQIQVaﬁ ;t@,the scene yreaaaing it} as well as P
' ba&ng au éxnallenﬁ wvrk af poetry whien.night well be E
canaiﬁara& great aven Qut of thia centaxt. The olﬁ men
refleot upen Juatiaeg a gift of ths gada, an& upan its
misnse. Aa»ameaxamyla or sucﬁ misusa, tha ela men point

oub that, in hm?ing,Aatigane kill@d, Frean 1is n@t justified,
‘becauaa af hﬂr aﬁahien au& the aircumstamces af her orime,
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and beaauae ahe was to be his ﬁaughter~in~law. The third

‘o&e, separating scanes in Aot IV and sung by the "Choeur

- de rilies,"‘fellaws the farewell Antigone makes to them |

A befqr@‘entéring haf;tomﬁ. It 1is an appealing, wellQplaced

lam@ﬁt; Finally, fﬁe bﬁe @nding Act IV ié againfexcellent

in itaelf, &s weil as being nertinent to tha preceding

- aaﬁiom.\ In its general remarka on love it recalls the |
a&e in,ﬁipgolgte, but the example hers is quite different.

| In<H&@polyt@;'%ha‘loveuwas'gn incestuous\desire and the

‘ priméry’caase,af‘ﬁhé tragedy;‘heré vie see a [OTE pure emo-

tipn,whiaﬁ}iaads~ﬁéaanvtglaeceptldéath~with Antigone rather

than'tdﬁlivé without har;j,&é in La Troade, these choruses

‘hav§ aamg‘faultafgugh as'ﬁnnecessary'verﬁia@e and irreléf

 vant m&thdlagical allusiOnsi bu% none, except ﬁossibly the

firat one in Aet xv, is aompletely out of place or lacking

in ralaVancy; Bath of these plays, then, show a marked

impravement over praviaua ones in the content and presenta-

tion of ehoral ades.

Gcnvarsatianal Passageﬁ

| Garnier haes emplayed these choruses in conversation,
returning to tha sane teshnique used in Osrnélle and
Porcie. We shall no%e, hnwever, how far superior is
Garnier*s managinm mf thl& techniqae in the present plays.
In. each case they serve a clear and definite functlon.

In La Trcade, we sheuld first note the canversation
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of the chorus with Hbcube at the beginming of Act I, It
is in the form of & kommos and follows the usual Greek
pattern in_#cnteﬁt as well as in form: the chorus helps
Hécube to lament. This excassive weeping is charmcteris-

$18 of both this play emd Les Juifves. Immediately after

this kﬂmmﬂﬂ,:ﬁéaubq reverts to alexandrines and asks them
to stop the lement. They have oried enough and, basiﬂa#,
Priam and Hﬁaﬁcr are now happy and rested, away from the
misfortunes of lifé.' The ehorus continues in alexandrinas
for this normal annvaraatinnal tone &3 1t announces Talthyble's
arrival. Before going into the oﬂé ending Aet I, the group
of Trojan women voina their consternation as they sSee
Héoube faint. They dselde to. garry her to her tent and
then return for the ode. Again speaking with Hécube, to
whom they are no doubt ladies-in-waiting, tha.chcrua
members, in Act III, question her about her nightmare,
announcs Talthybie a;ﬂ converse with him., Their final
sonversational speénh in this aet 1s anslogous to thet of
ALet I. They speak of entering the tent to comfort Hacubs
and then hégin the ode about the fate of the soul. TFext,
in Aet IV, performing a qlearly'ﬁrématia funﬂﬁicn.anﬂ doing
it well, the chorus hrings-the'qu? of Pﬂlyﬂufﬁ on stage

to Hﬁeﬁba and in the ensuing anﬁvarsatinn recounts thelr
finding of it and explalng thelr auapiciuns of Pélymastur;
remarking thet he is at Thebes at the mnment{ chubefand.
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tha‘chqrué plan thelr mévengs and thé chorus leaves.

(aftér'anupde,en&ingftﬁa‘acﬁ) $o lure Polymestor to Hecube's

quartafstﬁ Inkthe'fina1 sat of conversational paSSages; '

‘ Garni@r‘shdwa a still mdra uniqua handling of the chorus

’aa it xeapunﬁsftméhe‘audianoa the -action behind stage.4?

It 1is noﬁ;“a£ fir5t§'inuaetual sonversation with Hecube

or Polymaatqﬁ but 2ath¢r spaaking\ﬁetwaan‘the soreams of

: har“ar‘cfyFaiymsster as his sons are killed and his own

‘eyes are gmu@@ﬁ out* ‘Theﬁ, a8 Polymestor mekes his en-

trance on stage (exits from Héoube's tanﬁ), his eyes

;flowinmjblack,blooﬁ, an& ﬁa he cries for vangeance, the

chorua, in what must naces&arily be a sarcastic tone,

answara,~ Q. pauvra imfortmﬁﬂ, gue btu- sauffrms d'ang01ssns!"

In one final ya&sage\tﬁey add the moral lessan stabing

ﬁhaﬁyro;ymaa%o&‘caﬁnpt cbmplain ahcuﬁ baing harmed by

ona\whomlha harmad'criginally. | | \
 Perhaps we ahcuT& have diaeussed the conversation in

thas@ plays in reversa opder beaause, although Garnier's

 hand1ing of same in j Antigone ia gmac, he never is quite

50 excellent as he is in the 1atter half of La Troads.

