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PREFACE.

A History of Greek Lit^e^rature has become almost too 
great a task for any single man to accomplish ade
quately. Quite apart from the first absolute requisite 
—a thorough intimac;y with the man^ and various Greek 
authors theihselves—the literature of commentary and 
of criticism has become so vast and complicated that 
it would require a committee of scholars to grasp and 
arrange it completely. This is what the Germans are 
actually doing in various periodicals. Yet it is very 
desirable that younger students should have from a 
single hand some conspectus of Greek Literature as 
a whole, of its life and growth, and of the mutual rela
tions of the authors whom they read in accidental and 
irregular order.

The admirable work of 0. Miiller supplied this want 
in former days; but the last thirty-five years have 
brought so much new matter to light, so man^ new 
controversies have arisen, so much • admirable criticism 
has revolutionised our . old notions, that it became im
perative either to re-edit that work or to replace it. • By 
the aid of the^ learned and careful Donaldson, it had 
been continued (in its Eng^lish version) so as to embrace 
post-classical literature down to the By^zantine age. 
But the study of the A^^e^x^a^r^drian and post-Alex^a^ji-

    
 



vi PREFACE,

drian authors is rightl;y excluded, with very few excep
tions, from our classical education. However valuable 
they may be for their matter, nay, even for their tone 
and sentiment, they are not read ■ as classi^cal^, and there
fore may fairl^y be excluded from a book which professes 
to keep within this limit. Strabo and Poly^t^ius, Pau- 
sanias and Diony^sius, are all most interesting and in
structive, and the last is necessary to any proper 
appreciation of classical oratory. Plutarch and L^ucian 
rank higher, and may be read with pleasure as well as 
proift; but, nevertheless, common consent ' has denied 
them a place among the authors who are studied for 
form. Nay, A^i^istotlc himsellF can only be called a clas
sical author with doubtful propriety, though his great
ness secures him a place in every treatment, even purely 
literary, of his ag^e.

I therefore felt justified in excluding them all, save 
A^i^istotle, from a book intended for younger students, 
though admitting exceptionally a few poets of the later 
age. Those who desire to pursue the fortunes of Greek 
Literature to its close may turn either to the excellent 
skeleton sketch in Mr. Jebb's Primer, or to the third 
and fourth volumes of Nicolai’s Li^l^eratur-C^e^eckichte. 
Indeed, the third volume of Muller’s History (b^y Don
aldson) is quite sufficient for any but very special 
students.

The order in which the authors are placed has been 
adopted after careful consideration, and differs fre
quently ■from that of other books, I will not say that it 
is the best, but will claim the liberty of treating writers 
of the same epoch in the way which I f^nd most conve
nient and suggestive. The method of separating the 
poetry from the prose is now generally adopted by the 
Germans.

    
 



PREFACE. yii

The principle followed in, the writing of the Greek 
names is so far conservative that well-known personages, 
such as ^schylus and Ly^urg^us, are not disguised from 
the reader as A^ischulos and Luk^c^urg^os. These great 
authors have become household names among us, and 
it is better to insist upon their familiar English form 
than to estrange them from us by classical purism. 

in the lesser and more unusual names, I have not 
introduced a k except when the pronunciation was at 
stake : thus I have said Critias, but also Phokylide^s. 
Strange names like Ke^phalos have been kept in their 
original form. Of course opinions will vary as to what 
is a familiar, and what a strange, name. If I have 
erred in my judgement, I am open to correction on a 
point which is really of little importances. I choose to ' 
write rythm on phonetic principles, and wish I had been 
bold enough to write ryme and reto^^ic; but no word is 
so ugly as rhiythm.

The question of obligations to others is more serious, 
as it was impossible to acknowledge them adequatel^y ; 
I have borrowed everything freel^y from everybody, and 
explicit acknowledgments would have largely increased 
the bulk of my book without ever being complete. 
For the .source of suggestion has often escaped me, and 
I may have assumed as my own what had been un- 
consciousl^y borrowed from others. A^g^^^n; those from 
whom I have borrowed most are those who are criticised 
most freely, and facts are often taken from an author in 
order to controvert his own inferences from them. 
constant guides and teachers have been Bernhar<^^y and 
Bergk, in their unfini.shed but masterly Histories of 
Greek L iterature; then for the tragic poets the special 
works of Patin (Zes tragiques grecs) and Klein (Gesch. 
des Dramas) ; for the comedy, besides K^lein, Meineke's

    
 



viii PREFACE.

History and F^agmen^a Comic^^um ; for the orator^s, the 
inestimable Gesch. deir aitischen Beredsamkei^^ of F. Blass, 
and Perrot's Eloquence d'A.tfd^n^es, &.c. For the'historians 
we have as yet no comprehensive monograph beyond 
Nicolai's and Mi^ller's chapters. The special editors 
of the greater authors—Stein, Classen, Breitenbach, 
Sc^henk^I, &c.—and C. Muller in the prefaces to his 
Fragmen^a Historicorum G^^cor^im, have, however, af
forded me ample material, while the various contribu
tions to the knowledge of all the authors in the Philo- 
logi^^, Jahds Jahrbuchery Bursi^ads y^c^^’.r^^sberichi,
the Rheinisches M^eum, and the and
Si^t^^un^gsierichie of the Berlin, L^eipzig, Munich, Dres
den, Gotting^en, Vienna, and other, A^c^s^c^e^mies, have been 
consulted with all the care I could command. But it 
is the vastness of these scattered materials, as well as 
of the many Pr^ogra7Hs and other monographs with 

, which the press of Germany teems, which made the task 
of writing this history seem like the labour of Sisy^f^hus. 
I need not here gather into a list the man^ other works 
cited in my footnotes, from which far more is derived 
than might be inferred from the special citation.

' I quote .throughout from the original 12 vol. edition 
of Grote's History of Gi^eece; in other works, as far as 
possible, from the newest and best editions.

The bibliographical paragraph at the close of the 
treatment of each author does not affect any com- 
plet^eness, but merely indicates to the student the best 
MSS., the pri^nceps, and the handiest new‘editions, as 
well as such intermediate studies on the text as may 
show the amount of interest each author has excited 
among philologist^s.

My friends, Mr. George Macmillan and Mr. 
Keenan (o;f our Lit^r^ary^), have undertaken .the labour of

    
 



preface. Ix

To these

revising the sheets, for which I could spare no adequate • 
leisure without indefinitely^, postponing^ publication ; and 
Mr. Bury has compiled for me the Index, which will 
be found, I believe, thoroughly satisfactory. 
g^entlemen I here tender my sincerest thankj^;

Professor Sayce has put me under still deeper obhi- 
gations by enriching the first volume with a learned 
appendix on the Homeric dialect, in which all the latest 
resea relies have been gat^hered into an admirable ’ .con
spectus. His scepticism concerning Homer is more ad
vanced than • mine, but his learning and his authority 
are so recognised that I regard it as a great honour to 
bave his name associated with my labours.

Trinity Cot.lege, Dublin : March, iSSo.

VOL. i. a

    
 



Errata.

' Vol. I. page 33 line 6, for ‘ Homeric ' read ‘ Homer ' 
”5

211
338

))
»»

ft
»»

354

itt, „ ,,

12 from foot, /or T;ait«atTjKo<i.i' read i^apc<^r>i<^a<rt
2 ,, ,, ,, vv. 398, sq., read vv. 500, sq.
21, for «v<^or, fipQxeoi^ <e read tvi^ooi' /SpoxCto* oe,
13 from foot, for 418 <i.c. read 518 ii.c.

I, y;^>- ‘ Poloponnesian ' reail' Peloponnesian ’ 
e from foot, for' Pl.athen ' reaei ‘ Phaten*

Vol: II. „ 6
,, f 46

„ I42
»>

3 from foot, ‘ Anaximander ' read ‘ Anaximenes'
A,/or ‘ fourth century ' read ' fifth century ’

17 „ 'paaegyrics'read 'paaegyricus'
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GREEK literature-.

CHAPTER I.
i

INTRODUCTION.

§ I. It has been the usual practice with historians of Greek 
Li^t^e^rature to begin with a survey of the character and genius of the 
race, the peculiar features of the language, and the action which 
physical circumstances have produced upon the development 
of a^l these thing;-. In the case of many German books these ' 
discussions are so long and so vague that the student is wearied 
before he arrives at a single fact in literature. It is furthermore 
necessary for the proper understanding of generalities that the 
reader should be intimate with the details which are postponed 
to a later part of the book. »This appears to me so unprac
tical a method that I have abandoned it, and will not attempt^' 
any broad survey of the subject in a work devoted to the dis
cussion of details, except in immei^ii^^, connection with these 
details. In the present day, when so much is taught, and talked, 
and read about Greek history and art and poetry, the readers of 
such a book as this ..c^j^i^not but have enough acquaintance with 
the subject to permit them to dispense with any general intro
duction.
. § 2. When we come to inquire what were the earliest pro,,
ducts’ of Greek L^iterature, we turn of course to Greek poetry,

VOL. I. b

    
 



•2 history of gr]^:ek literature.
for it is a well-known law of human progress, that long 
before the discovery or use of writing, and long before men 
care to read or hear simple prose statements, they delight in 
rythmical song, which strikes their imagination with greater 
force, and is more easily retained in their memory. This may 
be seen among us in the education of children, who pass in a 
few years through successive stages not unlike those of human
ity at large in its progress from mental infancy to mature 
thought. We know that little children can be taught to repeat 
and remember rhymes long before they will listen to the simplest 
story in prose We must therefore expect to f^nd the earliest 
efforts among the Greeks in their poetiy. This is of course 
the case, and the poems of Homer and Hesiod are mani
festly older, even as they stand, than any other books the 
Greeks have left us. For though we should concede to certa.ir* 
modem sceptics that the arrangement, or bringing into large 
unities, of these poems was not completed till pretty late in 
their history—even this extreme theory must admit and re
quire that the mate^-ials of the poems, the short lays from 
which they were put together, are older than any other s|i cies 
of Greek literature. It must .also be admitted that the num
ber and extent of these shorter poems, which may have been 
worked into what we call Homer, was very considerable, and 
that only a very small portion of this literature has been trans
mitted to us.

When, therefore, we go back as far as we can, in our search 
for the earliest specimens of Greek poetry, we find ourselves in 
the presence of a very large body of what is called Epic poetry, 
all of which in early days passed under the name of Homer. 
The noblest and best of this poetry is in the opinion of all 
critics, ancient and modern, the Iliai; a poem of great length, 
bf a dcfinite'plan and purpose, and composed with a perfect 
mastery both of style and language. The characters are pretty 
consistently drawn, and our general impression of the whole 
work suggests (a) that its author was one master hand, using 
both the legends of his people, and his own studies in human 
nature, to produce a dramatic picture not since surpassed 
or perhaps equalled. If this be .so, we may safely assert, that

    
 



GRADUAL GROl^TH OF POETRY. 3

such a piece of work cannot be the first hesitating attempt of 
any people, however gifted, at literary composition.

But throughout the various shorter episodes of which the 
Iliad may be composed, there is such a harmony in the drawing 
of the various heroes who appear on the scene, that (1}) even if' 
one great master did not sketch them all, they must have been 
recognised types, which had long since assumed a definite and 
fixed shape for a school or series of poets, each of whom was 
able to express this type with adequate consistency. E^i^ther 
theory implies long and gradual preparation, many lesser 
attempts which have failed, and many faulty pictures which have 
disappeared, because they departed from the once fixed and re- 

■ cognised features of known characters.
§ 3. The ambitious and elaborate structure of these epics 

will clearly appear when we come to discuss them more 
|fiu.ly in detail. It is here sufficient to insist that such com
positions can. in no wise represent the first attempts' of the 
nation to frame a literature. In all the other fine arts, which 
the Greeks cultivated with equal success, they began with rude 
and even childish efforts, which possessed no beauty, and were 
evidently the work of artists who had as yet obtained but 
little control over the material with which they worked. We • 
have still remaining archaic specimens of architecture and of 
sculpture, which strike us as almost ludicrous j nor do the 
various accounts of early painting and music handed down to us 
leave a shadow of doubt that these arts went through a similarly 
gradual development. The use of harmony in music was a 
late discovery, after many generations had been content with 
an .accompaniment played note* for note with the voice. The 
laws of perspective were not made out and introduced' into 
painting until the exigencies of theatrical scene-painting had re
acted upon the higher branches of the art. Thus everywhere 
in the history of Greek culture we find the same rude begin
nings and gradual growth in grace and power. It is only a 
false and random metaphor when older critics speak of epic 
poetry springing like Athene full grown and in panoply from 
the brain of a single Hc^me^r^.

p 2

    
 



4 HISTORY OF GRE^EK LITERATURE.

§ 4. But if the, Iliad is far too great and too perfect for a 
fi^st attempt in literature, its • vast superiority over what went 
before is, on the other hand, the main cause of our being so badly 
informed.' about earlier and ruder efforts. When any people are 
feeling their way in art, it is but natural that the first work of 
real genius should eclipse and supersede all its rivals, so as to 

, become the model for succeeding ages. The great popu
larity and thorough nationality of Homer not only made him 
supplant earlier epics, but even made epic poetry supplant the 
earlier and simpler forms of poetry which had existed among 
the peo;^Ie; and so for some centuries in Greek Literature we 
hear o^ nothing but epic poets, hexameter verse, and legendary 
subjects.

§ 5. Yet there can be no doubt that the earliest forms of 
song among the Greeks, as among all other people, were not 
epic but lyric. The very L^i^nus song mentioned by Homer, 
and the choral .dances accompanied by singing, as well as the 
vintage songs, and other such national poetry—all these were 1 
distinctly of a lyric character. There is no reason to believe 
that these, though eclipsed by the splendour of epic poetry, ever 
ceased to exist, and we must rather conceive that the feelings 
of the common people satisfied themselves in these songs, 
while the nobles sat in state at their feasts, and even paid 
a bard to compose and recite' the praise of gods and men.

• But it was not till this more artificial and -elaborate school had 
. worked itsel^lf out along with the society which produced and 
fostered it, it was not till the old aristocracies and kingdoms had 
broken down, and the epic poets became shallow and pedantic, 
that the lyric instincts began to assert themselves in literature. 
Then it was that great men went back to the people, who 
alone can originate a really fresh and lasting current in poetry, 
and borrowed from them the various forms of iambic, elegiac, 
and lyric proper which form the so-called lyric age of poetry in 
Greece^.

It is a great and general mistake to set down this lyric | 
poetry as the invention or product of a later age ; it is merely 
the revival, and the drawing from obscurity, of the oldest 
form of Greek national song, modified and varied no doubt by

    
 



PERIODICAL RETURNS TO FOLK-SONG. 5 

literary genius, but wit^i its root deep-set in the hearts of the 
people.!

When in process of time this lyric poetry became in its turn 
frigid and over-wrought, when it passed into the pay of despots 
or Olympic vict^^rs, and the people felt the want of some more 
national literature, the great poets of A^thensrggain went back 
to the people. They adopted from the rude meny^-makings olS 
Dionysus and the boisterous vintage-feasts the popular elements^! 
of dramatic poetry, which when ennobled by the heritage of) 
epic and lyric forms took its place as t^ie last and perhaps the 
greatest branch in the rich growth of Greek national life. For 
from t^iis day onward, and with a reading public, a national efface
ment and decay, a political ruin, a social decadence made parti
cularism and not nationalism the feature of Greek poetry. Yet 
even when the centre of gravity of Greek culture had passed 
from Hellas to the East, Tl^ci^ciitus and his school found in j 

Sskii^^an pastoral life a pure vein of gold, which has made | 

his bucolics, written among the bookworms of the sandhills 
of Egypt, an independent and fresh development in Greek ■ 
I^i^ter^ature. These songs had existed in the uplands of Sicily, as • 
we know, for centuries. They had attracted the genius of the 
g^reat Stesichorus, who had treated some of their pastoral stories 
with his elaborate art. But the day of bucolic poetry had not 
come, or rather the great lyric outburst was just then carrying 1 
with it all the higher spirits of the nation.; and so the attempt 
of Stesichorus, though known and approved, did not find any • 
fc^llc^w^^r^s.

§ 6. This brief sketch of the periods of Greek poetry is 
drawn here only so far as to make it appear that all the so- 
called new kinds of verse, all the revolutions in taste which are 
so definite and plainly dated in Greek literary history, were 
simply reversions to the only true and pure source of inspiration 
in old .days—the untutored songs of the people. It is in the

• This reasonable theory, based on the nature of things, anc^- supported 
by good scholars, such as Theodor Bergk, is rejected by Bernhardy (Hist. 
Lit. vol. ii. pp. 576, 589, 602) merely because he thinks our posi^ve 
evidence for it insufficient. I feel bound to note his disapproval, though it 
does not shake my conviction. ■

    
 



6 ' HIST^OR Y OF GREEK I^^T^E^RA TU^^E,.

nature of any cultivated school of poetry to grow gradually 
more laboured and artificial, until at last it' ceases to appeal to- 
the public taste, and becomes a mere exercise and amusement 
for -the student and .for learned audiences. This was plainly 
the case with the later'epic poets who were called Cyclical, and 
whose laboured accounlts^^ the wars of gods, giants, and by
gone men, roused the ire and fed the satire of Xenophanes 
and his contemporaries.. It is perhaps not so easily proved, 
and will not be so readily admitted, that the lyric poetry of 
Pindar and Simonides, which was eclipsed by the rise of 
tragic poetry, showed plaiii. traces of the same defects. The 
epitaphs of Simonides' are indeed very beautiful, clear, and 
devoted to great national subjects ; but these can hardly be 
called a separate school of poetry, and were written withj^iqual 
beauty and efiTec^ti by many poets not exclusively lyric. What 
really damaged the national position of Simonides, with all his 
merits, was the feeling th^tt he was a poet for pay—a poet of 
courts and despots, at a time when courts and despots were 
rapidly passing out of all favour and becoming the objects of 
a great national hate. The poetry of Pindar laboured under 
the same disadvantages. He celebrated, indeed, victories at 
the national games, but celebrated them for pay, and was 
ready to write for pay in honour ofanybody—of Sicilian tyrants 

or C^c^iT^nl^hian courtesans. There was, -moreover, strongly- 
marked in Pindar's poetry another quality, .^whch we do not 
meet in the extant fragments of Simonides, and'which heralds 
the decadence of lyric poetry—I mean that obscurity and 
elaborate richness which made him.' quite unintelligible to 
the masses. Literary men studied him, and admired him for 
these bold and daring flights ; but the mass of.the Greek public 
had forgotten him and laid him aside in the very next genera
tion, as we hear from Cratinus. , Of course lyric poetry could 
not die in a moment ; but even as epic poetry had been 

transformed rather than destroyed in the odes of Stesichorus 
and Pindar, and in the dialogues of tragedy, so lyric poetry • 
passed into the humbler sphere of being the handmaid of the 
drama, and filling up the gaps in the action of the piece. 
Whatever purely lyrical drama and dithyrambs existed were

    
 



LATER LITERARY REVIVAL'S. ''I

never successful, and have left only faint traces in the history 
of literature. . . • . ..