In antigone, the interaﬁting yoinﬁ is that we c¢an
see the diétin&tibnlﬁf garspnality of the various groups
who presgnﬁ'thereonveraational chorﬂaes.g First 1t is the
group of old men.WhQ converse in.Act IV with Creon, then

with Antigone éné the'guaras when she is brought in after
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.cdmmitting'hér7eriﬁa;l‘Thay anﬁauﬂae Tsmene and answer
Creonts guasﬁimn,‘“ﬁu aﬁtmella?“ with'lle vient=-,"48

st the same tim@ ﬁp@&?&ﬁﬁlf painﬁing in the direntlon
from which sha ia caming. After Hémon has 1eft, they warn
Gréon thﬁt Eémmm’ﬂ qcul is enflameﬁ with love for Antigane B
| ané that Graon shau&ﬁ be. aaraful.; Thronghwut these four= -
taan pasﬂa%es thay ara qnita cutsyoken 1n their remarks :
to Qraan*_ ?haif

_tatamant and @nastimna are all relevant,
, ara an aia in tha aﬁv&nwamant af ﬁhﬁ action and are rittingi
&inms %0 hw qyakan by alﬁ@ra af the eourt.« @he seoond - ‘

‘axamgle is a ccnversaﬁian ba%wman bhe ‘chorus of young

o laalaﬁ aad Anﬁigcn«}in Aat IV‘as &ntmgene is preparzng

to enter “the ﬁamb wh@ra ghe ig énomed to dis of starvation.
They anﬁampt o, eemfart ner calmly in their first two
syaaah&& but in the thirﬁ an& last they'give vent 4o their
own %arraw at saeinb her dapart and to their own anger
‘wiﬁh Gréan for his 1aek of mercy, finall; praying for
'ﬁaaﬁh far thamsalve @heir function in giviﬁgwAnhigone
a 1iat@nam aa gha anﬁara the tomb and in helping ureqﬁe
’the genar&l ﬁarrawfal atmaaﬁhare is well carried out. -

Tha final graup of swnv@raational pasaa@ea, uttarad by
the “Gha@ur de Thébaina;“ includes a quiak oanversa ion
with a m@aaanger through whmm we learn of the suicida of
ﬁeman, fallawad by that of Antigone. The old men sontinue

their conversation with.tha,messenger in a rather‘lamentihg'



45

tone as ha &@scribes the &eath of each of the lovars. In
the meantine, &urydice has enterad, heard of her son's
death and &apartea qulukly‘ Th*s cguges the chorus and

the msssenyar some anxm&ty and they discuss the possli-

| , bility of har committing suicid@. As they are shout to

20 after her, Greon enters and thay note his sadness.
There fellaws a rather mbvious, well»presented forewhadowa
ing of Surydiee's death. The next Tow passages by the
ehorus ara apoken ta Grean in a very bold, reproving weay.
They tell him that he haa no riaht to complaln, that he
‘ brsught all\an ﬁimsel£~an& ﬁh&t‘the only thing to do now
S is bb Tbury thg\dead.k‘ﬁmr the first aﬁd only time in
Garninr*s warks, the chorus has the final llnes of the
play to reaite.v Speaking to Gr@cn, they formulata the
moral af tha story:“ |

. Vos pertes, vos malbeurs que vous avez soufferts

Proc@dent du mespris du grand dieu des Enfers:

Il le faut honorer; et tousjours avoir ourz
De ne priver aucun du droiect de sépultura. °

Influence of Eorrowed Passames

Ta eompleta this discussion of Antigone and La
Trcade, followxng tha;same‘plun as we have for the pre-
vious groupa; let us cdnéider to what aegree Garnier's
use of thelehofua wﬁs affected by the authors from whom
he borroWeﬁ ideas or t:anslét@d and adapted passéges.

One aaﬁnﬁt &ény thafinfluence of Seneca on the mood

- and gsneral atatemgnts (0n Fate particularly) of the
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| charuaea infbath pléys, and the facts show that the =
majarity éf thainhar&l bdes either have béan borrcﬁed
frem,uenana, Euripidaa or gephecles, or have found in~
‘suiraﬁian 1n charuaﬁs writﬁen by these authcrs - more so,

-camparatively,.than in any praviaus play} waaver, as

- we saa thmt Garnier change& tha aanbent of the ahoruses

' slightly ana plaaas them in straﬁegic posi*ions in his |

?‘f‘fnwn ﬁramaaa we feal that ‘the fact thut he barrowed ‘some

7 worda ﬂnd/mr i&eas &aas not notably affect hia technique.

In Antigane, five out of" ﬁhe eight odes owe some part a

hE of ﬁheir maka»up ta a praviaua authar, four to Seneca,

 one to Sophaales‘f Thw former can be easily referrad to

ag they*are tha first four odes in ths play., ”he first

two are aﬁapte& frﬂm aeneca's Qgggg_, therefore, obviously
not exactly tha same, and uaed,by Garnier out of context.
'ﬁhe_firsﬁ»parts cf the third and fourth are "inapired by
odes from Sénaca‘S‘Ag amemnon and ggg%gg respectively,,
again only ﬁamawhat simi&ar, as well as being out of

- context. The ode bcrrowed from Sophacles i3 the one
clmsing Act IV &nd ia taken from his § antigone. It is quite
| similar but haa been changed in pasi%;on by barnier. Aside
frum thelfactvthat Garnier's techﬁlqus with choral odes
ia‘n6%~strang1y inflnencea by his‘borrowinns, there is

~ the impertaut paint that apparantly nons of the convers

sational passagea by choruses are caniea from any of the
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authnrs ‘he usually fcllows.‘ More will be said later on
the ganeral influence af these authors regardinw the use
of converaation, but suffice it to remark that there are
very few ueavarsational yaswagaq noted as being imitations,
ALl but one of the adas in La Troade (the last one
anding Act IV) are partially baged on other authcra'
'ﬁorks. Tha ode enﬁing Act II, the one separating scones
in Act IV anﬂ the ons aaparatiﬂg gcenes In Aot ITI are
‘ taken from~ﬁenaca 3 Traa&e. For the latter, Garnier
simply took the 1ﬁea from Seneca and developéd it in his
own way. The sther twm are falrly elose coples. They
are placed diff@rently by G&rnlar. 'The'first is from a
‘aharus at ths end of Act III af Seneca's play., The ode
| betwa@n scenes 1n Aot IXI of Garnier's work 1is ‘taken from
one used at the end of Act IT of Seneca. It is wall
placed ih Qarnier;’ The:ode between scenes in Act IV is
taken fram‘éﬁ@ an&ing Act IV of Seneca's Trozde. In both
instances the baés'ééme aft@r’a report of sad news (in
Seneea about Polyxdne's fabe, in Garnier about the death
df‘Astyanaxlj‘ipyﬁoth‘the conteht, a discussion of the
way in whiah'miaery;is alleviated by‘the sight of otheré'
suffering, 1s'equaily suitable in either position.
:Garniér is neithe?fweakér\nor strbngér, then, in his use
ofvthia chorus than 1s Senscas Another ode from Seneca

is taken out of context from Méde. This is the one used
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to én&»Aat;IiI; Fromtﬁuripiaes' Troaﬁe Garnier takes one
~ ode, that anx’iing Bot I, | | -
B Gnlmks aﬂﬁi en@, La gggggg antains exam@les of conp-
 -‘veraational passagaa barrowad from other authors. ”he‘
/  jfirsn four ehoral syeechas of nha play are taken from
"'&enaca*a Treaﬁe., The 1&3% apeeeh 1n~the second grcup of

”aonveraatimnal passages 1n fot IIT is also takan from

i ﬁenaca’a Trmaaa¢ i”b conversational Speeches ‘are taken

; fram ﬁurmgiﬂaa* Trsaﬁe., 1n these. caaea the close sini-

‘ 1arity baﬁwaan Garniar's ana the cthar authors' use oannot

‘be ﬁaniedﬁf ihare ramain, hawever, fifteen passages of

convaraa%ien, inoluﬁing the last two grwupa which we have

'aiscussea &aova, as;examples of Garnier's exaallent

mriginal han&ling'bf‘canversational passages‘ Thus onece
ag&in, ﬁeapibe the ganeral increase of borrowed material,.
wa find that such examp&as of herrawing cnnnot be ocited
ag proof of Garniar's aap endence on Sanaca or any athar
: authar fmr tha deval&pmant of his use of the chorus:
 rathsr, they are proaf ef his ability to adapt material

‘at hand ta his cwn a&vantage.

- 1ES JurFvES

For each of the grace@ing,plays, Garnier was able
to find sourae.ﬁatégial fer‘the.genérai plots in the number

of authors, particularly Plutarch, and had at hand at least
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one play from.which he could extract various elements
and £it tham into his own arrangament of the action.

~ For La& Juifves, ha was ferce& te gather all of his source

M material fram va rious books of the 01d Testamen (though
somne scaﬁtarea 1ines were taken from uther souroes),

and he had ﬁO play as a madel upon whieh to fashion hig
’mwn. Eis motxvaﬁxon.to wrlts this nlay is similar to that
"cf the pravieua works' general ﬁesire to point up the ,
~evil of civil war, hy ﬁeseribmny analogous wars in antiquity.
In thia play, ha at ampts to impress his audience with

ﬁh@ ultimaﬁe ﬂanpers of baing unfaithful to God, as he
’emnslders many cf hia eontem@oraries to be. '

( | Alﬁhaugh thare actually 13 little further development
of most of the particular dramatlc teehniques in this

play beyond that achieved in the last Two aiscussed Les
4Juifve3 ig rightfully cmnsidered the best of G&rnler’s

‘ dramaa. The thread ef the plﬁt is picked up shortly be-
fore the accompllahmenﬁ or the tragic action, with just

charal odea} ﬂévelop %he hi&torical background and the
setting (v1a the ohorat odas and the mono]ogue of' the
prophet), and aaquaint the audience with enough of the

' present c;rcumatanees to fprgshadow the tragic finale and
~at the same‘time‘maigtain suspense as'tcywhat thé finél

outcome will be, Th@h, t00, Garnier 1s more successful in
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character dévalapmeht in this play and, even though there
. are nat ag many examples of incre&s@ﬁ physical action as

‘]ther@ were in ﬁhe lﬁwt two plays, thera is sufficient

Tf,aotion shawn{ %stage to keep the play moving.

';vgnnegration af the &harus wﬁth the Elav «

The reference te the chorus 1n thc above diaeussian

on th@ play‘in ganeral might lead one to conelude that

'5Garaiar diﬁ nat r:uof:i inue hia 1mprovement in the handling

of the ahoxua; fA'fwill be seen, thare is some hasis for

'ﬁhia aonaluaien if ana apyraciates mast tha typa ot

/\L ”Qdas that are apenifically pertinent to tha soenes imme«
kdiataly surreuading‘them. ﬁowever, Just a8 the play 13, 
"'cansidarad as a whﬁma; aupariar o preceding plays, 8o
is the aharu gias’a eh&r&eter, auparior to all preceding
;ahorusas beeause it is well«integrated with the other
{ eharaatars and is clsarly invalveé with the auﬁcome of
the achian.; Thia is not surprising when we note the
fy'titla af th@ play,: The Jewish wamen are definltely cone -
.‘; cerned wmth the aaﬁiun of the play throu@hout, even though
 the climactm aet s tha mning of the grand pontiff and
the ohlldren uf Sédaeie, followed by the gauginguout of
tha latter's eyas, all of which affects ths charus only |
‘°aindira¢tlya As was tha “Choeur ﬁe femmes trcyennes" in

la Traaﬁa, %his group is c&mpesea of capﬁives Wh086 fate
is depanﬁent upon that of their m&sters and mastresaes.
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’Thay are conatantly<with ﬁm&tal to confort her, weep with
Vhar and s&conﬁ her as she nleads wiﬁh Nabuchodonoscr's

Wife o inta;ce&a.wiﬁh him for them.