§ 7. The later fortunes and decay of tragedy, which occurred 
in a very advanced civilisation and among, a reading public, are 
a more complicated history. When the majority of people begin 
to read, poetry loses its hold upon the public, and the prose 
writer, who composes jvith greater ' simplicity and less labour,- 
at last obtains an advantage over his rival the poet, who is put 
into competition \^ith all the .older poets now - circulating 
among a more learned public. It is' here sufficient to repeat, 
as an additional illustration of the principle, that although in 
the Alexandrine epoch there were learned and even brilliant 
imitation.s . -of, al} species of old Greek poe^try—the epics of 
Apoll^onius, the elegiacs of Callimachus, the .lyrics of a false 
Anacreon, the tragedies of the^.-Pleiad—one kind only of the 
varied products of that wonderfully prolifiie and greatly under- 

*•'rated age has held its place among all the erities and admirers 

of pure Greek, poetry.. This is the bucolic poetry of Theoc^i^itus, 
imitated, ppt from earjier literature, but from the people's songs, 
from the shepherds' pipe -.i^nd ditty, from the fresh .feelings of 
untutored hearts. It is indeed beyond the scope of the presen't 

' work, but it is worthy of suggestion, that the history of the fine 
arts generally, ,nay even the political history of the world, shows 
perpet^ial examples of the s^jne principle. The tendency of 
all human invention is to become conventional, then cramped, 
and then effete.. It is to he revived only by breaking with 
venerable traditions, and^- going ■back to ^attire, to natural men 
and natural thing^s>, for new. inspiration.

    
 



,8 HISTORY OF GREEK LITERATURE.

CHAPTER II.

THE TRACES OF POETRY BEFORE HOMER.

§ 8. When we endeavour to discover the preliminary stages 
through which Greek poetry reached the perfect condition 
which produced the great epics, we find ourselves reduced to 
doubtful inferences and conject^ures. The Homeric poems 
themselves tell us almost nothing on the subject. Apart 
from ■ the two bards in the Odyssey—Demodocus at the 
Phseacian court, and Phemius among the suitors—who are dis
tinctly epic singers of the same style and class as the author or 
authors of our remaining epics, we have only an allusion to 
one person, Thamyris, and to various choral songs of a lyric 
kind, sung at marriages and vintage scenes, or on other occasions 
of great grief or joy. We have also several earlier legends men
tioned in such a way as to suggest that they had already been 
treated by bards such as Phemius and D.f^e^odocus.

§ 9. The facts which may with certainty be inferred from 
these allusions are: (i) that poets were common before the com
position even of the Iliad, or oldest of the poems ; (2) that 
the earlier poems were both lyric and epic in char^i^i^^i* j and (3) 
that there existed a feeling of rivalry, if not regular contests, in 

poetry. These latter are indeed openly asserted to have taken 
place in the old account of the contest between Homer and 
Hesiod, but are implied also in the reference to Thamyris 
(B 594),’ ‘who boasted that he would conquer even were the 
Muses, the daughters of Zeus, to contend against him; but 
they in anger made him blind (mipbv), and took away his

i The books of the Iliad are indicated in capitals, those of the Odyssey
in small letters.

    
 



HERODOTUS ON EARLY GREEK POETRY. 9

•^<^(dlike song, and caused him to forget his cunning upon the 
lute.'

This famous passage occ^urs, it is true, in the Ca^talogue, 
which is perhaps the most suspicious part of the Iliad. But, 
on the other hand, it occurs in the account of the- forces of 
Nestor from Pylus, and there is evidence that many other 
poetic legends were in vogue about this kingdom—legends- 
perpetually cited in the reminiscences of the aged Nestor him
self, whose very age seems to imply that he had been the sub
ject of earlier ballads. This justifies the opinion that the men
tion of Tha^myris * is really old, and points to the age before the 
composition of the Iliad. But, unfortunately, there is no hint 
as to the nature of his poetry. We cannot tell whether he com
posed lyric pieces such as the old dirges and marriage-songs, or 
whether he was an epic singer like Demodocus, or whether, 
again, he was an author of that early religious poetry, which 
Was by later writers ascribed to the age before Hc^mer^.

After the days of Herodotus, we hear constantly of this 
religious poetry, which was of a mystical or symbolical cha
racter, and certainly of a very different type from the worldly 
Homer. But as to its antiquity, our authorities are not 
ver^ encouraging. The first and most important is Herodotus, 
who says in a famous passage (ii. 50-4) in which he dis
cusses the origin and names of the Hellenic gods : * Whence 
the gods severally sprang, whether or not they had existed from 
all eternity, what for^ns they bore—these are questions of which 
the Greeks knew nothing till the other day, so to speak. For 
Homer and Hesiod were the first to compose Theog^onies, 
and give the gods their epithets, to allot to them their several 
•^Iffices and occupations, and describe their forms ; and they 
lived about 400 years before my time, and not more, as I 
believe. As for the poets who are thought by some to be 
-^jarlier than these, they are, in my judgment, decidedly later.’ 
And- he adds pre^^i^ntjy: ‘ What I have said of Homer and 
Hesiod is my own opinion, and not borrowed from the 
priestesses of Dodona.’ ,

I should consider this judgment as to the relative age of the

* Also called Th^a^myras, especially in a comedy of A^ntiphanes.
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old Orphic and other religious poems (to which he cleanly 
alludes) as of the greatest weight, were it not evident that 
H^rod^c^tus is here sustaining a favourite theory of his own, viz. 
that almost all the Greek religion, and especially all the mystic 
part of it, was borrowed from Egypt. Thus he says (ii. 8i) : 
* Here their (the'Egyptian) practice resembles the rites which are 
called Bacchic and Orphic, but which are in reality Egy^ptian and 
Pyth^go:^i^£^n; ' and it was a necessary part of this theory that 
these rites, and the poems belonging to them, should not be very 
ancient. I do not, therefore, think that the sceptical judgment 
of Herodotus, which he, with his usual honesty, confesses to be 
a peculiar opinion of his own, can be here decisive.* The fre
quent poetical allusions of Euripides to a collection of Orphic 
poems of pious and philosophic import can, on the other hand, 
afford no secure evidence of their antiquity, for we know that the 
school of Onomacritus, in the sixth century b.c,, added con
siderably to the old religious poems, if it did not forge them 
wholesale. But the very fact of the forging of the name of 
Orpheus, Musteus, and ' others proves clearly the antiquity 
of these names, and that the poetry ascribed to them was 
of a character quite different from that of the Epos. The very 
frequent allusions of Plato, on the other hand, who even in 
three places quotes the words of Orpheus,^ show clearly that he 
accepted Orpheus and Musseus, whom he usually co-ordinates, 
as ancient masters of religious song, and on a par with Homer
and Hesiod. This general acceptance of Orpheus as a real per
sonage, w^th no less frequent suspicions as to the genuineness 
of the current Orphic books, appears in other Greek writers ; 
e.g. Aristotlie^ cites the so-called Orphic poems, just as he ekes- 
the so-called Pythagorean books. Apart from these casual 
all^usions, our really explicit authorities are the antiquaries of

* We might just as well accept the almost unanimous verdict of older 
tradition, and- believe the Greek face to be autochthonous, and their civili
sation perfectly orijgnn^l; whereas their eastern origin can be clearly de- 
mo^trated, quite apart from the discoveries of Herodotus and his school, 
from the surer evidence of architecture and the plastic arts, and from the^- 
results of comparative l.i^ng^uistic.

2 Crat. 402 B, Phileb. 66 C, Legg. 669 D.
* Di Attima, i. 5, 410 b ; and elsewhere.
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later days, to whom we owe almost all the definite knowledge 
we possess. P^usanias, in particular, not only speaks constantly 
of these poets, but refers to some of their hymns, which he 
had heard, and it is he and Strabo who afford us the materials 
for constructing a general theory about them.

§ lo. It is remarkable that the two races which tradition 
consistently asserts to have been the first civilisers of Greece 
are known in history as barbarians—the Pelasgi and the Thra
cians. Herodotus (i. 57) found remnants of the Pelasgi still 
living at Creston, Scylace and Placia, and he characterises their 
language as that of barbarians. The savagery of the T^hracians 
was proverbial all through Hellenic history, and yet among the 
various obscure and doubtful statements of the legends, these 
are the only neighbouring peoples of which we can affirm with 
tolerable .certainty that they were the forerunners of the Hellenes- 
jn culture. With the Pelasgi we are not much concerned. 
They were great builders and great reclaimers of land. They 
settled all over Greece, and especially in such rich plains as 
those of T^hessaly and of Argos. But their literary character 
is nowhere attested. Nor have we remaining any certain trace 
of their language, save the words A^rgos and La^rissa, which 
(as interpreted to mean plain and J^ortress) point to these very 
tastes. They seem to h^ve been a peace-loving, quiet people ; 
and if they built everywhere great forts, such as was the 
Pelasgic ring wall of the Ac^ropolis at Athens, they were not, 
like the Leleges or Minyans, famed for pillage and war. 
They must have been a settled and agricultural race, opposed 
to the roving pirates, whom they doubtless dreaded.

One fact connected with literature, and one only, may be 
traced to them. It was they who received from the Phcenicians- 
the letters of the alphabet, adapted from the Egyptian hieratic 
character by these traders. The varying appellations of Cad- 
mean, P^f^tenicia^n^, and Pelasgic letters seem clearly to attest this. 
Despite Herodotus’ condemnation of their language, t^ey were 
doubtless of Aryan dest^i^i^t'; and ope thing' is clear, that the 
change of Greece from its Pelasgic to its Hellenic state was no

* ^^mile Bumouf believes them to have been akin to the present Alba
nians, whom later invasions have reinstated in many parts of Greece.

    
 



12 ■ HISTORY OF. GREEK .LITERA^T^U^^E:.

sudden revolution or conquest, but a gradual absorption of the 
old^etr and weaker in the new. The most venerable elements in 
the Hellenic religion were adopted from them, and there is no 
nobler invocation in the Iliad than that of Achilles to the old 
Pelasgic Zeus of Dodona that ruled in the heaven^.' This ap
peal agrees well with the interesting notice of Herodotus, that 
they worshipped their gods, but without names or divers 
functions, in simple and silent adoration. Hence it came that' 
they were reverenced by the Romans for their religion.

§ n. The legends about the Thracians are of quitea different 
order. This rema:rkable people appear from the notices of the 
Iliad to have been allied rather to the Phrygians than to the 
western Greeks. The Phrygians have been proved from thg 
•^jitant words of the language to be' not only Aryans, but Aryans 
of the European bra^c^h; and thus we can conceive an'e^arly 
culture among the great Phrygio-Thracian tribes extending to 
the borders of Th^essaly. However this may be, we hear of a 
school of Thracian minstrels, of whom Orpheus is the best 
known name, which is assiociated with the district of Pieria—a 
region not very clearly defined, and apparently moving gradually 
^oothwa^i^^, till we find it about the slopes of Mount Olympus.’

These singers were specially devoted to the worship of the 
Muses—three goddesses who are always associated with wells 
and water-springs, and who were the special patronesses and 
inspirers of poetry.’ There are traces of these Thracian bards

' Cf. II 233. ZeS &va, A^(^^tfyate, neXafryiKe, rafwi/,
AuSdviis pttieuv Stvx^(;ltepou k.t.X.

* It has been well pointed out by many scholars that the legendary 
Thracians of Attica and the historical Thracians have nothing in common, 
and that not impossibly the mythical Thracians were pure Ionian Greeks 
(cf. Petersen in Ersch und Grubi^jTs Encyclop. vol. lxxxv. p. 271); at all 
events, they were a distinct people, with a distinct religion and polity.

s The names for them at Helicon were, in Pausania^’ day, /vitjif, 
a^nd aod^b]; at Delphi, according to Plutarch, b^iiT'ii, fieaii, and 
from the principal strings of the lyre. The three Charites of Orchomenus 
seem to correspond to them (Paus. ix. 35). In lat<^i^days the number was 
nine, and the names quite different. Bergk absurdly s^^gests the Lydian 
4ui)v = water, as the origin of Movtra, which is rathet^sjeon^-yo, and con- 
necti^cl with the root of tuav^n.
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down through the mountains of Phocis to Delphi and round 
about Parnas^i^^; and still more certainly are they, and with 
them the worship of the Muses, associated with the northern * 
slopes of Helic^on. There is no- range through all Greece so 
rich in springs and tumbling brooks as the northern slopes of 
Helicon, and men might well imagine it a favourite abode of god
desses, who loved this most speaking voice in nature. It is here 
that the author of the Thcogoj^-y, ascribed to Hesiod—possibly 
Hesiod hims(^jlf—fixes their abode, when he calls them to-come 
from Pieria at the opening of his didactic poem. The estab
lishment of the worship of the Muses, which the Thracian school 
had introduced from Pieria, is perfectly demonstrated by its 
persistence up to the days of Hesiod, and the so-called 
didactic and genealogical epics.

Attic legends seem to indicate that the Th^racians were not 
mere singers, and that they sought to extend their influence 
'.itill further. The legend of the war of Eumolpus, the Thracian 
warrior, king and bard, against Erechtheus, king of A^thens, im
plies that the Thracians extended their power from the slopes 
of Helicon across the glades and gorges of Cit^h^seron to its last 
spur—the citadel of Eleusis. This approach so threatened- 
A^t^hens, that the legends represent Erechtheus engaged in a 
desperate struggle with Eumolpus, and victorious only by 
the aid of human sacrifices—the voluntary death of his own 
daughters. This legend, now glorified by Mr. Swinburne’s 
splendid drama, may have real facts underlying it; and it is, in 
any case, in consonance with the other hints collected by Strabo 
and Pausanias. Certain it is that the mysteries of Demeter 
and Persephone, celebrated by the Athenians at Eleusis all 
through history, were under the special direction of the clan of 
the ^umc^lf^i^c^se, who professed to trace their origin to this 
Th^racian ancestor. His name, like that of Musseus, shows 
clearly enough his connection with the old worship of the 
Muses, and their poetic inspiration.

§ 12. Our oldest direct evidence for Orpheus is the fact that, 
in Peisistratus’ day his name was sufficiently venerable to produce 
and protect extensive forgeries ; but it is probable that Hera- 
cleitus, who could hardly have been deceived by Onomacritus,
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believed not only in Orpheus, but in some of the extant writings 
attributed to him.* The mention of his poems by Pausanias is 
very interesting. ‘Whoever,’ says he, ‘has made a critical 
study of poetry, knows that the hymns of Orpheus are each 
c^c^mposed in the briefest form, and are altogether very few in 
number. The (an Attic clan) know them and sing
them in accompaniment to the ceremonies (of the mysteries).

elegance they would rank second after the hymns of Hosmer, 
at any rate, but they are more highly honoured than these on 
ac^count of their religious spirit.’ In another place (i. 14, 3), 
he distinctly rejects poems attributed to Orpheus, and doubtfully 
to Musaeus. This Musaeus was supposed to have-been a pupil 
or successor to Orpheus.

There are other names which Pausanias considers still 
older—Linus, the personification of the Linus song mentioned 
by Homer, and from early times identified more or less with the 
Adonis song of the Phoenicians and the Maneros of the Egyp
tians. After Linus came the Lycian Olen, the oldest composer of 
Greek hymns known (Paus. ix. 27, 2), whose style was adopted 
by Orpheus, and also by Pamphos, the oldest hymn-poet among 
the At^henians. A hymn of this Pamphos to Eros was sung at 
the mysteries by the Lyc^o^n^ic^Ee, along with those of Orpheus. 
Several of his hymns are referred to by Pausanias. With the 
old Delphic contests in music and poetry were connected 
Chry^sothemis, Philammon, and his son Thamyris, who were 
said to be the first three victors recorded at these contests. 
Orpheus and Musaeus were distinctly reported to have ab
stained from contending, as being of too great fame, and also 
connected with a different worship.® The names of Bakis and

* Bergk calls attention to Euripides’ Alcestis (v. 967) and the scholia. 
Cf. for the following statement, Pausanias, ix. 30, 12.

1 The various, ^^lations or genealogies of these poets referred to by 
Pausanias, Di^odorus, and Suidas are ir^^i^oncilable, and are, indeed, not 
worth reconciling. Some called Thamyris the eighth poet before Homer, 
some the sixth. Charops, Ciagrus, Orpheus, Musseus, Eumolpus, Philam- 
mon, 'Thamyris, is one suggested order. The object of these legends is 
va^i^m: first, to account for the transference of the mysteries and their 
poetical rites from Thrace to Athe^^; secondly, to bring the Delphic o^cle
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Lycus were known as the authors of antique oracles, all of them 
probably spurious. This only is to be observed about the old 
responses of the Delphic oracle, that while the extant rhetra 
of Lycurgus seems to be literally an oracular response in the 
Delphic dialect, we are told that the hexameter verse was first 
invented at Delphi, either by Phemonoe, the first priestess, 
or by Olen, when he founded the prophetic shrine.

This inquiry into the poetry of the Greeks before 
Homer leads us to some ver^ natural and some very strange 
results. In the f^rst place, no educated Greek, except perhaps 
He^i^odo^tus, seems to have denied the existence of poems, far 
less of poets, anterior to Homer. The tradition about these 
poets is all the more trustworthy, because they are not 
represented in any sense as forerunners of Homer. For, in 
the second place, all ■ the poems attributed to these men' 
were either lyrical or ora^ull^r; they were all short, and they 
were all strictly religious.* In these features they contrasted 
broadly with the epic school of Homer. Even the hexame
ter metre seems not to have been used in these old hymns, and 
was called a new invention of the Delphic priestess. Still 
further, the majority of these hymns is connected with mys
teries apparently ignored by Homer, or with the worship of 
Dionysus, which he hardly knew.

§ 13. Indeed the Homeric poems seem to ignore all Pelas
gian religion (save in a single appeal to Zeus); they seem to' 
ignore the Thracian bards and their Muse-worsl^iip; they speak 
of the rich shrine of Delphi without even naming an oracle. It 
is therefore plain that if these early bards were really the 
forerunners of Homer in time, they can in nowise be called 
his teachers or forerunners in poetry. He seems to start from 
quite a fresh commencement, like Archilochus, 'like Hischylus, 
like Theo^r^i^tus, and to start up among a people who knew 
poetry, but of a different sort.

What, then, were the real beginnings of Epic poetry, and 
who prepared the way for the great Iliad as we have it ? To 

—really a different religion—into relation with theim; and, lastly, to satisfy 
the universal desire of bringing great men of old into near relationship.