,Chor 1 Qdes ¥1

The invmlvement of th@ ehoruses is not s0 clearly
‘secn in thelr ahcral odas ag im ﬁheir sonversational
passages, but th@,tcne and aonuenﬁ of the odss are in
:kégping‘with‘thair\ahéﬁgcter‘ahﬁAtheir position in the
| élay.?ﬂTha firsﬁiaﬁé, ending Act I, is very fitting after
 the speech of the prayh& ‘eremian. The rhetorical quea-~
timn posed is* éhy does God, Who mﬁde us imperfect,
?ﬂﬁlﬁh ns for misdaa&s? Ehe sherus answers with a long
paasa¢e af BibllCﬁl h¢&tory, awelling upon the story of
thm sin af ﬁdum and mva and of the Great Flood. Bringing
s up ﬁa date anﬁ foreahaﬂow1ng the traglo end of the
play, hhey voice‘uh@ir fear that another ;looafis about
to come upan taam.v‘;n Lh@ foll@wing ode, sapamaﬁing scenes
in Act II, the oh@rus relates more of the unhappy history
of Iara@l, puttlmg tha buame for most of its mmsfortuna |
on b@fph. ?hay gpeak of the righteous anger of God, once
app@aaed by Moses: » ‘,
| - Mals l‘ﬁterne], qui de la nud
~ Ces voix de blasphlme entendlt,

Eut ltame de choldre 8meud,

Et son bras vengeur &tendit:

51 que, sans les pleurs de loyse,

Qui appaisdrent son CourTous,

Sa fureur, justement &prise, '
Nous eust d8s l'heure abysmez tcus.ao_
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Thia ode- is not clmsely ralated to the sction of the ylay,
put tha words spoken are Quite natural and to be expected

‘from a graup af wamen wha, throughout their livas, have
probably’ had Biblical history frsquenﬁly recalled to them,

and wha nOW‘OOEQiﬁBr th@ir misfartunes as just one more
ainstanae o? tha ganeral unhapninass af thelr raoe., The

ode anainﬁ th 8 aaﬁ should ba oonsidare& 1n the same way,
In thia oua, the woman maka their farawells to their own

1anﬁ anﬂ in &mimg 30 recall mnre of the history of Isrsel.

Raalizia@ they mnst aécapt ‘the yuniahment due them, they
, voics “their hcpe that thsy may'not forget God and His

infinite goodness.‘ In the ode ending the third act, we

o finally find one wnich is samﬂwhat ralatea to the scene

preaeding i%. Paving haen asked by Amital to sing in
piaisé of God, they answer that they cannot. They are
( tu§ ovaraame,%ith érief,"}BQWever, they reaffirm their
faithyand éléim,€h§t tﬁey.will not forget Sion. In Act
IV, separaﬁing seeﬁaé, tha womén reveal their'féminine
attitude tbwérd £hair own misfortune as they realize

that they have ﬁo‘hope~ofﬁaver again dressing well, wéaring
“perfumés‘and jaﬁélryg etc;'gTheir'mén are nearly all dead
&nﬁ'tﬁey-aré‘ﬁadmedfto exile an& eaptivity; When they say
that they will finish their aays waeping, the reader can=
not: help smilingly n@ting that they have "gotten off to
‘& fast start, ' In a tone recalling that of many odes of

Senecan influenee,fthe.womeﬁfaisauss‘Faﬁe'in the last
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oda'at-the end‘ofjAet‘IV., Their‘approach:is more positive
than~that'q£ ghoruses baged an Seneca's works: rather
+than simplfvyéintiﬁg out that Fate is fickle, particularly
for the aristécracy and pmliﬁieal';éaﬁérs,'tﬁey admonish -
their listeners to be temperate about it. One should nov
bacame'tao aiated7when chance eénsﬁénﬁly~and‘complately
seens to he in his favor, Nor should he despalr when éll
hape seems ta be last. To expané tha latter bit of advice,
‘and ta relaﬁe thair statements to the previous ccourences,
the slaughter of tha Pontiff and the enildren and the
blinaiug~af seaéeie;tnay state their belief that Cod will

kaveﬁga them,for thesa muraers.

Gonversatianal Passagea
- The purposes sarve& by tne conversations of the
| ehorus are quite obviaua. In Aot III, their speech with
Amital hrings out more historical background and helps
clafify their,present gadness., At the end of this scene -
their aanvarsatian wiﬁnktheir mistress continues in ﬁhe
form of a kammas., They then announce tha arrival ¢f the
Royna {Nebuchoaoncsor’s wife) and ask Amital to plead with
~her %o 1ntereade for uéaécie. After the Royne and Amital
have spoken for a while, ‘the chorus itself adds its plea,

In Aet IV, the Jewiah wcmen, in two short conversational -

passagas,,ask the Prévost what'th&ir*fate will be and ask,

without hqpe’of gn answer, when this will occur,
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'Influence of Borrowed Passages .

Ve have no rsason in thia seotion to &iscuss partiu

‘ eulax iaatances of haw barrcwings from other authors

- Amay have influeneea Garnier's &avelanment of the chorus

‘because there are na such borrowings in this original
play.sl Ve ghall, howsver, in the, following chapter,

&iseuss haw,uzhar,authers generally affected Garnler's

managing of the’ehurﬁa in Les Juifves.

L In aummary, 1et us aonaider the developmenﬁ of some
,af ﬁha masn important agpects Of Garnxar's handling of
the charus rathar than reatating the general aevelopmanx
‘play by play, Ragarding Garniar’s ability to make the
‘ ehgraaaﬁ intlmately cancarned with the action, there is

a graduel develbpment from GornSlie and Porele, in which

the relationships éravsupaffidialgitc«ias Juifves, in
wniah Garnier'haa‘ﬁanagad to unite them very closely %o

the aatian, aven mare 80 then in La lroade. The eontent

‘,vaf the odes hacomas nore. ralevant after the firsﬁ two

plays and actual;y‘we cannot see any noteworthy develop-
ment after thezimyrbﬁe&eﬁﬁ shown in the second group of

‘plays, marewﬁntoine and Hignolzta. The dramatic quality

af tha eonversaﬁlonal passages of the choruses 1is notice-
ably imprcved (w1th a Qampleta~laekfaf such passages in

the second‘group) in the third greup and remains on this
high dramatic 1eVQl in the last play.



CHAPTER V

LES JUIFVDS AND OEDIPUS REX
o We hava‘gtéted~above (in the introductory chapter}‘
thet we feei that Garnier's'remérks ragaﬁding the lack

’iof a chorus in Bradamante ‘should not cause a oritic of

hia aramatic works ts infer that Garnier had only a rudi~

'msntary un&erstanding of the chorus, We hope that tha
‘abaarvations ma&a in tha preceaing chapter have served

Cto Gemﬂnatrate cur au%her's ability 1n handling various
‘chcral graups, but we realize, without agreeiﬂg, that it
‘may be argued that thia provas nothing about Garnier's
paraonal abllity and simyly shaws the result of his imi=-
tatians ofHch@r dramatists. Laaving this question for
fur%hef‘ﬁaveiégmsnt/iﬁ Chéptar VI, we shall ﬁiseuss here
meﬁe'full& thé Qﬁé play that caﬁnot'be labeled an‘ou§~
Tifhﬁ imitation, his original creatlon, lLes Juifves.