’ Thus of Thamyris Suidas says (sub vi^c.) : lypat/e <cal ^ctfitra.
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this question we can only answer by a probable theory, which now 
indeed has been accepted by many competent critics, which is ■ 
however not based directly on positive facts, but on reasonable 
inferences. The hexameter verse was consistently attributed 
to the Delphic priests, who were said to have invented and 

, used it in oracles. In other words, it was first used in religious 
poetry. If we examine its structure, as opposed to the shorter 
and more varied lyric measures, it is evidently composed and 
intended for sustained narrative, and for poems of consider
able length. There is no doubt that the priests did com
pose such works for the purpose of teaching the attributes 
and adventures of the gods, and bringing into harmony the 
various local myths concerning them. These genealogies of 
the gods were called Theogonies, and we have still under the. 
name of Hesiod a poem of this class, which, though later 
than Heimer, appears to have been composed upon a far earlier 
model, and affords an example of these didactic religious 
works. It may be that the earlier lyric hymns contained short 
descriptions, such as we find them—an epic element—in the 
remains of Pindar and Stesicho^n^is; but the superior evenness 
and calm of the hexameter must soon have made this species 
of verse generally preferred for narrative purposes.

§ 14. With the gods were closely connected the heroes, 
who ruled over the tribes in these old feudal days, and it was 
impossible to treat of the descendants of the gods without record
ing the legends of older days in the history of the nation. So 
the genealogies and acts of demigods and of men came to be 
treated in connection with the Theogonies of the priests. 
Such old genealogical epics were said to have sur^ved long 
among the Pelepen^nesians. But the secular element gradually 
made way, especially among the luxurious and worldly lonia^ns, 
and a class of bards who were not priests began to treat the 
histories of the heroes and their adventures, in fact, the 
avlptiv 1 of Hosmer, which delighted the Ionic chiefs and, their

* This phrase—the acts of renowned men—seems almost a technical one. 
Achilles (1189) deiSt S’ avPipay, in his tent, evidently older hero^^;
so again, v. 524, ovtio ml tSv i-piiadzy eirevdti/ieOa k.t.A. Again
(®73)> MoStr’ &p’ &)t!bov avpmv auSe/ievat K\ea aySpHij and so Hesiod,
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courts. Thus epic poetry, from having been purely religious, 
became purely secular. After having treated men and heroes 
in subordination to the gods, it came to treat the gods in rela
tion to men. Indeed it may be said of Homer, that in the image 
of man created he God.1 The statement of Herodotus, that 
Homer and Hesiod—the poet of adventure and the genealogist 
—made the religion of the Greeks, and assigned to the gods their 
epithets .and functions, is apparently true, and full of impc^i^t.^

We must take care not to understand him as if these poems 
had created or even commenced this transformation. It is 
plain enough that Homer and Hesiod represent, both theo
logically and socially, the d^ose of a long epoch, and not the 
youth of the Greek world, as some have supposed. The real 
signification of many myths is lost to them, and so is t^ie im
port of most of the names and titles of the elder gods, which 
are archaic and strange, while the subordinate personages gene- 
bally have purely Greek names. Such epithets as A^rgeiphontes, 
Tritoge^teeia, and P^^iR^mmeides (laughter-loving) seem purely tra
ditional; indeed, the latter is wrongly interpreted by Hesiod 
(Thcog. 198) from /xiid^ia. Speculations about these words were 
common in the Boeotian school. Some picturesque epithets, 
such as vvZ, 6o)i, which seem to indicate the first surprise of 
northern tribes at the rapid sunsets in southern Greece, may be 
also traditional, and derived from old hieratic poetry.

But in Homer's time the whole character of popular 

Theog. 99, who shows the combination of the gods and heroes in this sort 
of poetry,

avritp &0(S2»s 
MovirawV Sep'dirav K\eia srpoTt^iaut' 
i^/tvl^trp paxapas r^e 6eoUs ai ''OKvpnrov Hcovcriv.

Cf. also the Hymn to Del. Apollo, i6o. These passages are collected by 
Bergk, littir^at^tn^i^^schichte, i. p. 347.

1 Cf. A^ristotle, P^ol. i. 1 (p. 1252 b) for this oft-repeated idea.
2 Bernhardy (Hist. Lit. ii. I, 78) cautions us against exaggerating the 

words of Herodotus so as to comprise the whole religion of the Greeks. 
He believes that real faith and religious feeling were strong in the race, and 
kept up by cults, and by simple prayer and devotion, very generally. It 
was the combination of plastic art with epic poetry which made the mytho
logical notions of Homer and Hesiod so prominent.

VOL. 1. C
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religion had become altered and humj^i^ij^e^d; the wars, and ad
ventures, and passions of men had become the centre of interest 
among the poets. We must not imagine that the older and 
simpler religion wholly disappeared. As the common people 
went on singing their Linus and lalemus, and jesting at their 
marriage and vintage feasts, so schools of priests and didactic 
bards kept up the old genealogical epics about the gods and 
their human de.scendants,, especially in the poorer Pelopon
nesus, and in Bceotia, wliile the rich and prosperous lonians 

revelled in the glories of Homer. But so strongly was the 
predominance of the Ionic epos felt, that the Ionic dialect 
was universally adopted in didactic poem:;; and genealogical 
poems, nay, even the responses of the Delphic oracle, were 
composed in this dialect, which was widely different from most 
of those spoken in Greece proper^.

The great brilliancy of Homer has completely eclipsed, all 
the earlier stages of the Epos. He alludes to many stories 
which appear to have been treated before him in shorter lays ; 
he speaks of the hunt of Calydon, of the exploits of Nestor, of 
the labours of Heracles, of the good ship Argo, as well known ; 
he alludes to the wars of the gods, and cites a Catalogue of 
famous women. It may be well not to conclude this preli
minary sketch without noting these epic subjects referred to in 
the Iliad and Odyssey, as well ,as the chief popular songs 
which Homer mentions, and which have left some traces even 
in historical times.

§ 15. Taking the Iliad separately, as the older of the poems, 
and therefore furnishing the clearest evidence as to what earlier 
epic lays must have existed, we find a considerable body of 
stories mentioned in such a way as to make it extremely pro
bable that they were no mere current popular tales, but had 
been poetically treated. This is surely the case with the 
legends of the wars and conflicts among the gods in A 396 sq., 
E 380 sq., Z 130 sq., 0 xo sq. Some of these are conflicts for 
supremacy among the go<^^; others are quarrels about or with 
men. Both are quite foreign to popular poetry, and show the 
influence of a school of priests or theologians who were rapidly 

becoming secular. The actual battle of the gods in $ is a speci-
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men of this sort of work. There is less obvious, but still dis
tinct mention of genealogical epics in 2 38 sq. and & 201,246. 
But the great mass of legends alluded to are the adventures of 
earlier heroes, such as Tj^d^eus, Meleager, Heracles, and Beller- 
oph(^n; as well as of celebrated wars, such as those with the 
Amazons and Centaurs. Inhere are even earlier legends about 
heroes at the Ti^ojan war presupposed, as is the case with 
A^c^hilles and Hector among those present, and Philoctetes and 
Protesilaus, among those absent or dead. Even should it be 
held that some of these were mere current talk, preserved 
among the people as oft-told tales, yet such is the number of 
them, and such the character of some of them, that no fair 
critic could possibly deny the existence of a large number of 
shorter lays of an epic character earlier t^ian the Iliad, and 
even presupposed by it.

§ 16. Let us pass to the popular poems alluded to in the 
same way. Euripides, who was something of an antiquary, 
tdnws a picture of women at the loom, like Calypso and Circe 
in the Odyssey, singing epic lays to the sound of the plying 
shuttle.* In his day no such custom existed ; whether he is 
correct in drawing this picture, we cannot now teU; he is 
certainly the best authority we could have in his own time.

As Linus and Ihlemus were afterwards personified as sons 
of the Muses, the subjects of sad ditties sung on various occa
sions among the people, so H^J^n^(^E^8eus was the personified 
marriage song, of which we find distinct mention in Homer.2 
All these were evidently choral performances, accompanied by 
pipes and harps, as well as by a dancing chorus of youths, and.

oSt’ ^jri K<tpiil<riv,

lliiov eiTVxlas 
de68rir rexva Bvtvrois,

says his chorus (Ion, v. 506). And again, v. 196 of the same play,

Sr ipaim pv-
irapk

2 The scholiast on 2 570 gives the following specimen of the Linus
C 2
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the last was sung during the procession Of the bride to her new- 
home. So the Threnus or funeral' di^’ge seems a choral song, 
but with solos interspersed, as may be inferred from the de
scriptions. in the last books of the Iliad and Odyssey. Hecuba, 
Helen, 'and Andromache each mak<^' a separate lament over the 
body of Hector, and this seems an expansion of the simpler 
and shorter acc^G^u^r^t.‘ In the Odyssey' the nine Muses lead 

song, which has been variously emended and restored. I quote it accord
ing to Bergk's version (Fragg. Lyr. p. 1297)—

& Aire sr5<^( Ootmr
aol yap tS<aKav 

To&Tj pteXos ai^OpiiTTi^nriv 
<j^tavais Aryvpais aetoraf

■ i^nitfOs Si k6t< O avatpel,
■ ' MoVi^at 8e ire Opifiomriv. „

Probab^;/ the dialect of this song has been considerably modernised, but the 
^^tre seems very primitive, and is probably that from which the hexa
meter w^ formed. The lines vary in pairs, and may be called paramiacs, 
x^ir, -better, dactylic, with 01 without an anacrusis, thus : m | _v^.
Leaving out the first anacrusis, we find that each pair of these lines, with 
at times the slightest alteration, can form an hexameter. This origin- 
would also account for the importance of the strong ernsura in he.xameters, 
which was, in fact, the old point of junction of sepajate lines. We have 
frag^nents of Hj^menmal hymns by Sappho (Fragg. 91 sq., Bergk), of 
which the first may possibly be an imitation of the old popular form :— •

Si rb p.4Ka9p\

iippi^-re iuSpie,

^dp^l^pos ipyerai fobs "Apevi
’Yp^vaov 

VrSpos pe’^dA.ia vf/iv liellar
'Ypijraov.

Here the metre is - apparently the same as in the Linus song. It is not 
probable that the beautiful chorus of Euripides’ P^I^c^etkon, beginning

is meant for a hymenmus, it seems rather an ode to Aphrodite. This 
would- most appropriately be sung by the chorus, while the real procession 
was supposed to have gone to the bridegroom's house.

,■ * A 720 : irapd S tTaav ioiSous,
Op^vwv tyd^^ovs, Olre arovieaaav doiSiiv ' 

^^uir &p’ eOpTi^ieov, iui arevCxovTo yuvatnei..
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the T^hrenus, supported by the Nereids. If we are to trust the 
descriptions of the Iliad, the Threnus was not ■ a fixed formula, 
but a rehearsal of the virtues of the dead—a form of lament 
common to alme^Jst all ages and nations. But of course the 
epic poet must have modified the original metre, which can 
hardly have been hexameter.

The rest of the fragments of that Greek popular poetry 
which may have been in vogue before Homer, but which is not 
actually'mentioned in the poems, will be better discussed in 

. connection with rhe' origin of lyric poetry. The comic or 
lighter poems ascribed to Homer, such as the Margitcs and 

which show peculiarities in metre and style of great 
interest, will' be treated after the Homeric hymns. Enough 
has here been quoted to prove the widespread practice of da^ic- 
ing and playing together with lyric singing, partly religious, 
like the paean of .supplication or of victory,’ partly secular, such ■ 

■ . as war-dances and dances at feasts. We have also shown theI ll > ( ,
almost certain existence of shorter epics, both heroic and 
genealogical. Such were the conditions of literature from W^^ch 
Homer or the Homeric poems sprang.

i A TX
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CHAPTER III.

THE HOMERIC POEMS.—HISTORY OF THEIR TRANSMISSION 
FROM THE EARLIEST DAYS.—EDITIONS, SCHOLIA,. ETC.

$ 17. The first great problem which meets us when we ap
proach this subject is that of the origin and composition of the 
Hc^meric poems. Was this wonderful species of Greek litera
ture created by the transcendent genius of a single man, or 
was it the outgrowth of a series of lesser meh and ‘lesser 
poems? Is Homer a real and historical person, or is*he only 
the imaginary author to whose single genius was ascribed the 
combined excellence of many men, together 'with the organis
ing and combining talent of later hands? Were the Iliad 
and Odyssey handed down from prehistoric days substantially 
in the form which they now present, and did the arrangers 

of Solon’s and later days only restore the 
original order, or were the elements of these works lying in 
their original disorder and confusion when Onomacritus, or 
Tl^e^E^g^e^nes, or Antimachus brought them into unity, thus 
creating an Iliad and an Odyssey which had never before 
existed ?

This is the first great problem on which an historian of 
Greek literature must make up his mind. It is not to be 
expected that he will now be able to discover a new theory, 
seeing that all possible hypotheses have already been suggested. 
It is not to be expected that he will reconcile the majority of 
scholars, who, having long since compromised themselves by 
declaring for various solutions, will not desire, or indeed be 
able, to shake off their long-adopted and cherished convictions. 
But what is fairly to be demanded from him is a critical esti
mate of the controversy up to its latest stage, and a survey of
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how much certainty has been attained, and how much doubt" 
still remains, in the present state of Homeric controversy. 
Nor is it fair to the student that this survey should be con- 
eluded without the critic's venturing to express • his own convic
tions on the subject. '

Perhaps the best way of approaching these complicated and 
difficult problems is, in the first instance, to dispose of the 
external history of the poems.

§ 18. We need but cast a passing glance at the legends 
current among the Greeks about Homer as a person, and as 
the author of the great epics. It is quite certain that the ex
tant lives of Homer, attributed to He^rodotus and to Plutarch, 
have no authority, ^nd that even the most critical inquirers 
of an earlier age^ could find out nothing trustworthy about 
him.1 The very name of the poet has been variously explained, 
and has given rise to long controversies. The older mean

' 1 ings of hostage, or blind have given way before the
theory that the name is somehow compounded with bji-ov. 
Welcker suggested and dpw, i^ the sense of ‘ connector of 
lays.' Upon this G. Curtius observes that the root «p had 
originally an intransitive sense, so t^iat with this derivation t^ie 
word would mean the ‘bond of union,' or centre-point of the 
legends.2

1 See the critical discussion of these lives, eight in number, in Senge- 
busch's Hom. D>iss. pr^or, pp. I sq. Four are -^i^i^i^^ymous, another attri
buted to Porphyry, and one of the fullest is in Suidas' L.exi^con. None of 
them seems to be older than the age of A^ugfustus, and some of them are cer
tainly as late as the 2nd century A.D. That attributed to Plutarch (who 
had really written upon •Homer) is not more genuine than that ascribed to 
Herodotus. The extant b.y>v, or contest of Homer and Hesiod, though it 
may preserve old legends, mentions Hadrian, and is therefore not prior to 
his reign. Modern critics refer its origin to Al^^iida^mas.

2 But, su Senge^e^^sch ar^d on^eris ol^^eovi^^ rhes t^eriv^trc^n iwc^nld hnpli^ 
among ^^ol^ians and Dorionn a form '‘Opdpos, which never occum. All the 
Doric citations agree in the form "Op-npos. This seemn to show that the ori
ginal form was not "Opd^pos, but '?0iiepos oT"Op^a^pos, and this not formed from 
dpov and etpio (which would give as pialcctical forms "Optpos and "Opcppos), 
but from 6pov, with a mere suffix, in the scnnc of ‘the harmonious.' This 
is the PcrivotIon preferred by Diintzer and Scns^chunch. Upon this theory 
it may be Identifiep with the ’Oui^puros, and the more celebrated @ip,vpis,
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§19. The .still wider controversies as to the age and the 
birthplace of the poet were idle and resultless, till new light 
came to be thrown upon the causes of the variations among 
the ancients, first by the researches of Carl Muller, and more 
recently by Sengebusch. We will consider the dates first. 
T^^ese may be fairly divided into those of conjecture, and 
those of tradition. Thus, among the former, Crates placed 
Homer 60 years after the Trojan war ; Philochorus 180 years ; 
Era^l^osthenes 240 years ; others in Archilochus’ or Lycurgus’ 
times. Muller was the first to show that in these chronological 
speculations the learned Greeks used astronomical cycles, par
ticularly that of sixty solar years, which corresponded to sixty- 
three lunar. Hence the apparently precise number of years post 
Troica merely mean the number of cycles, or multiples of sixty, 
which were supposed to have elapsed, of which the seventh co
incided with Lycurgus, and the eighth with Archilochus.

These speculations were, however, suggested by the tra- 
• ditional dates asserted in sundry towns, which laid claim to 

have been the poet’s birthplace or residence, and the dates vary 
from the Athenian tradition, which places him at the supposed 
time of the Ionic migration (circ. 1043 b.c.), to the Cretan, 
which places him in the days of Thaletas (625 b.c.). The par
ticular dates variously assigned during this period by the cities 
are shown with great probability to be determined by genealo
gical if. not by astronomical reasons. In the genealogies pre

served by the Ionic clans or gentes in the Asiatic towns, the 
generation was specified in which Homer was born. Three 
generations were allowed for a century. Hence the Colopho
nians placed his birth at Colophon, 132 years before the first 
Oly^mpiad ; the first year of which, being included, makes up 
four generations. The 400 years which Herodotus (cf. above, 
p. 9) mentions as the interval between himself and Homer 
means twelve generations, perhaps in the genealogies of the 
Samians, to which he attached great importance. We thus 
obtain a logical reason for the apparent precision in the num
bers of the years assigned as the dates of Homer’s birth.

who are mentioned as related to the poet. The whole matter is carefully 
argued by Sengebusch (Diss. Hom. prior, pp. 89-100).
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§ 20. How shall we account for the extraordinary diverg
ence of place and of date? From a careful comparison of 
these legends Sengebusch was led to the important result 
that they severally note the establishing of a Homeric school 
of rhapsodes in the various cities, and from this evidence 
he endeavours to construct a history of the spread of epic 
schools of poetry through Greece. Thus, starting from 
the tradition of the Athenians, which Aristarchus adopted 
(possibly from Theagenes), that Homer was an Athenian, he 
holds him, or his poetry, to have migrated with the Ionic 
settlers, first to the island of Ios (according to the tradition of 
that people), then to Smyrna, at the time when the K^y^mteans 
sent a colony there. These earliest notices may possibly 
refer to a personal Homer. The traditions of the Chians, 
Co^i^o^p^ho^nians, Samians, Milesians, as well as of the Cyprians, 
Cret^ans, and Lacc^c^temonians, he interprets as simply the 
recollection of the first settlement of epic schools—that of 
Crete by Tha^i^et^a^s. When poems with local allusions (such as 
the Chian Hymn to Apollo) came to be composed by suc
ceeding poets, these allusions were ascribed to the original 
Hosmer, and his birthplace asserted in accordance with them. 
It is a remarkable corroboration of this theory, that the suc
cessive dates assigned by the various towns correspond to 
the natural spread of the Ionic race in the Eastern Levant— 
Cj^f^rus and Crete being the latest points (with the latest 
b‘a^<ad;it::^i^!al dat<^^); Ios and Smyrna the earliest, and directly 

to the Athenian date, which asserts Homer to have 
.gone out with the Ionic migration.

§ 21. There are many traces that the poems early attained 
a great and widespread reputation. Midas, king of Phrygia, and 
Gyges, king of Lydia, who lived shortly after the year 700 b.c., 
are said to have patronised Greek rhapsodists at their courts, as 
we hear from Nicolaus of Damascus. But whatever doubts 
rnay be entertained about these kings, it is probable that the 
prominent place given to Lycian, Rhodian, and Cretan heroes 
points to recitation in these countries, a long way from the 
original home of the poems. The enumeration in the Cata- 
logius of Rhodes, Cos, and other adjoining islands, on the
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Greek side, though their situation would naturally place them 
with the Mysian cities, among the allies of the Trojans, is a 
clear evidence how strong an interest was taken in the poems 
by the chiefs of these islands. This far-n^j^^hing influence is 
also proved by the adoption of both metre and dialect of the 
Ionic epos by the Delphic oracle, and by the Boeotian school of 
H^esiod. It is further proved by the consistent avoidance of 
Homer’s subjects in the cyclic poems, or by other epic composers, 
who flourished during an epoch reaching back from Solon’s 
day for a long period. Lastly, the legend that Lyc^urgus brought 
the poems to Sparta, though perhaps a mere copy of the more 
authentic stories of Solon’s care to preserve them, points to the 
belief that they were early known and prized in the Pelo
ponnesus. This is corroborated by Herodotus’ stor^ (v. 67), 
that Cleisthenes forbad poetic contests in reciting Hom'er at 
Sicyon, on account of the prominence the poet had given to 
Argos. The chest of Cypselus, an old work of art described 
by Pa^usanias, had among its pictures scenes from both Iliad 
and Odyssey.

§ 22. The first difficulty which arises, if we admit this 
early date for the composition of the Iliad, is to account for its 
preservation and transmission up to the time of Solon, who 
began that careful study of the old epics which was con
tinued by Peisistratus and Hipparchus, and to which we 
doubtless owe the present form and completeness of both 
Iliad and Ody^ssey. It was believed in old times that both 
poems were written down by Heimer, and then transcribed and 
preserved by schools of rhapsodists. This opinion was ex
ploded as soon as any close criticism was brought to bear upon 
them, and has never been maintained since Wol^s refutation, till 
resuscitated by Bergk, who endeavours to prove that writing, 
even general writing, was much older in Greece than has been 
supposed, and, though he still maintains that the composition * 
of a great epic such as the Iliad is impossible without writing,

* I am convinced that it is rather the than the transmission
of the great epics which postulates the use of letters. It is the planning 
and executing the structure, not the remembering of it, which seems almost 
u^ttainable without writing.

    
 



EARLY SPECIMENS OF GREEK WRITING. 27 

holds that it probably marks the very time when this instrument 
of literature first came into use, and was applied to perpetuate- 
the passing thoughts of men. But when he fixes this epoch as - 
the tenth century b.c., we may well hesitate and wonder, in spite 
of the ingenuity of his arguments. He has indeed established 
one thing, or rather recent discoveries have established one ■ 
thing, that the first common use of writing was generally fixed at 
too late a date. An inscription scrawled by Greek mer
cenaries under Psamatichus, in Upper Egypt, has proved that 
some of this class i could write easily about the year 600 b.c. 
—probably fifty years sooner.2

This discovery makes it almost certain that the Homeric 
poems were, or could have been, written down 3 about 700 b.c.,' 
and thus they may have been preserved orally only for a very 
short time. The analogy of early French and German epics is - 
quoted to prove that even when writing exists and is known, 
very long poems are preserved and recited orally without seek
ing aid from this invention. But there existed in t^ie early 
Middle Ages a severance between the bard and the literary 
classes quite foreign to Greek life, and I am convinced that the 
rhapsodists did not delay to seize the advantage offered to 
them.

§ 23. As to the oral preservation and transmission before - 
the art of writing, many scholars have cited cases of extraor
dinary memory in bards and strolling minstrels, and there

1 It is usual to say * even such hirelings ’ could then write ; and this 
argument is employed both by Bergk and Professor Geddes to argute a wide 
and therefore not recent diffusion of writing. Both of them forget that it 
was'often the highest classes—exiled nobles like A.1<^!eus and A^r^timenidas 
—who served as mercenaries, and on account of their literary talents, which , 
raised up enemies against them at home. Indeed, at no epoch of Greek 
history did the higher classes despise mercenary service.

2 This depends upon whether we take the Psammetichus then reigning, 
to be the first or the second of the name. Cf. ^i^irch^hoff, St^tdien zutr Gesch. 
des griech. Alphabets.

3 The reader who desires to see this question more fully discussed ma^’ 
consult my articles in Macmillan's Magazine for October 1878, and 
February i879> with Mr. Paley’s ^^ply and my rejoinder in the succeeding: 
numbers.
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is no impossibility in the Iliad or Odyssey having been so 
preserved, especially by such schools or guilds of rhapsodists as 
certainly existed in Greece. In fact, in addition to Creophylus 
of Samos and Cj^n^eethus of Chios, both of whom are men
tioned as friends of Hosmer, or early preservers of his poetry, 
the main source 'of early traditions about Homer seems to be 
among the clan of H^o^m^e^i^idse, at Chios, who claimed him as 
their founder, and who recited his epics through Greece. In 
the Hymn to the Delian Apollo one of these bards speaks of 
himself, and we know of contests being held among them, 
such as are described in the alleged contest between Homer 
and Hesiod. So little difficulty, indeed, does there appear to 
have been in preserving the poems, that a quantity of epic 
songs came down to historical times along with the Iliad and 
Odyssey, and was even generally referred to Homer, ilntil a 
more critical taste separated the wheat from the chaff, and 
acknowledged the two great poems only. And not only were 

, there many additional poems, and many additions made within 
the poems by the rhapsodists, but owing to the fact that they 
were usually recited in cantos or separate unities, they were 
remembered in fragments, and these fragments handed down 
in loose and uncertain order.

§ 24. Thus we must conceive isomer as reaching the first 
literary epoch in Greece in some such condition. With the 
studies of Solon, and the foundation of the greatness of Athens, 
a new stage begins in the history of the poems. There seems 

■little doubt of the fact, hinted at by Pausanias and Plutarch, but 
explicitly stated only in late scholia—that not only did Peisis- 
tratus and his son Hipparchus take every pains to circulate the 
old epics, by establishing or encouraging musical and poetical 
contests, at which T^ec^i^t^ations took place, but that there was 
even a sort of literary commission appointed to re-arrange and 
edit the poems.' This commission consisted of Orpheus of

1 Mr. D. B. Monro has communicated to me privately his dou'bts about 
the whole story, which he regards as a late fabrication. I acknowledge the 
frequent absurdities of our accounts, which mix up Zenodotus and A^ristar- 
chus with Peisistratus, but still I shall believe in there being an authentic 
tradition, until he gives us his disprooif in a more explicit form.
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Croton, Zopyrus of Heraclea, Onomacritus of A^fhens, and of a 
fourth, whose name is not to be made out, owing to a corrup
tion of the text of the scholion. No doubt these men did very 
important work, but what work they did is not easy to 
discover. It is asserted that the version or edition of the 
poems which they sanctioned rapidly superseded all othei^r;; 
that it was the archetype from which the well-known city 
editions were long afterwards copied, and we know ,that these 
were the oldest and most trustworthy materials which the 
Alex^andrine critics used. At the same time, we have distinct 
tradition that Onomacritus, apparently for political purposes, 
interpolated lines of his own, and this raises a suspicion that 
the commission may have handled the great epics with some
what reckless hands.

§ 25. There are modem critics who think that to Onoma
critus we owe the whole unity and structure of the great epics, 

had never been before united, and that ne not only 
brought together the separate lays, but welded them together 
artistically, so as to produce the poems as we now have them. 
This opinion, which must be discussed at greater length here
after, is, in the first place, in distinct conflict with our tradition, 
which states that he restor^^ unity to the poems which had 
been so composed, but separated and corrupted by recitation.* 
There are also clear evidences of a conservative spirit in the , 
old arrangers of the Iliad and Odysi^f^jy; for they left in the 
poems a number of repetitions and inconsistencies, which.

* It is reported (Diog. Laert. i. 57, and Plato's Hipparch. 228 B) that 
Solon ordered the poems to be recited by the rhapsodes fiiroj^oAi^jr and

These expressions are anything but clear to us, and have 
afforded the Germans scope for endless discussions. It results, I think, 
from the researches of Nitzsch that £iroj3oAl) means probably a text, 01 ' 
authoritative list of lays, to which the rhapsodists were ordered to adhere. 
’E£ £aroAi)^ews is by no means so clear, but is fairly explained by Bemhardy 
as implying fixed divisions or lays in the poems, which were to be sung 
entire, and each of which was matched against other similar divisions in 
the contests. Perhaps it does not differ materi^^Hy from the other phrase, 
with which it is not, I think, used in common (cf. Sengebusch, ii. p. iii). 
Of the older divisions traceable in the poems I will speak by and by ^^f, 
Bergk, p. 496).
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they could have easily removed, had they intended to produce 
a new and harmonious whole. What is more important, there 
is no attempt traceable to interfere with the:'. Homeric gods, and 
to substitute for them . a more moral and philosophic religion 3 
still less any allusion to the Orphic ideas and mysteries, which 
had in Onomacritus’ day become very prevalent in Greece. 
T^h^ere is also no attempt to magnify the glories of A^thens. It 
may be held certain that changes in this direction could not 
but have been attempted, had the commission of Peisistratus 
not confined themselves to arranging and sifting extant 
mate^iia^ls. This, then, was the earliest literary criticism on 
the Iliad and Odyssey, and al^ the rhapsodising of the poems 
of which we are told was at Athens, and in connection with 
this edition, though it was merely the continuance of an old 
and widespread fashion. .

There seems little doubt that the early critics did not 
confine themselves to the Iliad and Odyssey, but embraced 
all the cyclic epics which were at that time, or perhaps after 
that time, indiscriminately ascribed to Homer.’ > It is pro
bable that the commission did not attempt any critical sever
ance of the wheat from the chaff, and that in the course 
of succeeding studies these inferior poems were condemned 
one after another to lose their high claims to the name of 
Heimer.

§ 26. Thus the gradual sifting of the large body of old epic 
poetry appears to have begun by the gathering and ordering 
of all the materials by Onomacritus. In the next genera
tion Theagenes of Rhegium was the first professedly critical 
writer' about the Iliad whom the Greeks knew. Then 
comes Stesimbrotus of Thasos, towards the latter half of the

’ The list given by Suidas shows to what extent this was done,: 
&va<j>fpe'rat Se ets aVrbv &Wa Ttva voi-^fuvra' 'Apafovia, ’IAias ptupa,
Ndcr^ot, ’ET^tKixXfSes, ’HfieiraKros ’'1^0^1x1^01, Wvl^|3l^^f^<lo^o|^<^^ia, ’Apa^-
pi^/pa^la, Tspavi^ipa^ia, Kept^ipeis, 'Ap^UiiapiOov TJiaiyvio, 2(KeAfas
OXotris, ’ZmO^^^pta, KVicKos, "Ypvoi, Kimpta. . Of these some are completely 
unknown, and none have maintained their claim even in old Greek days. 

It does not include the Margites, which was acknowledged genuine by 
A^ristotle.
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f^fth century b.c. ; and he again is followed by his pupil 
A^rtimachus of Colophon, during the Peloponnesian war—him
self an unsuccessful epic poet, but the critical editor of a 
text of H^c^mer. Thus every generation since Solon had.i^t^s 
Homeric studies. Indeed, at the time of the middle comedy 
these critics were so prominent as to be ridiculed upon the 
stage. We know that Aristotle discussed the poems, and
i.s even said to have prepared ‘a special edition for Alexander. 
The copy thus prepared was carried in a precious Persian 
casket, and hence known as t) s-k vapdtji^oe. The quotations 
from Homer to be found through Aristotle are numerous, and 
differ remar^kably from our texts, while those made by Plato 
are according to our texts. Ammonius wrote a book about 
Plato’s citations, and yet all the critics are silent about Aris
totle’s text, which had been lost when the school of Alexandria 

I |l^egan its labours. But there remain fragments of his six 
books of problems about Ht^mer, and his school busied them
selves with these questions also. We f^nd that Aristotle used 
a worse text, and was a worse Homeric critic, than Plato.

The series of Attic editors and critics concludes with 
Demetrius Phalereus, who wrote on both the epics.

§ 27. In addition to the professed criticisms on the text, 
which were not many, there were endless allusions to, and 
discussions about, Homer all through the course of Greek 
history. i. (a) Among the early Hesiod, though in
tentionally silent about the Ionic epic,i was noted in the scholia 
as implying in many places a knowledge of the Iliad. 2 Similar 
allusions are found to Archiloc^hus, Aleman, Stesichorus, in fact, 
in all the older poets. Simonides of Ceos seems the earliest who 
mentioned Homer himself as distinguished from his poems.3 
He also seems to refer the Theban cycle of poems to Ho^me^r. 
El^<^<chyl^des is quoted as referring Homer’s . birthplace , to Ios. 
Pindar calls him both a Chian and a Smym^jean, and comments 
on the morality of his praise of Odysseus. He furthermore

i I agree with Sengebusch (ii. 11) that the three passages in which he 
is supposed to mention Homer are spurious.

* Twenty places are cited by Sengebusch, D. H. ii. 8.
s He calls him a Chian poet, quoti^jg Z 146. . ’ ‘
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seems to have referred the Cypria to Heimer. (/3) As regards 
the tragic poets, not only did yEschylus profess his tragedies 
to be morsels (-£po^x»?) from the mighty banquets of Homer, 
but Sophocles ‘copied the Odyssey in many dramas,' and 

- his vulgar admirers were wont to call him the tragic Homer.
(y) Passing on to satyric and comic poetry, we still have the- 
Cyclops of Euripides, many Homeric titles of other satyric 
dramas from' 71E;chylus, and the rest, and indeed the Margites- 
is named in the Poetics ds the direct forerunner of comecly. 
T^his is especially true of the middle comedy, in which types of 
character were ridiculed. The learned epics of the fourth 
century b.c. will be considered hereafter.

2. (a) Tae ern^ly lor'ogl'c^^ogrSp wro wrote ro^i^ch <^ic go^nege 
logies, were often cited by after critics both for differing on such 
points from Homer, and also for their pedigrees of Homer and 
the other ancient poets. (/3) The allusions to Homer in Hero- " 
dotus and Thucydides are frequent and highly interesting. On 
the whole, Herodotus seems the more critical, os he rejects the- 
Cypria, while Thucydides accepts the Hymn to the Delian 
Apollo, though well disposed to reject the legends of ‘the 
old poets.' It is also to be remarked that their references show 
considerable var-iations from the present text. It is discussed 
by Greek grammarians and by Germans whether Herodotus or 
T^hucydides resembled Homer more closely in style and tone 
of thought—a ridiculous debate, seeing that Herodotus was 
both by temper and by -^(^i^ication steeped in epic poetry and 
ways of thinking, to which Thucydides was in most respects 

antagonistic. Both these authors, however, as they treated 
a definite portion of later history, only mention Homer inci
dentally. (y) Later historians, such as Ephorus, who gave a 
general history of Greece from the earliest times, naturally paid 
him more attention.

3. All thle t^iilp^opihsrs e^rsreerbligi^d f^o ct^nsidnr Home^o 
as the sdurcb of the popular- notions, not only in theoldgy 
and in mdral‘,,■ but also in physics. They may be divided 
bithbr into opponetnts of Homer, as an immoral and false tbache^r,. 
which was the dpinidn of Hbraclbitus, Xendphanbs, Pythagoras 
and Plat^o; or allegorising interpreters, such as Anaxagoras, 
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Metrodorus of L^a^mpsacus, and Democritus, the last being 
the author of the earliest Homeriic.g^/^j^i^flT)'. The Homeric style- 
and language of Plato, and his constant citation of the author 
whom he banishes from his Republic, has excited much attention 
from critics. It would almost seem t^iat Aristarchus had Plato's 
very copy of Homeric before him, so accurately do Plato's 
citations agree with the final A^lexandrian text. Antisthenes the 
Cynic, whose style and tastes were by no means so poetical, 
wrote, a number of tracts on special Homeric points, and indeed 
Plato's attack on Homer gave rise to a controversial literature.^ 
The special studies of the Stoics, Cleanthes and Chrysippus, 
were developed by the school of Pergamus, which adopted their 
views. Aristotle's studies on Homer, which were various, led 
the way for a whole series of Peripatetic commentators.

4. I will but add a word on the Sophists, who constantly 
used Homeric subjects for declamation, and from whom we still 
possess E^tc^omia of Helen; there are also allusions to Apolo-

I I gies for Paris, Encomia on Polyphemus, and other paradoxes.
5. Among the orators, Demosthenes, like every great Greek 

writer, is said to have imitated Hosmer, but we see less Homeric 
influence in his than in I^y^urgus' and ZEschines' speeches, 
both of whom cite passages, though with considerable variants- 
from our texts.

This mere skeleton of the facts shows how constant and 
familiar was the reading of Homer in classical days. We 
might as well attempt to enumerate the biblical phrases and 
influences in our own standard English autho^rs.

§ 28. Such were the preliminary studies on Homer when he- 
passed into the hands of Zenodotus at A^l^exand^r^ia. While 
he found many city editions, and private texts representing
recensions like that of E^hianus,2 as well as many additional 
essays or problems, such as those of A^ntimachus or Aristotle,

• Cf. the titles cited by Sengebusch, Diss. Hom. prior, p. 119.
2 It may be inferred that critics of this period, and even Apollc^nius. 

Rhodius and A^ratus, of Alex^andrian days, were very reckless in correct
ing the text. Timon the Sillograph is said to have told Ai^at^uS, when the ■ 
latter asked his advice to procure a good text, that he would do so, tl rots^- 

' apxaiois ivriy^patpots ivruyx^d^voi, icd /ut) rots ijSij Sti^pOa^ptyots (Diog. laert 
ix.-6).

VOL. I. D

    
 



34 HISTORY OF GREEK LITERATURE CH. m. 

we can hardly say that much thorough criticism, had been 
done before his day. The grammatical or philological side 
was probably quite obscured by the philosophical and moral, 
and lines or books were rejected rather as being unworthy 
of the great poet than as violating epic usage or the tra
ditions of the old epic dialect. For we must remember 
that Hosmer, especially after the rejection of the inferior works 
once attributed to him, became literally the Bible of the Greeks. 
All religion and philosophy were supposed to be contained in his 
poe^m^s^j and of course, when men were determined to find these 
things, they easily found them. As Seneca tells us, some made 
him a Stoic, some a Peripatetic, some an Epicurean, some 
even discovered hi^ * to be the father of the Sceptics. Never

. theless the good homely orthodox Greeks of earlier days had 
attached all their moral teaching of youth to the examples arid 
advices given in the Iliad and Odyssey.