In aﬁtamytimg to demonstrate how Les Juifves rafleots

Garnier's fundamental un&ersﬁan&ing of the choral element
. in.trage&y, we shall make some comparisons between the

ahorus‘ef’aﬁr pléy and thet of Qeﬁip@s Rex of Sonhbcles.

It will be agreeﬁ, as we reeall earlier ‘remarks and

particularly the statament of Arisﬁotle, that SOphocles o
understood the choruﬁ rather well. or course, the difference
in subjaet matter will mske some eomparisons rather diffi- |

eult but this very diffarenoe 1n subject was one of the
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fastors. &etermining mur choisa of Oa&ipus Rex (a fine

play in its own right, with a well-zntegrated chorus)

rather thavaes Txeyennes of uurxplﬁes of Seneca: we

are atbempting ta;eatablish the similarity of under-
“Sténainglafjahdral taehnique,‘not‘51milarities that would
naturally appear 1n playa dealing with analogous subject

, matter.‘ | RN S O “ ‘

e mnst aonaede however, the strengﬁh of compari-
 aans ﬁevelaped frﬁmAthis lattax ‘polnt of view and feel
that we - ahould evylain our attitude to them here. Let

usg cmnsiﬁer, therefora, an article entitl@d. “Les imi-
tatians de R, Garnier dans sa tragédie des Julves,®
\whiah, were we ta agrea with conclusions drawn therein,
would have ﬁissuade& us from.making Bny oomnarison between
'Sn@healea and Garnier. ,Me @earging the author of the
article, makes three ganafal'qiaims‘that we should like

to dis@utat‘ ﬁhaﬁ in Leg Juifves (1) Eiblical influence

is very. alight, (2) Seneaa is imitated eompletely both

in the plan an& in the detaila, (B) there is absclutely
 no imitation af ‘the Creeks,

After "praving" the laak of Blblical influence by

showing hcw few quctas ‘there are and how few Imitetions

~ there ave of Biblical imagery, he tells his reader:

"Plus profonde et plus facile 3 marquer est 1'influence

du thédtre de Séndque sur la tragédie des Julves." O Ve
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‘shall readily agres thet Seneca's influence is "plus

facile a‘mﬁrqﬁer“'fcr,oné‘reading~from a'simplyrtéchnical

point of view.’ Thahsiﬁilé#i%iés between Les Juifves and

ia Traaﬁé.af‘aarnierﬁanﬁ Les Troyemnes of Seneca are

."quiﬁe obviéua; HoWévar;‘the ﬁone_of‘Lés Juifves is en-

tif@ly‘diffé?éat'frém.that»of Leé Trbyennes: it is quite
élaae.ﬁéﬁhgﬁiéffﬁhe 014 Testament., The theme 1s Biblical
in‘natﬁfé,,ﬁasaﬁ;oﬁifhé’Eiﬁla and ths.nntiguities of~Flév1us
: Jbéephus.$4: The éégtral éctin@,ﬁédécia‘é punishment‘ .
(being biiﬁééa aftéx sé@ing his'ehi;dren and ehie; aldes
"maasacre&‘ﬁafd;g,hiﬁx,is viewed as a Just %unishéent‘v»
erught'by’Gé&;;ﬁéiﬁg’Rabuehodenbsmr as His instrument..
“ﬁéﬂécié'humbly aéaepﬁs his due punishment as he and the
- préphetdiscﬁsa:hiéﬁbsition and that of the‘jewish-raqe
| ab;tha‘énd_gffthe glay;t Lébégﬁe, in his notes‘cn\égg'
-Juifves,’aefiﬁiﬁivéiy Qites the aépéctg of Garnier's work
whilech are affédted@&y;hie reading of the Scriptures:

- "On voit dans les Juives combien le catholique
Garnier pratiquait les meritures; plusieurs '
passages ont cette coulsur hébraique gu's la méme
‘epoque le protestant d*Aubigné repandait dans ses

Iragiques. . . « Les pridres des personnages juifs.
et les chants du choeur sont animds des mfmes senti-
ments que les psaumes et les livres des prophetes,
Les noms g€ographiques de la Judée, 1'Gvocation des

- montagnes et des fleuves, les usages des Juifs, tout
cela compose une couleur locale qui, pour 1l'époque, .
est trds remarquable, Bnfin, les metonymies, les
periphrases, les compsmisons, les mStaphores, les
allégories-et“le“ggrallélisme domnent au style une
gaveur h&bralque., e =
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W. sh&ll naaassarily usa some of the same arguments
as’ are usea above in pointing out how Garnier does not
50 alavishly,imitgte‘ﬁanecawaa is intlmated by Georgin.
Tr¢@¥@n0u&h, §§ fQ1i6w§‘a}similar»plan, but this‘ia not
par%iculariy}nmtéwarthyf:frathar it wonld have been re-

’4markablg haﬁ he not written Lea Juifyes in five acts as

ha had dana with all previcus plays. Moreover, though

| the ganaral plan 25 aimilar, Gamrgin mistakenly attempts
to 80 ane step further and shcw a similarity of develop-
m&n% Qf %ha plﬁt and themﬂ. He aays‘ | '

Il est. plua axaet de dire que Garnmer ouvre
le deuxidme acte de sa tragédie de la meme facon gue
\‘fﬁeneque ouwre dans toutes ses pieces son 2° acte,

- Il y fait para®tre le personnage principal, celuil
~gqul provoque le catastrophe; ce personnage, Atrke,
Nédfe, Clytemnestre, DEjanire ou Néron, expose ses
siniatreq projets gque combat un persgonnage de second
ordre, qui, par 0185 apr%s-cetta scene, ne reparaﬂt
,plus danﬁ la piece. ) .