A good deal of adverse criticism had been expended upon 
this way of looking at Homer by Plato, in the wake of Hera- 
cleitus, Xenophanes, and others; but of these Zoilus, a rhetorician 
of the fourth century b.c., the pupil of Socrates and said to be 
a teacher of Demosthenes, has gained the chief notoriety. 
This was because he did not recog^nise, like Plato, the poetic 
excellence of the poems, but attacked them a^j^tl^i^l^j^ically. and 
even grammatically, as well as morally. He wrote nine books 
against Heimer. His name might probably have been forgot
ten, but for the fancy of some R^oman emperors, such as 
Caligula and afterwards Hadrian, for depreciating Homer. 
Of course they revived and favoured whatever adverse criticism 

'could be discovered. But it may fairly be said that, except 
the work of Zoilus, which was probably more a rhetorical 
e-xercise than a serious attempt to . destroy Homer's in^uence,^ 
all the criticism which was handed down to the school of 
Alexandria was rather troublesome from its centittent pane
gyric, and even superstitieus reverence for Hosmer, than in- 
st^^ti^-e from its severity or justice.

* Diog. Laert. ix. 71.
j evetia., ko! tv rols ironiTats

tSchol. K. 274)-
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§ 29. It seems that the -Al^exandrian critics, when they came 
to sift all these materials, and were unable to reach back even 
so far as Peisistratus, laid most stress on the old et^^^ions, of 
which seven city editions were then extant,* and seven tar 

or recensions by individual scholars, which had been 
prepared from the recension of Onomacritus. It would be 
most interesting to know at what exact time during the present, 
periiod these copies were taken. Seeing that epical recitation • 
went otil of fashion when lyric and dramatic poetry was de
veloped, and seeing 'that these copies were thought older and 
better than those of the earliest critics, they cannot have been 
later than the middle of the fifth cent^iry b.c., and possibly 
somewhat earlier.

§ 30. When we speak of the Alexandrian critics we almost 
exclude the poets, such as Philetas, Aratus, Apollonius Rhodius, 
&c., and confiqe ourselves strictly to the grammarians, who 

! t^rought the accumulated treasures of the great library to bear 
upon the study of the text of Heimer. It may indeed be said 
that all philology among the Greeks, all textual and grammatical 
criticism, arose from the desire to purify and to understand the 
text of Homer, and then of other old poets.

The glories of the great school of Alexandria cluster about 
three names—the successive leaders of the school, the two latter 
each rivalling and opposing his master. .Zenoi^<^l^i^!5 2 was the first 
who rajectad as spurious all but the Iliad and Odyssey, and

An edition in those days meant a single official copy, preserved by 
authority, from which private copies were made. The civic editions were 
thc^. Massaliotic, Sinopic, Chian, Cyprian, Argive, Cretan, and /Eolic 
(Lesbian). The four first were Ionic, the rest /Eolic. The Massaliotic is 
far most frequently quoted (twenty-nine times), the Chian next (fifleen 
times). The jEolic editions see^n to have been specially intended to pre
serve the Ionic dialect of the poems among an yEolic population. The 
quotations from these do not give us a very high idea of them, nor, indeed, 
were the private editions much better, that of A^n^timachus being noted for 
wild conjectures. Ne^c:i^theless, Aiistarchus seems never to have opposed 
them, when they all agreed (cf. Sengebusch, Diss. Hom. prior, 185-^200).

s He was an Ephesian, and flourished 30^-250 B.c. The second 
Ptolemy made him librarian at Alexandria, and he undertook the task of 
critically revising the epic and lyric poets.

D 2
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undertook a thorough revision of the text, which attained such a 
reputation that' it soon obscured all others. We unfortunately 
know hardly anything of his work, and what we know is from the 
criticisms of his successors. * It seems probable that he had 
before him no sufficient materials, or suff^icient preliminary dis
cussion, to afford a really clear and scientific method of esta
blishing the text He therefore was guided partly by o^i^t^t^i^ltical 
and moral considerations, partly by a love of archaisms and rare 
forms. He seems to have laid special stress on Ionic forms, if 
we may judge from the occasional references to him in the 

‘ scholia. But he rejected and altered with great boldness, and 
so incurred the grave censure of his successor's.

Before proceeding further we may notice that one of his 
pupils, Hellanicus, revived the doctrine of an unknown Xenon, ■ 
and asserted the separate authorship of the Odyssey. This 
was the natural and logical outcome of the criticism which had 
abjudicated the Cyclic poems successively, and we may well 
wonder that this final step had not been taken long before. 
Hellanicus appears to have had a following—the x^ptfovrec 
(Separatists'), and their view might have prevailed but for the 
determined hostility of A^ristarchus, who crushed it completely 
till the present century. It is now accepted by the majority of 
critics.

§ 31, The famous successor and pupil of Zenodotus, Aris
tophanes (of By^z^ntium), re-edited Homer from a more con
servative as well as critical point of view. Here again we can 

' only speak from the hints left us by the criticisms of Ari^st^archus.
He checked the boldness of Zenodotus in rejections and 
alterations, and based his labours on a careful comparative 
study of all the best texts, especially the city texts, which were 
then being acquired for the A^^^ex^a^ndrian library. Though

* His critical edition first separated the poems into books, noted by the 
letters of the alphabet. He first used the obelus, to distinguish sus
picious lines, whereas the manifestly spurious were ejected. These pro
ceedings are respect^^vely called and rb obS'e ypi^av. He also
published a glossary of obscure Homeric words, and a computation of the 
days of the action of the poems, of which a fragment is published by 
l^a^climann (Bctrachtimgm, p. 90).
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defended' by his pupil Callistratus against t^ie attacks of Arist
archus, he did not maintain his ground, and we must deeply 
regret that the labours of so careful and candid a writer have 
been almost totally lost to us.* Thirdly comes Arista^rchus, 
a sort of king or infallible guide to later grammarians, ' whose 
opinions were adopted by the scholiasts even when they were 
aware, as they tell us, that Zenodotus or Aristophanes appeared 
more reasonable. -

§ 32. A^ristarchus was not only a remarkable critical scholar, 
but must have been a man of strong and commanding person- ' 
ality, that swayed all those who came in contact with him. He 
again edited the Homeric poems as well as the principal lyric 
and dramatic authors, and besides these editions published 
commentaries {vnofivi^jjara) and dissertations (auyypaft/iara). 
Moreover, his oral lectures were attended by a crowd of eager 
hearers. Thus even the unwritten opinions of Aristarchus, 
taken down by his numerous pupils, became widely known. 
He analysed carefully the epic use of words and phrases as 
well as the epic forms of the myths, and based most of his 
rejections from the text on the violation of these criteria. He 
indicated his opinions by a famous series of critical marks, 
which are preserved to us in the old Marcian MS. at Venice.2

* He rejected the end of the Odyssey from ij/ 297, and used-the stigme 
and antisigma, as well as the Kepavviov, T", to mark a spurious passage, 
whereas Aiiistarchus preferred to append an obelus to each line. But his 
g^lossary seems to have been of peculiar value, and he seems also to have 
composed a formal commentary on Homer.

2 They were as follows : (i) Zenodotus' obelus,—, a sign univc^;ally ac
cepted from, the terrible gramm.arian as a mark of spuriousness, and com 
monly to be found in the margin of German texts now-a-days. (2) 
Leogoras'. diple, !- (called Smhii KaSapd, or iircpiu^TiKTSs), used rather for 
exposition, or to show a line which told against the Separatists, or an 

or an Attic construction ; in Aristarchus' second edition it seems 
^0 have called attention to the notes of the earlier editions. (3) The 
dollied (irepiKTit^fp^y-n) diple, », to denote the variants from the edition of 
Zenodotus, and afterwards from that of Crates also. (4) The asterisk, , 
to mark the genuine verses, in case of repetitions, whereas the re
jected duplicates were marked with both asterisk and obelus. (5) The 
antis^gma and the stigme, !) and ., were used to mark repetitions of the 
same idea.' It seems that A^rista^-chus' earlier edition was accompanied by
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Inhere is great difference of opinion as to the real merits of 
A^iistarchus. Some of the Germans are disposed to raise him 
above all Hc^meric critics and submit to his authority absolutely. 
Others, such as Buttmann, think he was a pretentious and 
shallow critic, if , not an impostor. As he has simply supersieded 
all the older texts, so that all we know of Hosmer, saving stray 
quotations, comes from his recension, we have not suff^icient 
materials to judge him. If we may form a conjecture from the 
extreme arrogance of the man and his absolute dogmatism, 
we shall not be disposed to rate him too highly; and though he 
certainly surpassed most men in real grammatical knowledge 
and familiarity with epic diction, it is to be feared that he was 
often led by traditional reasons, and even by mere caprice, in 
default of, or in opposition to, solid grounds. On one question 
certainly he seems to me to have shown great prejudice—his 
rejection of the Separatist theory. He based this, we are told, 
on no more sustainable argument than supposed anticipations 
of the Odyssey which he found in the Iliad, as well as on the 
admitted discrepancies within the Iliad itself, and on these 
points he wrote a special treatise.

All three critics were too straitly bound by tradition to 
venture on the theory of large interpolations in the text, if we 

^except the sound judgment of Aristophanes, that the end of the 
Odyssey from 297 was added by another hand. They con
tented themselves with frequent rejection ofwhat they considered 
spurious lines—in all 1160 were thus rejected—and this is 
commonly called athetising (adsriiv). But possibly A^r^istarchus 
did this too often, rejecting the genuine, and sparing the 
spurious. Constant reference to his opinion is preserved in the 
Venetian scholia on the Iliad.

a commentary, but that the second was not so, the critical marks referring 
to his own and others' commentaries. His special essays were probably 
appended, or to be read in relation, to the later text. All these matters 
are subject to doubt, and are inferred from hints in the scholia and lexica. 
I^^lirs’ book De Studiis Hom. Aristarchi, and Sengebusch’s Fir^^ Home^c 
Dissertation, may be consulted for full and learned details. On the cri
tical signs, the best book is now Gardthausen’s Pal^a^ographU, p. 288 
(Leipzig, 1879). Cf. also Dindoil’s prefaces to vols. i. and in. of the scholia.
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§ 33" But whatever faults we may attribute to Aristarchus, 

his criticism seems sober and practical beside that of Crates, 
who founded the rival school of Pergamus, and who, under 
the influence of Stoic philosophy, endeavoured to thrust in 
allegory where Aristarchus would only allow ordinary inter
pretation. Still the establishment of a rival school, with its 
controversies, is a fortunate circumstance, since it has preserved 
for us in our scholia sundry notes, and allusions to A^ristarchus’ 
opponents, which had else been lost. It is also to the treasures 
of this school that the Al^ex^a^ndrian scholars owed the replace
ment of some of their MSS., when the fire of 47 b.c. destroyed 
the authentic copies of their great recensions—a loss, how
ever, but ill compensated by transfers from the Pergamene 
library.

It would require a long and tedious enumeration to give 
an account of the various grammarians who carried on the 
work of the great masters. I will mention but a few leading 
names. Demetrius of Scepsis discussed with care and acuteness 
the geography in the Iliad, and especially of the Tr^oad. It is 
to Didymus’ book on Aristarchus’ recension that we owe almost 
all our knowledge of that scholar’s work. There seems no 
doubt that this Didymus was copied, perhaps carelessly, by the 
scholiasts of the Venetian codex. A^ristonicus, about the same 
time, explained the marks of A^ristarchus, which were evidently 
becoming ill-understood. Nicanor on the punctuation of 
Homer (Ha^drian’s time), and Herodian on his prosody and 
accents (M. Aurelius), are well spoken of, though the fashion 
in Hadrian’s day was to slight and even to revile Homei^. 
From a compendium of these four works, Herodian’s Homeric 
prosod^y, Nicanor Homee^ic punct^a^^on., Didymus’ account of 
Aristarchus’ recension, and Aristonicus’ critical marks, is drawn 
the best body of scholia found in the Marcian codex A at 
Venice, and 'excerpted in inferior MSS. At the end of the 
second century a.d., independent criticism, if we except 
Porphyry’s, ceased, and people began to make compendiums 
and excerpts of previous works. Porphyry seems to have 
gone carefully into the artistic merits of the poems, but on the 
somewhat absurd ground that they were to be treated as trage-
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<^iies. Hence he applied to them the laws laid down in Aris
totle's I^oetic concerning that kind of poetry.* A mere compi
lation from various ,-works, ascribed by Eustathius to Apion, is 
still extant, though in a bad and incomplete edition.

§ 34. This review has brought us down to the verge of 
the dark ages. If we ask what the actual materials are which 
modem scholars can use in reconstructing the texts of the Iliad 
and Odyssey, we must separate these materials into commen
taries, scholia, and texts. Ou^ oldest and best commentary is 
that of Eustathius, Archbishop of Thessalonica, who wrote in 
the end of the twelfth century in Constantinople a careful 
Greek commentary on both Iliad and Odyssey. He used not 
only the same sources as the extant scholia, but had access to 
many others since lost, and his book is valuable, though he 
adopted the allegorical interpretation of the Stoics and the 
Pergamene school, in preference to the Alexa^ndrian. We 
have besides the beginning of Tzetzes’ commentary on the 
Iliad, Manuel Moschopulos on the first two books of the Iliad, 
and a prose paraphrase. A little Homeric lexicon by Apol
lonius has survived,^ and there are explanations of Homeric 
words and phrases in the dictionaries of Hesyc^hius and Suidas.

We now come to the scholia. These are short notes
added in the margin of our MSS., and,are the 

work of different hands and ages. They are meant for com
mentaries on the textt It may fairly be said that some authors, 
such as Homer and Aristophanes, would be often unintelligible 
but for these explanations, which were added at a time 
when the learning of Alexandria yet survived, at least in 
excerpts and compendia. We must separate here for the 
first time the Iliad and Odyssey, as the value of the scholia 
of the former is far superior to that of the latter. For a

* Cf. the curious details brought together on this question in Tren
delenburg’s Gram. Gi^ac.- de arte irag. ^v^d^ciorum Reliqq., p. 73, sqq. He 
shows that the quotations from Porphy^ are contained in the scholia on the 
exterior margin of the cod. Ven. B, while those of the interior margin are 
mere compendia of these and of the far better scholia of cod. A.

* Edited by Villoison (Paris, 1768), and again by Tollius (Leyden, 
*788), with Villoison’s excellent notes.
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long time, indeed, the only scholia known on the Iliad were 
those called brevia or Didymic scholia, which were taken 
from various fourteenth-century MSS. and first printed by 
Lascaris (Rome,' 1517), and then more completely with those 
of the Odyssey by Aldus (1521-^8). These notes seem merely 
such as might be of service in school teaching, and are very ‘ 
short and simple.

The discovery of the Marcian codex of the Iliad at Venice, 
by Vill^oison, and the publication of its text and scholia (Venice, 
1778), known as Schol. Ven. A, form an epoch in the history 
of Homeric studies. It is from these notes that we derive 
all our information about the several old editions used or 
produced by the Alexandrian critics. The text is also fur
nished with the critical marks of A^ristarchus and
his pupils, which are explained in a prefatory note.*

The best edition of the Ve^netian scholia A, together with 
the seholia B, which are not unique, but of the same origin 
as the Townleiana (Brit. Mus.), ^ipsiensia, Leic^ensia, and 
Mosquensia, was till lately Bekker's (Berlin, 1825). We have 
at last from Cobet and D. B. Monro, collating for Dindorf 
(Oxon. 1877), a thoroughly critical and, I suppose, final re
vision of the text. La R^oc^he and C. Wachsmuth have written 
short essays on the critical marks of the margin, and the ' value 
of the whole collection has been sifted in the essays of Senge .̂ 
busch and Lehrs.2

It is probable that there was a copy of the Odyssey corre
sponding to the old Marcian Iliad at Venice also ; but all efforts 
to find it have been in vain. A^part from the scholia brevia, 
which extend to the Odyssey, and which were long since

* Villoison’s text, and his Prolegomena, though perpetur^lly referred to, 
are now seldom read. As most academic libraries contain the book, 
a fresh perusal of this great monument of diligence and learning may 
be strongly recommended. The style of the Prolegomena is very pon
derous, and the author js perpetually digressi^^ into all manner of col
lateral subjects ; but he is always instructive. The account of the dangers 
he incurred in his voyage from Upsala to Venice, and of his stay there, 
is very amusing, and almost rivals the famous enumeration of persecutions 
by S. Paul. ,

2 The analysis of this vast body of scattered notes is a very difficult 
task, and requires the study of an elaborate special literature on the subject.
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known, Cardinal Mai published,' from the Ambrosian Library 
at Milan, older and fuller scholia, which, with some additions 
from Palatine and a Harleian MS., were first edited by Butt- 
mann (1821), and now, as fully and completely as the materials 
will allow, by G. Dindorf (Oxon. 1855).

§ 35. As to the condition of our texts, it seems that the 
early media^^’al grammarians contented themselves with critical 
notes and commentaries, and were not desirous to revise, 
so that what has come down to us is a sort of eclectic vulgar 
text, with a general adherence to A^ristarchus, but fortunately 
giving a good many readings from previous editors. We have, 
indeed, interesting remains of an older date. In Egypt three 
fragments on papyrus were found, dating not later than the 
first century after Christ, and probably earlier. They con
tain part of £1 and part of 2. There is among the papyri of the 
Louvre a similar fragment of N found at Elephantine. These 
very early texts offer no remarkable variations from our medi- 
a^’val MSS., and thus supply a strong argument in favour of the 
general trustworthiness of the transmission of our Greek classics. 
Next in age come fifty-eight pages of very curious pictures from 
an old copy of the fifth or sixth century, containing on the 
back of each picture fragments of the poem in capital letters, 
very like in character to the oldest New Te^stament MSS. 
These pictures, together with the tai^ula Iliaca, the Odyssey 
scenes of the Vatican (just published by Karl Woermann), and 
some Pompeian frescoes, show how widely illustrations of the 
Homeric poems were circulated. The pictures of the Am
brosian codex (published by A. Mai, Milan, 1819) are very 
remarkable, as being perhaps the last really claseiR^l pictures 
before the advent of the lower media^^al type. The text offers 
no variants of importance in the 800 lines it contains ; it was 
merely added by way of explaining the pictures. Next in age 
is the Syriac palimpsest edited by Cureton (London, 1851), 
containing several thousand verses. All these fragments are 
greatly inferior in critical value to the Marcian codex A in 
Venice, which dates from the eleventh century, but ' is one of

niA-bha :^eli ef w^^^i^stn^tion;; of the U^hid, i^i^w in this
Museum.
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the most precious and carefully prepared in all the. range of 
our Greek classics. The Townley and Harleian seem to rank 
next in value. From the fourteenth century we possess a great 
many inferior MSS., which have no independent valuer.