It ia Eebuahadanoaor and mabuzaraan who are on stage al

the epaning of the aaaond act of Les Juifves.  We maine

t&in that Sédécie, not ﬂebuchaaanosor, is the central
uharacter« Garnier does not emphagize pawer, 88 Senaca‘
would hava aone,ibut rather th@ ‘acceptance of God's

| punishment aa exemplified by Sédécie and Les Juifves,

- who share in his impartant rﬁla.‘ We might state elso ‘that
Nebuchoaonoscr daes not eypo e his plans durinr this

soene (a fact whiah G@orgin mentions, but does not take

into account in drawing his conclusions). As for
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Géorgin’s:remarks_ébout Garnier!é~imitation of Sensca in
various detaiiég‘ﬁhey'ére well-ducumented and proviée
substantial aviﬁenaa of Garnier*s knowledve of Seneca -and
his interest in Sanaea's atyle, particularly in his use

,of maximes and santancea.57 The impertance of thia

atatament faﬁaa aa we note the fraquency of 1mitat10n of .

suchrﬁibliQalvﬁavicas (&lraady‘natad above) as périphrases,

 pétaphores, ete. In sum, the influence of Seneca ia one

which has;baen évar~ex&ggat&téd by most crities for all
of Garni935$ plgys,jaa Wiﬁherspoén‘aﬁsertﬁ:
| + + » Garnierts indebtedness has been 80
generally misrepresented and exaggerated.
‘This has come about, not so much from a
delliberate intention to magnify his de~
- pendence on the Romen tragedies as from
a tendency to rely on sscond«~hand infor-
mation rather than make a f{resh examinaw.
tion of the facts.®8 . |
- For soms purposaa,:suah és-devaiaping'thg funotioné
nf tna'ahorﬁ$,fGérnier copied the Greeks rather than
Seneca, mhis 1aaés7us to a consideration of Georgin's
third point s that thara‘ia abablutely no 1mitatibh of |
the Graeks - and raturns us %o tha main subject of this
chapter, First let us note the importance af the "Choaur
‘des Juifves" as a eharaater in the play.sg Aa we have
seen, this is a very important eh&raotaristic of the Greek'
choruaas and cne laeking in the choruses of %eneea. We
" have alreaﬁy mentioned that we consi&er Les Juifves as

‘sharing s@deeie's position a8 the principal character.
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fMSreqvar,;tha.éhniﬁsfis intimately @oncarﬁed with the
other im@cﬁtaﬂt‘éharactmrﬁ; Amiﬁai'éndbﬁes'ﬁoynes, and
ts fate will be decided along with ‘theirs., Thus,
Gﬂrnier, survaying tha passible Bhor&l groups before him,
r@alizad the’dramgtie yalue of,ﬁmplcying a group which
'Qaulé ea§ily‘berlinkeﬁ'to.thé &dﬁibn: or cénrse; the
influence of his past work of imitation, La Troade, on
this ﬁaeiaiaﬁ éannot'ba'oﬁerlaoke&; but it cen be over~
amphaslzed* Anather eharus, for example, which might as
aasily have in*luenasd Garnier in its tone and its char-
‘acter is th@ one cam@csea of the deughters of Danaus in

The 3upnlianﬁs, of Aesahyxua, Speaking of the scene

. midway througn Act II nf Les Juifves, Faguet notes the

similarity of tsne in,thia atatamﬁnt:

, Vour peuvez imaginer toute une miaa Len
. sedne imposente, Amital au milleu du thédtre,
- ses brus et ses petits enfants forment, autour
dtelle,; un groupe central, augour d'eux le
ghoeur jusgu'au fond de. ba acane - un

- apiso&a des uuggliants.
“But let ua leave this argument concerned with ine

fluences in Speeifia saations and in the general structure

’wf the play, an& attempt to view tne ehorns in Lea Julfves

‘in thm liuht of the SUMMATY wa made earliar of the funa-
tions of the charus in tha Greek Tragzo Theater. First,
we spoke of it es an iﬁdiapensable’actor, a point already
discusaad in this chap%er* Then, quoting various critics

of Glaasical literature, we listed some of the aesthetio
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-fnnctions 0f ﬁhé chorua iﬁ iﬁu preSéntaticn of‘choral
0&@3. ?hese inclu&e the uttariﬁg of certain. emotions,
giving higtorieal backgraunﬁ, commenting on actual
napyauings, farebading the futura, creating athSphere a.
' ana eantrast anﬁ praying to tha gods, The choruseS»in

‘ Geﬁigua Hex and in 3es Juifvea, fulfill thsse funetions.

Spe&king for the audience voleing its emotian on
gaeing the ahange of ?ate of Oedlpus, the Chorus of Theban
hléera sings an app@alin@ choral ode naar the end of '

| 30phwales* play. The theme,'the fluctuations of Fate,
‘  is %raated also (1n fact, warn out) hy Qereca but it will
be nateﬂ that he aoas not uaually relate his general state~
 manta tw th@ Farﬁicul&r aotion, as dams uaphmcles in this
play,,‘"Thine is -} fata that Warns me, -- thine, unhappy
Oeﬂlpus - tw call no earthly eraature blast‘“ﬁl Greating
aa aqually‘atrmng emotion, but considaring this nroblem
"Bf Fata from‘a Ghristian attitude Les Juifves close Act
IV of Garnier's play with a ehoral ode which is also re-
' late& ta the yreca&ium &ctian*
Sur nour vaincus elle vomist sa rage,
i Bt n'a, cruelle, horreur
. De &eplnyer sur le royal lignave
‘ Sa brutale fureur,
Mais Dieu, qui Jjuste a voulu nostre offense
~ Chastier par ses mains,
Ne laissera, bien que tard, sans vengence
~Bes meurtres inhumains. 3

‘The first‘speeeh of the chqrus in Oeaipus Rex gives

the general historical background leading up to the present
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, situatibngaa as does the first speech.of the chorus in