§ 36. The editio prniceps of Chalcondylas
(Florence, 1488) is a very splendid folio, containing the lesser 
works attr-ibuted to Homer as well as the Iliad and Odyssey. 
It is produced in a type unfortunately abandoned since Aldus 
began to print,* and is now one of the rare ornaments of a few 
great libraries. The two Aldine editions which follow (Venice, 
1504, 1517) are not to be named in comparison with it. Ex
cept the first attempt at a commentary by Camerarius, there is 
no edition of note till the very fine Heroic Poets of Gr^eece of 
Stephanus (i5S4-)- Passing by Schrevelius' edition, with scholia 
and indices (Amsterdam, 1655), we come to Josh. Barnes (1711) 
and S. Clarke (1724-^40), with good notes, and then to Vil- 
loison's learned and valuable Iliad from the Marcian codex 
(1788). Wol^ (1794), Heyne (1802-22), and Porson (1800) 
were the most noted editors at the opening of this century. 
In our own day the text has been further analysed and fixed 
by the labours of Bekker (1858), La Roche, and Dind^c^i^f. 
The best annotated editions are, in Ger^man, those of Crusius, 
Faesi, Ameis and Diintzer ; in English, Paley's Iliad, Hayman's 
and Merry's Odyssey — Nitzsch's elaborate commentary on 
the first twelve books of the latter had led the way (1826-^4^0) 
—in French, A. Pierron's Iliad (Hachette), with a translation 
of Wol^s Pf^o^egomeia, and good notes. Ebeling's elaborate, 
and yet unfinished, L^exi^i^on Homericum is full of materii^l:,; 
A^utenrieth's is shorter, and a mere handbook. The very 
complete Indices of Seber (1604), reprinted with Clarke's Ed. 
(Oxon., 1780), and Mr^. Prendergast (Iliad only), also'd^c^j^erve 
mention. Ct^mmentaries and special tracts on portions of 
the poems are a library in themselves.

Tl^a^nfilations into all manner of tongues, and in ever)'

* The earlier Greek types were on the model of the older and f^^er 
MSS. of the tenth and eleventh centuries. A^l^dus unfortunately took the 
fourteenth century writing as his model, and so per^ianently injured Greek 
printing. ’ .
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variety of style, are even still pouring from the press, though 
every generation since the Revival of learning has been supply-' 

' ing them. The literature of these translations has become 
a special study, as may be seen from Bemays' Bonn 
(1850) on the early Lati^ ones, and Penon's Ve^siones 
A^n^gllC^te in^er se comparal^m (Bonn, 1861), in German, W. 
Henkel on the Eng^lish, and W. Muller on the German versions ; 
and Mr. Arnold's Oxford Lectures on translating Homer 
(L^c^ng^man, 1861). As has been well said by the last, and, 
perhaps, best translators of the Odyssey, Mes^srs. Butcher 
and Lang (1879), every age has its own way of looking at 
these immortal epics. Chapman satisfied the Elizabethan 
age, while Pope breathed the spirit of Queen Anne's period 
into his vers^i^n; so that these poems, though permanent 
English works, are translations * from a lost point of view.'* 
Hence we m^y expect no version to be final, and so long as 
Greek letters are studied, and the great poems of Homer read, 
countless hands will repeat the same fascinating, but never 
ultimately satisfying experiment. The Faust ol Goethe, which 
already can boast of forty English versions, and the J^ivina 
Commedia of Dante, seem to possess the same curious and 
distinctive feature of the highest productions of human genius. 
I wi^l only specify a few of the successive attempts.

The barbarous version of the Odyssey into Saturnian verse 
by L^ivius Andronicus, in the days of the first Punic war, stands 
alone in its antiquity. It was long a Roman school-book, 
though the style shocked literary men of succeeding genera
tions, and, if extant, would be a curious and interesting relic of 
early Roman education.

After the Revival of letters there were several Isatin and 
hexameter versions, from Valla's (1474) to Cunichius' (1776), 
in Italy. The Dutch • produced a metrical Odyssey by Corn
horst (1593), then Van Manders' Iliad (1611), a whole prose 
Homer (1658), and sundry other attempts, ending with the 

recent hexameter poem of C. Vosmaer. The French, besides 
older and now little known versions, have Madame Dacier's 
(1711) and many others in the present century, ending with

1 Cf. also Arnold, op, cit, p. 29.
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some remarkable' prose translations. T^re Germans contribute 
Voss, D^onner, and A. Jacob. England has been die most 
prolific, owing to- a longer and more thorough study of Greek. 
First - comes Chapman, then Thos. Hobbes, Pope, MacP^h^er-
son’s prose Iliad, then Cowper. In our own day it is almost
hazardous to assert that any scholar has not, at least in part, 
translated Hosmer. The catalogue of those which occur in
any library is indeed curious. If we include short’ pieces,
Tennyson and Gladstone may be added to F. W. Newmian, 
Lord Derby, Si^ J. Herschel, Dean Merivale, J. S. Blackie, 
Worsley, Wright, Musgrave, Brandreth, and many others. The ' 
Odyssey of Messrs. S. H. Butcher, and A. Lang deserves special 
note as a remarkable attempt to render Homer into antique 

Even t^e modem Greeks are now producing para
phrases in- their language, of which two (Christopoulos’ and 

bqth Paris, 1870) are cited as of merit.

prose.

The reader who has looked through this mere skeleton list 
will dot^btless excuse me from attempting the task of criticisiing
or comparing these myriad reproductions.

Having thus traced the external history of the preservation 
of the poems down to our own day, we shall proceed to a brief 
sketch of the Homeric controversy in modern times as based
upon the materials set forth in this chapter.
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CHAPTER IV.

HISTORY OF THE HOMERIC CONTROVERSY FROM THE REVIVAL 
OF LEARNING TO THE PRESENT DAY.

§ 37. After the discovery of printing, and the dissemination 
of copies through Europe, the history of the poems concerns 

itself no longer with their preservation, now assured, but rather 
with their general reputation and the criticism of their compo
sition. The scholars of the R^e^naissance could not but revere the 
name which they found celebrated in all Greek literature as that 
of the first and greatest ofpoet^i^; but owing partly to the better 
knowledge they possessed of L^a^tin, partly to the influence of 
Dante, partly to the artificial nature of their culture and their 
ignorance of spontaneous art, Homer was not greater in their 

■ eyes than Virgil—nay rather with many decidedly inferior.
He was praised as the rival and fellow of Virgil, but not studied 

with any real care. Volaii^i^ indeed, seems to have appreciated 
the perfection ofthe details ofthe Iliad as compared with its de-v 
ficie^(^;yin plot; and still earlier, Vico had made some bold and 

curious guesses about the mythical character -of Homer himself 
as the ideal represemative of Greek epic poetry, and had been 
followed by Zoega and Wood. But these isolated judgments 
are of no importance.

§ 38. The first move in modern Homeric criticism was the 
discovery and publication of the older Venetian scholia by 
Villoison. The second and greatest was the Prolegomena of F. 
Wol^ (1795)5 based upon this dis(^<^^^(^ri^; for the scholia showed 
plainly the doubts and difficulties ofthe Alexa^ndrian editors, who 
were obliged to accept and reject passages, not on the authority 
of well-authenticaled manuscripts, but according to laws of ciili- 
cism established among themselves, and based on taste, and on
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minute study of epic diction. It was plain that the manu
scripts which we possess represent nothing older or purer than 
the Alexandrian texts, it was equally plain that the A^l^e^x^a^r^^rians 
had before them no text approaching the age of the composi
tion of the poems. T^heir best authorities were the city copies, 
which were posterior to, the age ofl^ti^^i^t^ratus, and none of them 
written in the older alphabet. As for Peisistratus' copy, not 
only had it disappeared (possib^ly in the Persian destruction of 
Athens), but there was no city copy professing to represent it 
better than the rest.

A^cc^c^rdingly, Wolf held that we had no evidence for the 
writing down of the poems earlier than the commission of 
Pe^i^j^i^stratus. He showed that the writing down of these long 
poems required not merely knowledge, but expertness in 
writinn;, and presupposed a reading public to take advantage of 
it.* This was not the condition of early poetry in Greece, as 
may be seen* from the brief and fragmentary remains of early 

lij^mns^-and of Hesiodic teaching. The poetry of the nation 
was rather that of wandering rhapsodes, who composed short 
poems for special occasions, and trusted to a well-trained 
memory and to a traditional style for their preservation. In the 
days of Wolf there was a strong reaction in taste from learned 
and artificial composition to folk-song and primitive simplicity^. 
Hence the rhapsodes were to him no mere repeaters or preservers 
of Homer, but gifted natural poets, each pouring out his pure 
and fresh utterance to a simple and receptive audience. The 
shortness and independence of these several rhapsodies were 
proved, in Wollfs mind, by the many discrepancies and contra
dictions which a careful examination could show in the Iliad. 
He would not, in fact, admit in it any conscious or deliberate 
plan of composition.

From these premises he drew the conclusion that one 
Homer could not be the author of the Iliad and Odyssey,

1 To this last statement I demur. A listening public, with a taste for 
poetry, is quite sufficient, provided there exist a literary class who can use 
writing in the composition of their works. Cf. my arguments on the ques
tion in Mac^^Hans Magazine for February and April, 1879, in answer to 
Mr. Paley. .
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but that the Iliad in particular is a mere aggregate of materials, 
which were accumulating for generations, until the artists of 
an advanced literary' epoch took it in hand to combine and set 
in order these scattered fragments. This redaction removed 
many traces of suture and of discrepancy, but left a large 
number, and especially the conclusions of both poems, which 
had been suspected and condemned even at A^e^x^a^ndria. 
Pe^i^s^istratus completed the work by authentic written copies 
and orderly recitations. Homer, then, was merely the symbol, 
of this long, secret, national activity among the lonians, and 
does not represent an individual genius.

No work on Greek philology ever created such a stir 
in the world as this short book. All the German poets, 
philosophers, and critics discussed it. Schiller, on 
grounds, declared it barbarous. Goethe wavered, and having 
adopted it in his youth recanted in old age. W. von Humboldt 
declared his ass^i^t;; and Fichte even pronounced it, in truly 
German style, to be a conclusion he had himself attained 
metaphysically and & priori. On the whole, with the aid ol 
Niebuhr, the two Schlegels, and G. Hermann, the new theory 
may be said to have taken Germany by storm. Nothing in
dependent was done, either in France or England, on this 
question till the nations had settled down after their great war.

§ 39. The Germans consider G. Hermapn as the principal 
writer on the subject in the period following upon Wolffs; but . 
his theories are not so much based on historical data as 
on probable assumptions, and have therefore been without 
lasting effect. His main merit was to see the great difficulties

, in parts of Wolf’s theory, and the necessity of not resting con
tent with his book as if it were a Homeric gospel. He pointed 
to the absurdity of the Homeric bards confining themscjl^^'e.s 
to so small a portion, not only of Greek legend, but even of 
the Trojan wair; then the apparent sudden silence of all these 
bards in the period between the composition of Homer and 
that of the Cyclic poems, which were decidedly lat«^r; lastly, 
he pointed to the universal feeling of the unity and excellence 
of the Iliad and Odyssey as based on the interest and excellence 
of their matter, rather than on exceptional treatment.
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Hence he assumed!,• what is probable enough, that the di
dactic epic poetry, like that of Hesiod, is really older in Greek 
literature ; that Homer was the first bard who struck out a new 
path, and created a school of imitators and rivals who con
fined themselves, as he had done, to a small portion of the ex
isting legends. Heermann assumed no pre-Homeric materials 
in Homer, but supposed him to be a great and original genius 
whose work, as we have it, is enlarged and defor^<^d, by long 
and disturbing interpolations. He thought the same poet had 
composed a short Iliad and Odyssey, and that these were the 
basis of the succeeding poems. But he confessed himsel^^ un
able to explain the gap or silence in epic poetry from the old 
Homer to the later Cyclic poems. '

The point in favour of this theory, as compared with Wolf’s, 
is that the general ^^lan in the poems is regarded as not the 
accidental (result of their aggregation, but an original 'outline,, 
sketched by a master hand, and gradually filled in by expanding 
episodes. '

§ 40. On the other hand, Lachmann was led by Wolfes 
work to apply similar reasonings to the old German epic, the 
Nibelungen-lied, which he examined for the purpose of dis
covering its claim to unity in the relation of its component 
parts. The result of this comparative study was a more 
advanced and thorough-going scepticism concerning the unity 
of the Iliad. He denies, indeed, that the Iliad is a mere 
aggregate of rudely joined poems without any deliberately 
composed transit^ic^i^si; but, nevertheless, he believes that he 
has found so many inconsistencies and contradictions that he 
disiincily asserts the plan of the Iliad to be the afterihoughi 
of a clever arranger, and not an original element in the 
poem.

The views of Hermann and L^achmann may be said to 
comprise under them all the various theories, or modificaiions 
of theories, with which the classical press of Germany is 
teeming, and which have caused angry controvei^sies.

§ 41. No notable German scholar of the present day ven
tures to hold the substantial unity and purity of either the Iliad' 
or Odyssey in the sense received at A^lexandria, and still not

VOL. I. E
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^i^fr<^cquent in England. The so-called advocates of the unity 
•^f theTliad—Nitzsch, Bemhardy, Bergk, and a few others— 
advocate it in a B^nse which would astonish any ancient critic, 
or any modern enthusiast for a single Homer. Instead of 
•^l^ieliising here and there a line, or pair of lines, as Zenodotus 
and A^ristarchus had done—a proceeding which, with all the 
old critics together, only affected some n 6o lines in the two 
poems—these defenders of the unit^ of the Iliad reject books, 
and parts of books, with a readiness which almost destroys 
their own arg^iment. It is, in fact, no more than the theory 
of Heermann, that there was a short, simple nucleus, enlarged 
and injured by great and often inconsistent additions.

Thus Bergk, the latest of them, rehandles the Iliad in a 
manner more arbitrary than has been done by advanced advo- 
•cates of the theory of aggregation. He assumes that the original 
Homer, a personage of stern and grand temper, living in the 
tenth century b.c, composed a short, simple epic of such merit 
that all additions can be detected by their style. Then there are 
the imitators, of undetermined number, one of whom certainly 
possessed much grace and elegance, and was a true poet, 
though far removed from the grandeur of the real Homer. 
These have composed the famous dialogue of Priam and 
Helen on the walls, the parting of Hector and Andromache, 
the funeral games, and the ransoming of Hector—all unworthy 

the stern original poet. It verily requires some assur
ance to assert that in a great literary artist sternness and 
tenderness are inconsistent, and to found upon it a difference 

authorship ! But this is not all.
In addition to the real Homer, and the gifted but weaker 

imitators, comes the ‘ impertinent diaskeuast,' who re-arranged, 
altered, and greatly injured the poems in reducing them to their 
present form. To this man he attributes all passages in which 
the Cretan chiefs, Idomeneus and Meriones, appear on the 
scene. The diaskeuast had probably been hospitably treated 
in Crete, was very fond of eating and drinkiing; and so he 
g^lorifies Lemnos for its wine and Crete for its valour. He also 
inserted all the eating and drinking scenes which are so pro
minent in the Iliad, besides many other narratives, or parts of
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narratives, which are in Bergk's judgment flippant and vapid 
in tone, though good literary judges have read and admired 
l^hiem without any suspicion of such late and unworthy 
Origin.

§ 42. Nothing can prove more completely how the views of 
Wolf and L^^c^h^m^nri have affected even, their bitterest adver
saries in Germany^. T'here is, in fact, no writer of any note for 
the last generati^i^:n' in that country who has ventured to uphold 
the real unity of the Iliad even in the most modest way. On 
the other hand,, the professed followers of L^^c^hmann are 
numerous and loud in proclaiming their victory. His at
tempt to separate part of the Iliad into the original songs of 
which it was composed has been followed up by Kochly—who 

has also published an Iliad in sixteen or seventeen separate 
songs—by Lehrs, by Bonitz, and by many others. They 
differ, as 1| have said, from the pretended advocates of unity, 
by denying that there is any plan in the patchwork of the 
Iliad' 'beyond what was brought into it by the commission of 
Peisistratus. Lachmann even declares such a notion of place 
as ridiculous. Bonitz thinks that all the admiration excited 
in modern poets and men of critical taste is really produced 
by the excellence of the details, and that this feeling is 
fallaciously transferred to the plot, which has no such merit.

All these critics have fixed their attention so firmly on 
prying after discrepancies, they are so outraged by inconsis 
tencies of the most trifling sort, by mistakes in the names 
of heroes, by the re-appearance of slain heroes, by the in- 
ac^curacies of chronology in the days and nights of the action, 
that^’ they have lost all sense or appreciation for the large unity 
of plan which has conquered and fascinated the literary world 
fo>- more , than twenty centuries.

< 43. Thus the controversy about the Iliad has narrowed 
itself in Germany to a very definite issue. All critics allow 
that there is considerable patchwork in the poem, that but a 
small part of it comes from a single author, that there are 
evidences of the incorporation of various independent lays. 
There is, of course, great diversity of opinion among these 
subtle and dogmatic sceptics • concerning the merit of the

E 2
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individual pieces and their fitness for their place. What one^- 
considers splendid old poetry the next considers foolish and 
vaj^iii; what one holds to be so out of place as to prove 
manifest patchwork, the next proves necessary to the march of 
the action. Yet upon many passages they are agreed, and 
have brought in a verdict of incongruity. The great question 
still at issue is t^iis: Were these separate poems brought 
together before the plot or after it ? Were they connected by a 
poet, who conceived a large plan, and who desired to produce a 
great work on the wrath of Achilles, or were they a mere aggre
gate brought together for the sake of preserving and publishing; 
old and beautiful lays, which by their mere cohesion formed a 
sort of loose irregular plot, and by their several excellence im
posed a belief in their unity upon an uncritical age?

§ 44. While this has been the general course of the Homeric 
question as regards the Iliad in Germany, scholarship in England 
has followed quite a different and isolated path. I will not say 
that our English writers on the Homeric question are ignorant 
of the labours of the Germans, especially of the earlier labours, 
which are for the most part written in Isatin. On the contrary,, 
some ofthem—as, for instance, Mure—show a very wide acquain
tance with this literature. But I cannot help thinking that none • 
of them, except Grote, has been familiar with German philo
logy from his youth. They have read the Germans for the- 
sake of the controversy, and when their minds were made up 
so that both Colonel Mure and Mr. Gladstone study the Ger

mans in order to refute them, while Mr. Paley is so carried 
away by their arguments that he outruns even their wildest 
sceptic^i^s^m.

§ 45. I will give a very br^elf sketch of the principal points 
in the English history of this controversy. The arguments of 
Wol^ had their effect upon Payne Knight, whose Pr^olegoi^ua 
to his curious edition (with the digamma introduced), while 
asserting very conservative views as to interpolations or aggre
gation of parts in the Iliad, advocated the separate origin of 
the two poems. He urged the usual grounds for a difference 
of authorship—differences of language, of mythology, and of 
general treatment—sustaining them with profound learning
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and great acuteness. This theory was submitted to an 
-elaborate examination and refutation by Colonel Mure, in his ' 
very erudite History of GreeJi L^^erature—a book which has 
not received a tithe of the attention it deserved, and -which 
the German writers on the subject pass over with a single 
s^entence—as a retrograde British work a generation behind the 
^ttii^i^de of Wolf.