‘/Les Juifvaa, in which 1t Summarizes some outstanding avents'

jin Biblieal hi$t9ry.ﬁ§ This improvement in expositlon

:by the aharus racalls our - &arlier general remarks about

v',, Gernier's incraasing ability 1n that resgect.r For 004ments

~ on aetual happenings related to specific actions or
eharaaterﬁ in the play, we need simply glance at almost
: any 8wph0claan ahorua, for example, the chorus separating

soenes early in Oedipua Rex which givea us the news that

" tha murderer Gf aeaipus‘ father is being hunted.65 There
is nc goo& exampla of tha fulfillment of this funection

in the odea of Les Jaifves.. We might, however, cite these
‘lines from the kommos found in Act IT: "gu'il veuille
| 3auver nostra roy,/ Pour aeaermais vivre en sa loy,."86

Exmmylas of foreboaing are found aarly in each play.

van Osdipus Rex, an instanae ocours in the ode that we
~have Jjust. meatmaned, where tha chcrus 8ayS, befare Qedipus
,has haan accused of any crime: o

, Yﬁﬁ, until I see the word mada good, never
. will I assent when men blame Oedipus. Before
all eyes, the winged maiden came sgainst hinm
of old, and he wes seen to be wisej he bore
the test, in welcome service to our Statej
never, therefore, by the verdict of my heart
shall he be adjudged guilty of any crime.ﬁV

in Lea Juifvas, we. find comparabla fereshadawing in this

ode ending Act I.



63

. -Aussi tout perit ‘dedans,
Fors ceux qui éurent, prudens,
Ltarche de Dieu pour refuge:
Mais ores, que les forfaits
Sont plus nombreux que 3amai3,
Je arains un.autre &éluge.

kThe Cherus af Theban alders creatas atmosPhere in

a general way thraughout tha ‘play, just as does the Chorus

'~;of ?ewish captivas, thouph oahacles shows greater»moderau

tion: :certainly it must be admi tted thet the plaintive
toﬁa‘is;axaggarate& in_aarnier?s play. There are better
examples gf”prayers_to;thefgbdsfin other SOphoolean

tragﬁﬁiess but limiting auraalvéé to Oedipus Péx,'wa mnay

msntlon tne ade in which the charug ramarks that the wor=
Ship @f the yeda is pafishiﬁ@.69  Garnier's equivalent,

in xas,Juifvea, is, of courge, a prayer to God rather than

to tne gu&s._VOfithe poséibla examples of such an ode,
perhaps th@ most baautiful ia that base& on Psalm |
: ¥V, 70 foun& at tha end of Act ITI.

As well as thaaa aesthatio functions fulfilled by
 the choral o&as, the Greek chorus also yarticipated in
“Leanvarﬁaticns, for ths nurpose of annauneing the arrival
of new ah&ractars,.makin@~acmmanta {possibly voicing |
tha reastion of‘ﬁhé‘égéeﬁaﬁmrf, questioniﬁg massangera
o help in axposition, aad,acting as a confidant and
advisor to a leading charaeter. The few examples whiah

,'rollow will show thet Garnier also employed hl& chorus
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in Les Juifves in this way; although to a lesser extent

than in smme pravious nlaysVI (perhaps bacause the col-
~leetlve perﬁon, Les Royn@s, ausumss this canversational
| role rather frequantly)e_v,A' |

| Anﬁaunaiag the arrival af a8 new eharaetar on the
‘seene; | |

Wadama, 1evons~naus, levonswnous, car voiel
La royne avea son train qui gtapproche a'ici.73

‘Aﬁdinq their awn plea to that of Amitals
uuppliez~1a pour naus, Madame; nous sgavons
Gue sl vous le priez nos maris noue sauvons,
B Nouﬁ s&uVens weﬁéeie.
@uesﬁioaing mesaeugera, or other eharactars, t0 bring
out infarmaﬁicn*
La Ghoeur
. B% nous autre& captives?
Le Frevost ‘
Voua reverre? bien tast vos paternelles rivea.
| Le Ohoeur
G vray Dieul quané aerance? et quand viendra
le jour,
Le 5our tant ﬁésire de nostra heureux ratour?74

&ctiwg as a aanfiﬁant..‘

Royne, more. des roia de 1'&ntique mion,

Oreg nostre campagne en dure affliction,

Souspirez, larmoyez nos cruels infortunes:

Comme ils nous son} communs , soyent nos
larmes communes.,

We have thus shown that,wﬁrnier's chorus‘of Tewish

captives is similer to the Greek chorusesyfrom the viewpoint
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of iﬁs funéﬁiona and ita intimate relétian to the central

‘acticn. Ear more learnﬁd sritics than.we heve already

ﬁ; nminted out Garnier‘a similarity to the Greek tragedians

from the vieWp01nt of tha tone of his languaﬁe and tha
1yrieism of hig goetry, enaractaristics which are parti~
sularly nateﬁ in hia choruses.vﬁ In contrast, we reoall
;the aritiaism af Seneea, whose choruses rwailed between o

’,bha aata,”77 ﬁia nct uaually partiniyate in conversation 78

w&re not united to the aetian,79

and were lacking in lyri~ |
val quality.ga ”onsi&aring these camparisons and contrasts,
’sna is faraeﬁ +0 aaknawledge ‘Garnier's affinity to the
‘ Graeka rather than to ﬁeneca in his approach to the chorus

o in this play. In the oanaluding ehapter we shall con-
‘sider the &evelopmanﬁ of Garnier's tan&enoy, thronghout
hi& dramatia eareer; to - turn o the Greeks as guldes for
choral teahnique.

N We finﬁ it aiffiault te olose. this chapter without

-quating at 1@&3% a pmrtlan o; this mellmdeserved praise

given to les Juifvaa by Emile Faguat.v

, "Avec glus de g§nia ce serait une tragbdie
comme les Greas ont connu plus d'une, Clest
18 un rapprochement que l'on trouvera d'un
louange excessive pour Garnier, mais ol il me
semble que tout nous ramdne en cette pidce:
ces btableaux plttoresques, et harmanieux,
1’emploi des choeurs €troitement unis
8 ltaction et faisant corps avec elle, le
caraectére religieux répandu dans toutes les

- parties de ltoeuvre &%t qui en est 1'8ms. On
sent dans tout cela un grand effoﬁh un grand
yrogras et une gran&e personne.



CHAPTER VI
- GONCLUSION

It is unfartunate that we coula not~wr1te “finis"

%0 ¢ our worh with the wcrdﬁ of mile Faguet closing bhapter
Vs but therQAremain aum@ ramarks tm be made in summary
whlch we feal &re necessary tc preoent concisely our
"viawymiﬁt on Garnier*a us@ of the chorus.

What genaral faats have thus far been aqtablishad?

* {l} Garn&er turned ta &eneca for the structure of his |
plays and for umma deuaxls. In 80 deing he cople&, adapted,
 ‘ar fcund the iﬁaa for many choral paﬁsage& in the worka
 af w@ﬂmﬁﬁ._ (2) Carniﬂr neitb@rkccgied nor adapted many
"passagea,framfthevﬁrgak writers, However, he did know'
the plays'of‘thesé‘writera; (5) In his recognized chef

| &chuvra, Les Juifvas Garnier has demonstrated a use of

the ‘chorus which is clea rly_similgr to that of the Greek
ﬁramatiats.‘ | o | | | }
In our aarlLer ehap%era, we have also summarized
tha purposeg and funcﬁ;ans af the chorus in the Greek
theater and have\laﬁer demcnstrated heww&arnier managed
to devslop an Grigiﬁ&l chorus, the captive Jewlsh women

invLas‘Juifvéé,'Whioh nearly attains the quality'of;a

- Greek chorus. It has been pointed out, moreover, that
Jeneca did not achiéve'camparable excollence in hig

handling of the éhoﬁal elements, '
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Now letkus~disaeet}the choral element and attempt
to yresant it as éimnly as ?oséibie, pointing'out how the
Gr@aks, @enaca and;Garﬂiar handled each aspect we shall
aiseussg A chorus is e group (in some madern dramas,
just one persnn) composed of 1nd1viduals who may or may
not be related to the central aotion, Greek choruses, .
anitha'wﬁale,JWéré intimately related; Seneca's were only
sﬁp@rfieially sa; Garnier's chorus in Leg Julfves was
intimately rélaﬁe&'aﬁa we may sgee beginnings of such |
‘ clasa“rel&ﬁionship in Antigone and gg_zggggg; The chorus
may s@fva theigimpls‘maehaniealfunction of separating |
| acts and acanasvwith choral odes. This is the bvasiec,
.almost emelu31va funatan of the chorus 1n SGnaca, and is
one of the aeveral funat;ons of the chorus in Greek worka
and inkthosa of Garnier. In(ane‘vgry artificial senase,
, &anﬂiar is oloser io Seneca in structure; that isy choral

eﬁas ara usually found separatiag "acts," a division un-

known ta the Greek writers, whose ehoral odes filled

) natural bréaks in the action, ﬁp&rt from the mechanical
‘funetion served by sueh choral odes, there are also a-
number of ﬁramatie and aesthetic runctioﬁs, recognized -
a8 dasirable'in‘areek tragedy and alrsaﬁy.listeﬁ twice

| inrthis paper. It has been also pointed out that the

| Gra@ks far outrankea Seneca in this asﬁect of chorél

technique and that Garnier finaliy attained the Greek
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standard with Les Juifves. Ansther mechanical functions

of the chorus which can be dramatic if well-managed is
that of joinihgfin conversation for vérioua pUrposes,
iThis again is an as@aé%‘in Whioﬁ the Greeks oxcelled. over
ﬁenébé (who used chbrusés in converSatian very infre~-
quently) and 1n which Garnier appraached the Greek
'staaaar&.
s Tha net reault is that had Garnier imitated only
Eeneea, or rather, had he bean inspire& 0nly by Seneca,
his chorusae wculd have be@n exyecta& to fulfill only
‘the aimplg meehanical functian of a curtain between the
acts, Fartunateiy,:daﬁpits his substantial borrowings
from Seneca;‘Gayniér‘did’nat depend upon him primarily
kfcr inapiraﬁxen for ehoral technique. Witherspoon
‘cmrrectly brings out thia faet in ﬁiaaussing Hippolyte,
<Wh10ht in its general plan, is very aimilar to Seneca's
dram&‘of‘thé samé n&me# It is tha choruses in Hippolyte,
g8 in éillﬁﬁrnier‘a‘plays, which show most readily the
'yﬁifﬁgreﬁees’betweén the sty;e of thé two writers,"82
| Considering the fact that Gernierts predecessors

and cpntemparariés in France followed Semeca even more
clogely then aid hé, we are left With the conelusion
. that, though he borrowed véry 1ittle from the Greeks in
the say of actual passages arveveﬁ plot developments, he

‘ was(inapiré& by then to“create choruses that are truly



69

outstanding, so outstanding that theijers‘bne of the
important influences on the Ellzabethan drama in England:

‘The influence of Garnier is especially
noticeable in the arrangement of the chorus.

. The most characteristic features of the plays
whioch followed in the wake of the Countess of
Penbroke's translation of Antonie are the uni-
versel use of rhyms in the choruses, the
variety of verse and metrical forms e g%oyed,

- and the preaaminantly lyriéal motives.*

; }A,Garnier'a influenﬁe howevar, was not felt for a
g very long periaa af time, sines his works were hidden in
the shauuws cast by Garnaille anﬁ Raeine, He is remembered‘,
by sam@ critiea, hawever, for his faltering steps forward:
¥ On nous paraannera ces comparaisons
 .incessantes eﬁ peut-etre torcées: elles
~ n'8tent rien 2 la gloire du grand tragique,
Il /Recine/ a, toujours et partout, corrigé
par_. le g@ﬁt exquis des Grecs, 1ltinfluence de
Séneque, prédominante jusqutalors dans notre
“thé8tre. Jlotre but est de montrer que Garnier
avait déjs commanc@ & entrer dans cette voie,
‘bien que son inexgerianee 1temp@chdt d’appliquer
- une sage mSthode & cette imitaﬁion.
We trust that this study has shown that Garnier
had indeed mnterad "dans cette voie" anﬁ had made some
very &afinite advanees in minimizing the influenoe of
uenaaa by turning to the ureeka far guidance in his

handling of the ehorus.;
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