Mure is, indeed, the most determined advocate of the unity 
•^if authorship of the whole Iliad and the whole Odyssey. He 
will hardly allow even the of the last book in the
•Odyssey to be interpolated, and will only submit to the obelus 
•^IT Aristarchus where there is authority for it in the old editions 
—not where the a^s^t^t^^t^iical taste of the Alexandrian school was 
•^]fifei^<ied. But he holds this view with his eyes open, and after 
•a- careful perusal of, all that the Germans up to his day had 
written uppp the subject. Moreover, he makes good the great 
standpoint of English criticism as opposed to them : it is the 
principle that a large quantity of inconsistencies, and even con
tradictions, are perfectly compatible with single authorship.

This principle has been further worked out by Mr. Glad
stone,! who has added many illustrations and much ingenious 
pleading to the position of Mure. He, too, holds the person- 
a^lity of Homer, his historical reality, and that both the Iliad 
and Odyssey are the offspring of his genius. He has exhausted 
his great ability in showing, as Mure had before done, deli- 
-^cate touches of character consistently applied to the same 
individuals all through the poems. It is well known that 

^i^i^s^t^^r^c^hus refuted the Separatists by a tract proving antici
pations of the< Odyssey in the Iliad. This argument has not 
-^een pressed of late yeai^ss; but every casual confonnity ■ is 
-u^^ed as a proof of unity, while all inconsistencies and diffi
culties are explained as the natural imperfections of a long 
work composed without writing, in an uncritical age, and 
.addressed to uncritical hearers. The beauty and perfection 
•^^ the suspected books of the Iliad (I, Sl, and others) are 
.cited as proving their genuinelyit is assumed that no

1 Homei' and the Homeric Age (3 vols., 1858) : Inventus Mundi (1869), 
and in many short articles in the Coniempot^^t'y and Ninet^idh Century,
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number of different poets could possibly be so excellent. Even 
the Alex^andrlan rejection of the conclusions of both poems is. 
disallowed. In fact, the attitude of Mure and Mr. Gladsto-^te 
is not only behind Wolf, it is distinctly behind Aristarchus and 
Zenodotus. There is, I think, no other question in Greek 
literature where England and Germany appear to me to have- 
travelled so long on such different lines ; nor do I know any ' 
controversy where the attitude of the two nations is moi^ie 
separate and isolated, in spite of numerous quotations from, 
one another's writings.

§ 46. But while these respectable scholars were advocating 
- the vulgar beliefs of an uncritical age, Mr. Grote, with a com

plete study, and, still more, with a thorough appreciation of 
German philology, matured his great chapti^j"* on the Homeric 
poems, which contains (in my opinion) more good sense and 
sound criticism than all else that has been written on the 
subject either in England or Germ^i^jy; for, in addition to. 
his great natural ability, he combined English good sense,, 
and correct literary taste, with German thoroughness of er^i- 
dition. He agrees with Payne Knight on the divided author
ship of the Iliad and Odyssey, but does not separate them in 
age by any serious Interval. He advances beyond him by 
admitting what the Germans had unanimously accepted—the 
want of connection of parts in the Iliad. The arguments of ' 
W. Muller, G. Heermann, and Lachmann forced him to see 
the inconsistencies of the Iliad to be more than mere forget
fulnesses. But he does not admit the necessity of supposing- 
more than two authors—one of an Achillas, the other of an 
Iliad. He constructs an ingenious theory about the piecing, 
together of these poems, and the possibility of resolving the- 
Iliad into its component parts. As to the hypothesis of an 
aggregation of independent lays, mechanically combined in the 
time of Pc^is^i^s^t^ratus, he refutes it by arguments so strong that I 
can hardly conceive them else than final. Whatever doubts^, 
may remain as to his positive theory on the construction of the 
Iliad, his general review of the German authorities up to the 
year 1854 is of inestimable value to the Eng^lish reader.

* Hist. of Greece, part i. chap. xxi.
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The theory of Grote, received- with great respect and con
siderable adhesion in. Germany, has not yet triumphed among 
us over the old-fashioned views advocated by Mr. Gladstone— 
not at least generally, for there are many English scholars who- 
have of late shown tendencies towards a critical attitude.

§ 47. But after many years Grote's labours have borne the^i^- 
‘fruit in the learned work of Professor Geddes, of 
who has taken up and expanded them into a peculiar and in
genious theory of his own.’ Accepting the severance of the- 
Iliad into an Achillas and an Iliad. he spends much ing^r^ui^l^j^- 
in showing that the Achilleis is by a different and an earlier poet,. 
..^vhose psychology, mythology, and personal character are rudejr 
and less artistic than those of the later poet, but who possesses, 
certain massiveness and fierceness which are very striking. 
The tastes and the beliefs of this poet point, he thinks, to. 
a Thessalian origin ; and this accounts for such features as his 
love of the horse, an animal common only in a few parts of' 
Greece, and his limited geographical knowledge,-which is well- 
nigh confined* to the northern ^Egean. But as to the rest of 
our Iliad, Professor Geddes advances a long way beyond Grothe:,, 
and, indeed, opposes him, holding that it was not only the 
work of one poet, but that this poet was also the author of the: 
Odyssey, .and the real Hc^m^r. This conclusion he seeks to. 
establish by showing that the strong contrasts bet^veen the- 
Achilleis and the rest of the Iliad are all contrasts carried out- 
in the Odyssey as compared with the Achilleis. He is, in fact* 
a cho^rizoii^ist, or separator, but draws his line through the middle 
of the earlier poem and not at its close. In mythology, in 
manners and customs, in the use of peculiar words and 
epithets, he draws out tables to show that the Odyssey and 
the Odyssean cantos of the Iliad agree, and are opposed to the 
A^t^l^illeid.

With his separatist arguments I am perfectly satisfied, and. 
think he has brought valuable evidence in detail to show the 
critical sagacity of Grote in guessing the truth on general
grounds ; but his positive theory is vitiated by accepting what 
Grote . and all the men of his day accepted—the unity of tine

* The Problem of the Homeric Poims (1879)'
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Odyssey. Writing, though in 1878, without regard to Ki^rch- 
hoff's work, he thinks that any likeness in the ‘ Ulyssean ’ cantos 
of the Iliad to any part of the Odyssey proves unity of author
ship in these cantos. This evidence rather proves that the 
same school of poets was at work on both poems, and that 
the framers of the Odyssey were either contemporaneous with 
the completers of the Iliad, or copied closely the Ionic features* 
which appear in the ‘ Ulyssean ’ cantos. I am still disposed to 
place the Odyssey as a whole later than the Iliad, and ‘in 
the old age of Homer,’ as the Greek tradition expresses it; but 
no doubt some books of the Iliad, such as K, "Y, and O, may 
be as late as the lays of the Odyssey.* .

* This theory of Professor Geddes receives curious corroboration from a 
German source which he never quotes, and which may therefore be looked 
on as supporting him on perfectly independent grounds. Sengebusch, in his 
monume^l^^l D^sertatioties Homerica (prefixed to Dindoi^lfs Teubner text 
of Homer) developes a most important Homeric theory, altogether in pur
suance of the remaining fragments of Aristarchus’ criticism, which is to him 
the infallible guide in these matters. Adopting from A^ristarchus the Attic 
origin of the Homeric epic^ he believes the tradition that Homer, or his 
parents, or at any rate his poetry, passed with the Ionic migration to Ios, 
then to Smyrna, and that there, in the new Ionic home, the Iliad and 
Odyssey saw the light. But he also holds that epic poet^ in Athens was 
not indigenous, and came with Eumolpus, as the legend says, from Pierian 

' Thrace or Thessaly, the original home of the Olympian worship of the 
Muses. These Thracian singers separated into Heliconian (Beotian) 
and Attic, and from the latter arose the poet or the school which passed 
into Ionia. Moreover, Sengebusch rejects all arguments to prove that 
the Odyssey is younger than the Iliad, or by a different school of poets 
—this, too, following in the wake of Aristarchus. In all its main features 
this theory of Seng;ebusch, which is sustained with masterly ability, and 
with a knowledge of the Homeric scholia such as few possess, is upon the 
same lines as Professor Geddes’ book, though Sengebusch divides his 
homage for ^i;istarchus with his homage for his master Lachmann so far 
as to admit against ^li^starchus that a school of bards working together may 
have composed the poems, but within a very few years, as the Nibeluttgen- 
li^ed is said to have been put together between 1190 and 1210 a.d. Thus 
Sengebusch would hold that the earlier epics composed in Thrace or Attica 
had disappeared, while Professor Geddes holds that they have disti^^tly 
survived in the A^chilileid. If our English scholars would but acquaint 
themselves with the rest of European study on their subjects, some general 
agreement might not be impossible.
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§ 48. The atomistic theory of both Iliad and Odyssey has, 
moreover, received unexpected support from the rise of com
parative mythology into philological importance. For upon 
this theory the legends of the siege of Troy are mere echoes 
of immensely older solar mytl^S!; the names of the heroes 
are adapted from those of solar phenoi^<^i^j^; and extreme 
easiness of belief on this point is compensated by a corre
sponding scepticism as to the age of their combination into 
larger unities. The most prominent advocate of this view is 
Mr. F. A. Paley, who not only accepts the destructive criti
cism of Wolf, Lachmann, and all the Germans, but even 
refuses to the commission of Peisistratus the fabrication of the 
poems, and believes that the Iliad and Odyssey did not receive 
their present form till the time of Plato.* He bases this 
judgment on the facts (i) that the quotations from Homer in 
earlier authors do not correspond with our text; (2) that the 
eaaliier art of the Greeks in sculpture, vase painting, and tragedy 
seems to have* borrowed very little from our present text, 
though perpetually reproducing other Trojan legen^is; (3) that 
there are late forms of language in the poems, and blundering 
a^rchaicisms ; (4) that the common use of writing, required for 
the composition and dissemination of the poems, cannot be 
proved earlier than the days of Pericles. He advances to the 
position that possibly Antimachus of Colophon, or some obscurer 
contemporary, put our Iliad and Odyssey together from loose 
materials—the words of Dio Cassius, ‘having got rid of 
Homer, he introduces to us instead Antimachus of Col^ophon, 
a ■ poet whose very .name we hardly knew.' What we do hear 
of Antimachus is th^'s: that he was a notably frigid and unsuc
cessful epic poet, contemporary with Plato; that his poems 
were extant, and are quoted in the Venetian scholia by t^ie 
A^i^e^^a^n^d^rian criti<^^; that he prepared an edition of the Iliad, 
which is quoted constantly in the same scholia as one of those 
mr avSpa, and as inferior to and more recent than the city

i The following tracts contain Mr. Paley’s various restatements of his 
theory : On Quintus Smyrnaus (i87<^); Homerus Periclis atate, &^c,
Xi887) ; Homeri qua nunc extant, &vc. (187!^); and his article in Macmil
lan's Ma^gazine for March, 1879.
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editions, when it differs from them. These facts surely dispose- 
of the claim of any such new Hosmer, if it were not already 
sufficiently absurd to imagine the noiseless and unnoticed birth 
of the two great epics in a literary and critical age.

It is moreover only by inventing an impossible epoch that 
Mr. Paley has found a date for the composition of the poems. 
He places it after the Tragic poets and be^oire P^ato, who knows- 
and quotes our text.. But Sophocles and Euripides were com
posing tragedies until Plato was of age, and the latest of these 
plays show no greater familiarity than those of ASschylus with 
our Hosmer. This silence then of the dramatists must have 
been intentional, and proves nothing for Mr. Paley.*

Again, the absence of reference in Greek tragedy to the 
subjects of the Iliad and Odyssey cannot be explained by thei^ 
non-existence as epics, for it would equally demonstrate the 
non-existence of the separate lays which compose them, and 
would thus prove infinitely too much, as not even Mr. Paley 
will assert that the mate^-ials of the epics were not old.. If they 
existed as separate lays, their excellence would have secured 
their frequent ' imitation, but for the only tenable reason—the 
conscious abstaining of later Greek art from touching these great 
masterpieces. Thus the Odyssey carefully avoids all iteration 
of, or even allusion to, the Iliad.

The assertion of the late dissemination of writing in Greece 
has been disproved by the actual existence of old inscriptions.

I cannot here turn aside to discuss the linguistic arguments 
of Mr. Paley, but will only refer to Mr. Sayce's supplementary 
chapter in this volume, where it is shown, with a full apprecia
tion of Mr. Paley's objections, that no really recent origin can 
be inferred from the grammatical complexion of our text. I 
will add, moreover, that the newer researches into Homeric 
language prove in many respects not its recent, but its exceed
ingly ancient complexion. This is, I believe, more str^ictly the 
case with Hc^meric syntax, so far as it has been examined.

§ 49. The history of criticism on the Odyssey, which has

* The reasons of Aischylus, the father of tragedy, for preferring other 
legends than Homer's are well explained by Nitzsch in the second volume 
of his Se^genpoesie der Griechien.
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been necessarily touched in the foregoing sketch, is somewhat 
simpler than that of the Iliad- Wolf, who felt so strongly the- 
piecemeal character of thj Iliad, declares himself as struck at 
every fresh perusal with the harmony and unity of the Odys^sey. 
Grote, who wonders that critics have commenced with the- 
more complicated and difficult poem, asserts that the question 
of unity wc^i^ld never have been raised had the Odyssey alone- 
been preserved. The most trenchant dissectors of the Iliad, 
and those who stoutly maintain it to be an aggregate without 
any presiding plan among the authors of its fragments, confess 
that the Odyssey differs in the much greater method and clear
ness of its structure, and at least represents the work of a far' 
more -experienced arranger. Nev^e^rtheless, the Germans could 
not but admit large interpolations. Even Nitzsch, Baumleinr 
Schomann, Bergk, and other defenders of its unity, admit this. , 
nor do- any of them maintain the conclusion (from 296 to 
the end) which Aristophanes had already rejected.

But the effect of pulling to pieces the Iliad at last began 
to tell on the Odyssey. The ta.sk of hunting for supposed 
discrepancies and the sutures of divers accounts is too con
genial to the German professor, and too well suited to his 
tone of thinking, 4 o permit so large and complicated an epic as 
the Odyssey to escape his censure. So, beginning from W. 
Jacob, or Bekker, but not till about 1850, a series of acute
monographs have assailed the consistency of the Odyssey, and 
endeavoured to show that this poem also is made up of 
several special songs, at least four in number, with inter
polations besides. By far the ablest of these critics and the^ir 
acknowledged master .is W. K^irchhoff,* whose views are now 
generally adopted and developed by the Atomistic school.

While this writer shares with his countrymen their over
subtlety, and the want of a sound a^i^l^lnetical judgment as to
what is good and bad, or as to what is excusable or inex
cusable, in an old poet reciting to an unlettered and uncritical 
audience, he nevertheless shows with real force many evidences- 
of patching in the Odyssey which had hitherto escaped other 
scholars- He m,akes it very probable that the advice

* Die Composil^ioti der Odyssee (Berlin, 1869).
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A^t^hene to Te:le^^£^(^hus In a is made up not very skilfully from 
the subsequent narrative. Still more clearly he shows how the 
o^c^tion is too manifestly delayed . by the absence of any direct 
reply of Odysseus to the point-blank question of Arete as to 
his name and family.’ He also shows grounds for asserting 
that the long narrative (c-p) put into the first person in Odysseus' 
mouth was adopted from older narratives in the third person. 
He discovers two inconsistent reasons, one natural and the 
either miraculous {v 429), for the non-recognition of Odysseus. 
He believes therefore that the old nostos of Odysseus was 
greatly enlarged, and endeavours to show, on various grounds, 
that this took place somewhere about C^1. 30. His theory 
«eems very parallel to that of Grote on the Iliad, who holds 
the shorter, and I think older, Wrath of Achilles to have been 

by the borrowing of whole books from a longer 
Iliad.

§ 50. The examination of particular passages throughout the 
•^(^^yssey has not yet been carried out by the Germans with 
their accustomed detail, but enough has been done to bring 
the latest advocates of its unity, Bergk and Faesi, to admit 
large interpolations. I do not think the theory of a me- 
.chanicol aggregation by Peisistratus is now held by any man 
of sense in Gerim^i^jy; it being universally allowed that the 
plan is an essential part of -the composition, and that it is 
considerably older than the famous commission. Mr. Paley 
alone ventures to class it in this respect along with the Iliad, 
and bring down its compilation to those well-known and critical 
•^ttys when every new poem was named and claimed by a jealous 
.author.

The controversy concerning the composition of the Odyssey 
is growing hot in Germany, and is likely to occupy a leading 
place for some years to coi^^; but, as well as I can make 
out, the main point at issue is not quite the same as in the 
•^.ise of the Iliad. The theory of aggregation of short lays 
being very improbable, and that, of a plan guiding the compo
sition or adaptation of the lesser unities being generally 

’ Cf. the interpolotion a 270-97 with $ 209, ; and r, 238, to which
no answer is vouchsafed m^ttl»19.
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accepted, it remains to account for the numerous pa^sa^es- 
which are, in the opinion of German critics, out of harmony _ 
with- this plan, and so inconsistent with it that they cannot 
have been composed by the poet who framed die general nar
rative. On the one hand, the school of represented
by Friedlander, Bonitz, Hartel, and others, hold that these 
passages * are vamped together, or arranged by the poet who 
was uniting the adventures of Te^l^e^machus with the return of 
Odysseus, and who framed the main narrative of Odysseus' 
travels as a recital by the hero himself. They hold that 
original passages were deliberately left out, or changed into the 
form in which we now have them, and that the unskilfulness 
with which this has been done lets us see when and why it 
has been undertaken. K^irchhoff rejects altogether as un
scientific the assumption of interpolations, unless a distinct 
reason can be assigned which prompted such interpolation.

This great principle, which ought to become a canon 
in criticism, is a terrible blow to the speculations of his 
opponents, who accordingly attack him vehemently. . Ot 
these Duntzer, Heimreich, Kammer, and Bergk maintain 
that they can restore the primitive form of the Odyssey 
by merely extending the proceeding of Ar^istarchus, and 
rejecting as interpolations such passages as are inconsis
tent in thought, or unworthy in style, when compared with 
the genuine poetry of the Odyssey. They allow large room 
to critical taste, and accordingly differ widely as to the merit 
or demerit of sundry suspected passages. To assert the unity 
of the Odyssey in any honest or real sense is now nearly as 
obsolete in Germany as it is to assert the unity of the Iliad. 
It is even very unusual to find competent critics, like Senge
busch, who will assert that the Odyssey and the Iliad even 
in part come from one poet or from poets of the same 
age • and school. Professor Geddes is led to this view by as
suming the Odyssey to be one and indivisible, and finding 
close correspondences in certain parts of the Iliad; Senge
busch evidently by the authority of A^i^i^starchus, who asserted

* Such as 0269-302, n 370-390, V 94 compared with 0 50 (the same day).
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the author of the Iliad to have anticipated the Odyssey in many 
•^f his allusions.*

§ 51. A calm review of this long controversy suggests 
several curious reflections, which have so large an application 
that they can hardly be here out of place. The first point 
which strikes us is the remarkable contrast of attitude be- • 
tween the English and German critics. The Germans,- one 
and all, lay the greatest stress on matters of detail; and it is 
•^i^^iite an admitted axiom among them that- any passage incon
sistent with the general argument, or illogical, or merely re
peating a previous idea, cannot be genuine. Of course they 
quarrel violently over their facts, some declaring against pas
sages which others assert to be necessary to the text and of the 
highest importance. Secondly, it is generally asserted among 
them, though not universally admitted, that passages of inferior 
merit come from the hand of interpolators, and are also to be 
rejected; but as the question of poetic merit is purely sub
jective, and as the Germans are not over-competent, though 
very positive as regards it, the admission of this principle ne- 
c^e^ssarily destroys all chance of ultimate agreement. Thirdly, 
it seems tacitly assumed by them all, that all the interpola
tors or imitators, or later poets, if such there were, must be 
inferior to the older and more original bards. Without this 
assumption, the second principle is in absolute jeopa^t^jy; and 
yet why may it not cdnstantly be false? Thus the poet of the 
last book of the Iliad, generally believed to be later than the 
rest, is surely a poet of the very first order, and in the opinion 
of any fair critic this book must be held superior to many of 
those which precede it. It is even highly conceivable that the 
very excellence of a later lay might be the cause of its recep
tion in an older and poorer composition.

The English, on the other hand, are all impressed with the 
fact that no large plan can be carried out without a great deal 
of inaccuracy in the details, even in critical days; they cite 
modern poets and novelists who have been guilty of the grossest 
blunders of this kind; they maintain that such things are abso-

’ All the works of the German authors mentioned will be-iound enume
rated in the notes to Bonitz' fourth edition of his excellent pamphlet On the 
Origin of the Homeric Poems. ■ 
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lutely to be piedicted in long poems, composed without writing, 
for an uncritical audience, in an uncritical age. They regard 
all t^ie dissection of details by the Germans as the result of ir
relevant subtlety, provided a general ' harmony of plan, of diction, 
and of character can be established. They have taken great 
pains to show such harmony, especially in the characters, 
and have even applied psychological analysis to explain away 
great inconsistencies,ias in the cases of Ag^amemnon and Hec^tc^i^.

.This contrast of attitude is so strong that it has blinded each 
nation to the importance of what has been said by t^ie other, 
unless we admit the explanation that few scholars of either 
nation .are able to appreciate accurately the force of an argument 
in the tongue of the other. They read, indeed, and quote each 
k^tho-^ut it is certain that to apprehend and weigh the' force 
of an intricate and tedious polemical statement, the reader 
must be able to run along quite easily in the language of the 
writer. It is* ihe absence of this facility which produces both 

the general contempt and the occasional veneration shown 
by the two nations for each other's work. The natural results 
have followed. Each side spoils by exaggeration a very strong 
case. While the Germans exhibit a ridiculous pedantry in many 

-^If their criticisms, and often rouse the astonishment of the reader 
by the dulness of their literary judgements, they have certainly 
made good too many flaws and contradictions to be overlooked 
and explained away. While the English are, on their side, 
too subtle in discovering harmonies, and over-generous in con
doning blunders, they have certainly made a strong case for a 
general unity of plan in both poems, and their arguments on 
this point, if read with any care, might have made the Germans 
less confiidei^tiin tlieir assumptions. There is but one critic— 
Grote—who seems really at home in the writings of both sid^^; 

a^t^t^o^rdingly ' he has propounded an intermediate theory on the 
Iliad, which is, I conceive, not far from the truth. Had he 
eontinued to study the question after K^irchhoff's analysis of 
the OdySsey became known, he might have modified his views 
on this poem. The absence of all reference in his notes to 
the work of Kirchhoff makes it plain that he had not followed 
«p the controversy beyond the date of his fourth edition.
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CHAPTER V.

GENERAL REM.ARKS UPON THE ORIGIN AND THE 

CHARACTER OF THE HOME^RIC POEMS.

52. It will not be here necessary to give a formal analysis? 
of the Iliad and Odyssey, inasmuch as the texts are in every ' 
scholar's hands, and even those who are not familiar with 
Greek can study them in many excellent English translations. 
For our purpose it will be sufficient to sum up the general result^sr- 
attained by the long controversy on their origin, and offer some- 
suggestions as to the points decided, and the points still in 
doubt. It is hardly requisite to add a word on the literary 
aspects of the poems, or to undertake to assist the student in. 
his survey and his appreciation of them.

Looking in a broad way at the arguments for and against 
the unity of each poem, as bearing upon the unity or di
versity of authorship, we - may say that there is no contro
versy in which each side has been more successful in proving 
its case, and yet has more sign^^y failed to. overthrow its- 
opponents. This is the impression which the controv^e^i^s^y- 
will make upon most unbiassed readers. As long as we study- 
the advocates of the single author, so many undesigned coin
cidences, so many hidden harmonies, such consistency in the- 
drawing of character, such uniformity in diction—in fact, such 
a cloud of witnesses are adduced, that the poem seems cer
tainly the plan of a single mind. On the other hand, when- 
we turn to the subtler analyses of destructive critics, they 
show us such a crowd of inconsistencies, such wavering in _ 
the drawing of character, such forgetfulness of any general 
plan, such evident traces of suture and agglomeration, that the-
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poem falls in sunder, and discloses a series of ill-matched 
fragments. But, as the advocates of unity are unable to smooth 
over these breaks and baitings, so the advocates of plurality are 
unable to destroy the strong impression produced in favour of 
a fairly consistent and harmonious plan. In fact, I am distinctly 
of opinion, that the moderate and critical advocates - of the 
general unity even of the Iliad, as conceived and carried out 
by a single genius, hold the strongest and the most durable 
position. But hitherto, and especially in England, they have- 
r^iined theif case by wild exaggerations, and by putting a greater 
strain upon our faith than it will bear.

§ 53. Thus, for example, they not only insist upon the 
unity of authorship of each poem separately, but that both 
are the work of the same man. This is one of the points 
which modern criticism has, in my opinion, finally decided 
in the negative. In the absence of any good evidence for 
tht common authorship of the poems, the differences are 
quite suf^cient to prevent us from assuming so* improbable 
a hypothesis. The whole tone of the Iliad and Odyssey 
is, to my thinking, contrasted. The poet of the Odyssey 
is more quiet and re^ective ; he writes as a poet by pro
fession, and alludes to others of his class as attached to. 
various courts. He lives and moves not in Asia Minor, and 
close to the Mount Olympus of Bithynia, but in western 
Greece, and with his interests turning towards the fabled 
wealth of the western Mediterranean.* To him Mount 
Olympus is not a snow-clad visible peak, but a blessed habi
tation of the gods, where frost and storm are unknown. The 
lions that are so perpetually stalking through the coverts and 

‘ prowling about the folds in the Iliad, are only described five

‘ On the other hand, Bergk (LG. i. p. 741) acutely points out that 
the troubles of the city of Erythirre, which are repeated from the history of 
Hippias by Athenteu.s (vi. 259), have so marked an analogy to the proceed
ings ,of the suitors in Ithaca—even the name of Irus recurring—that he 
believes the poet of the Odyssey to have lived in the neighbouring and 
closely connected Chios, and to have painted his scenes from contem
porary history. But a temporary sojourn would have been suffi^i^nt to 
suggest the subject, and hence Bergk’s argument can only prove that the 

f poet knew Erythi^te, not that he lived at Chios.
VOL. L F
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separate times in the Odyssey, and once at least with a com
plete ignorance of their habits.’ Above all, there is a careful 
avoidance of all direct allusion to the Iliad, which seems 
nevertheless distinctly presupposed by the poet This is hardly 
explicable if both proceeded from the same hand, but is easily 
reconcilable with the attitude of a conscious rival and fol
lower. But all these details are as nothing when compared 
with the difference of tone, which is perfectly convincing to 
those who feel it.

The arguments adduced against these reasons are, in my 
opinion, either of no intrinsic weight, or based upon a grave 
misstatement of evidence. First comes the a priori, assertion, 
that the coexistence or close succession of two poets of such 
genius is inconceivable. But we may reply, that the composi
tion of the Odyssey is perhaps a century or more subsequent 
to that of the Iliad, and, in any case, whatever the law of the 
appearance of poetic genius may be, history shows that the coex
istence of the greatest poets is rather the rule than the exception.

§ 54. Next comes the confident assertion, that the consistent 
tradition of the Greeks assigned the two poems to the same 
author. This is a serious misstatement, and the more likely to 
mislead because it is not absolutely false. The real state of 
the facts is as follows. When we examine the traditions of the 
earliest historical age in Greece, we find ascribed to Homer, 
not the Iliad and Odyssey alone, but a vast body of . epic 
literature, including a collection of Hymtis, and several comic 
poems, in some of which there are even passages in iambic 
metre alternating with hexameters. Above all, let it be remem
bered that some of the cyclic epics, then commonly attributed 
to Homer, were composed by known poets, and within histori
cal times. The name of Homer was, therefore, used in the 
same general way as we usually speak of the Psalms of David, 
though many of them not only make no claim to be composed 
by David, but are even distinctly assigned to other authors. In 
Greek literature the names of Hesiod and of Hippdcrates were

’ Cf. 8 791, f 1^30, < 292, x 402, with 8 335, repeated in p 126, where 
a doe is represented as leaving her young in a lion’s lair—a perfect ab
surdity. Lions are simply mentioned a few times in addition (k 212-8, ' 
8456, A 610).
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used in the same manner to denote a whole school of a pe
culiar kind.

This simple and uncritical attitude reaches down to the 
days of Pindar, who seems to ascribe all the cyclic epics to 
Heimer, and recognises no other early poet except Hesiod. 
The critical labours of the commission of Pc^i^istratus, and of 
such men as Theagenes of Rhegium, began to open men’s eyes 
to the impossibility of holding this view. Herodotus questions 
the Homeric authorship of the Cyp'ria and the Epigotvi. Plato 
only once cites the Cypria, and as the work of an unknown poet. 
He appears from his other numerous quotations to have recog
nised only the Iliad and Odyssey as genuine ; whereas Thucy
dides had still acknowledged the Hymn^ as such, and still later 
Aristotle quotes the Margites as a poem of Hosmer.

It appears, then, that of all our authorities on this question, 
down to the Alexa^ndrian epoch, there is only one (Plato) who 
steams to hold that the Iliad and Odyssey, and these alone, 
were the work of a single Homer. Nor is even this to be 
asserted positively, but merely as an inference from his silence 
on the pseudo-Homerica, or where he notes the existence of 
such apocryphal poems. We rather find successive critics dis
allowing work after work which had been attributed to the 
author of the Iliad, and we find that the t^vo poems which 
resisted this disintegrating process longest were the Odyssey 
and Margites. It is even quite possible that the earliest attacks 
on the Odyssey may have preceded Aristotle’s time. .

But it must be kept in mind that those who may have 
allowed the Homeric authorship of the Iliad and Odyssey, 
after rejecting the rest, were opposing a feeling the very reverse 
of that which they are now quoted as opposing. They pro
tested against too many works being ascribed to the poet:; they 
are now quoted as if they had protested against too few being 
ascribed to him. This is a totally different question, and one 
which they did not examine. • The so-called consistent evidence 
of all old tradition as to this unity of authorship is really only 
the evidence of those who believed that eve^ epic came 
from Ho^^r; then of those who believed that a great many 
epics and othei; poems came from Hom^ir; finally, of those who

F 2
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were so occupied in rejecting other weaker claims upon his 
name, that they had not yet thought of discussing the claims of 
the Ody^ssey.

§ 55. That day, however, did come at last, and there was a 
school whose members carried their scepticism to this point.. 
What its fate would have been is hard to say, had not the great 
Aristarchus crushed it by his authority. He was determined to ■ 
put down the advance of this scepticism, which would doubtles^s;. 
have next assailed portions of the Iliad ; and he succeeded. 
But the importance of the controversy is proved by his having 
written a special treatise against the Chorizontes, in which he 
sought to prove the common authorship of the two poems. 
It is ver^ creditable to his sagacity that he endeavoured to 
prove it by the onlj,. argument which could become conclusive 
—by showing anticipations of the Odyssey implied in the Iliad. 
All other harmonies can be explained as the result .oif conscious 
agreement on the part of the later poett A large body of unde
signed anticipations in the older poem might indeed convince us. 
But Aristarchus’ book is lost, and his modem followers have not 
attempted to sustain his position with reasonable evidence. 
Until, therefore, some new evidence is produced, which is well- 
nigh impossible, there seems no reason whatever for assuming 
the Iliad and Odyssey to be the product of a single mind.

§ 56. Having thus disposed of the arguments in favour of 
this larger unity, we must approach the exaggerated attempts to 
show that each of the poems as a whole, with the exception of 
a stray line here and there, and perhaps the end of the Odys
sey, is the work of a single poet developing a logical plot. 
Here the advocates of unity have really the verdict of antiquity 
to some extent with them, for although the Dolineia (k) in the 
Iliad and the last book were much .suispected, the sceptics of 
those days did not venture on the hypothesis of the absorption 
of lesser poems in the texture of the wholp, and Aristarchus . 
believed that all the difficulties could be removed by obelising 
inconsistent lines or sentences.

But here, again, I protest in limine against the evidence of 
the Greek public, or of any other public, being called in to settle 
a question of which no public can be a competent judge. What 
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higher authority upon poetry, say our opponents, can yqu have 
than the consent of ages ? What more infallible verdict than 
that of successive .nations and centuries ? All these have felt the 
Iliad and Odyssey to be unities, and shall not this evidence out
weigh the doubts of critics and the subtleties of grammarians ? 
All this plausible talk is founded upon a capital ignoratio elencJii. 
It is perfectly true that the public is the ultimate and best 
judge of literature in one sense—that of its excellence—and that 
there is no instance of a bad work surviving for ages in public 
esteem. But surely it is absurd to set up the public as a judge 
of the unit^ of a plot, or the exact composition of an intricate 
system. On the contrary, uncritical readers are quite certain 
to imagine unity and consistency in any work handed down 
to them as one, however incongruous or contradictory its 
details. Thus the Psalms of David strike the average reader as 
the effusions of a single bard, in spite of headings asserting the 
contrary. Thus too the Book of Common Prayer would pass 
for the work of a single school, if not of a single pen, though 
there are plain traces of compromise between parties all through 
it. And so with a thousand other instances. The public, 
then, is no judge whatever of the unity of a poem, though an 
excellent judge of poetic merit.

§ 57. Let us now examine the alleged unity of the Iliad 
more in detail. The arguments advanced by such men as 
Colonel Mure and Mr. Gladstone, both expert controversialists, 
are of this kind—general uniformity of diction, general and 
even minute consistency in the characters, general sameness of 
style. They urge that when the poem is handed down by 
tradition as a single whole, these additional marks of design 
and unity are conclusive against attributing it to various poets. 
What they say, even though greatly exaggerated, has much 
weight against the advocates of an aggregation of shorter poem^, 
by a subsequent arranger, but has no force against the advocates 
of an original Iliad of moderate dimensions dilated by successive 
additions or interpolations. For in this case the enlargers or 
interpolators would take what care they could to observe har
monies of character and diction, and would do so sufficiently to 
satisfy the v^ilg^ar, though unable to deceive accurate criticism.
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This is in fact exactly the case. The unity which strikes Every
one at first reading gradually breaks up when we are brought to 
ref^^ct upon the logical coherence of the parts.

, I am ver^ far indeed from asserting the absurd principle 
laid down as obvious by. the Germans, that wherever there is a 
plain violation of logical consistency, we have not the work of a 
single poet telling his own story. The history of modem lite
rature, even in a critical age, shows ample instances of direct 
contradictions in the undoubted works of the greatest authors. 
But all these cases, so far as I know, arise from forgetfulness 
of details, and cannot be adduced to excuse such large impro
babilities as we encounter through the Iliad. Yet, even in 
detail, I k^ow not whether any parallel could be found (among 
great writers) to the narrative from H 313 to 0 252, during 
which at least two days and nights elapse, and a series of incon
sistent events.^—among others the building of a groat fortifica
tion with gates—are crowded together, while the dead are being 
buried. Both Heermann and Lachmann* have brought out the 
details. ' Thus the fact that the same heroes are killed two or 
three times over may pass as unimportant, but how shall we 
defend the utter confusion of motives in the second book, the 
first view of the Greek chiefs by Priam from the wall in the 
tenth year of the war, the fear of Diomede to meet some god in 
the form of Glaucus, when on the same day and in the same 
battle he has by divine instigation attacked and wounded both 
Ares and Aphrodite ? How shall we defend the complete for
getfulness through all the rest of the poem of two great scenes 
—the single com.bat of Hector and Ajax, and the capture of the 
horses of Rhesus by Diomede ? In the perpetual encounters be
tween Hector and Ajax all through the battle at the ships, Ajax 
never once alludes to his success in the single combat, though 
it was the common habit of Homer's heroes to boast of such 
things. In the races of the twenty-third book, Diomede con- 

'l^e^nds with the horses he took from .d5neas-in the fifth book, 
and no mention is made of the much finer horses which he 
carried off in the tenth. Some allusion to them here was not 
only natural, but necessary, if a single poet had been thinking

* Betrachtungen znr Bias, p. 24. 
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out his story. More generally, the promise of Zeus that by 
the retirement and wrath of Achilles defeat and ruin shall come 
upon the Greeks, is followed in the Iliad by a series of brilliant 

’ victories on the part of the Greeks ; and we are well-nigh tired 
of the slaughter of the Tr^oja^ns, before the least ray of success 
dawns upon them- This is not the work of a single poet carry
ing out a definite plan, but the work of later hands enlarging, 
and even contradicting, the original intentions of the aut^ior.

§ 58. But what was this plan, and what the work of the origi
nal author? I will endeavour briefly to sketch what seems to 
me the most probable theory, though it is obvious that no con
structive criticism can be so safe or convincing as th'e mere 
exposure of flaws and defects.

It has already been shown that allusion is made by the 
authors to many earlier lays as in existence, and even as pre
supposed by the Iliad. There are endless details about the 
earlier history of the heroes, about their genealogies, and about 
the adventures of the gods, which are referred to as well known 
and cur^e;^tt It is almost certain that there were some lays on 
the actual subjects of the Iliad which were adopted or worked 
in by the poet. Every early poet makes free use of earlier 
materials, nor is there in the history of primitive literature any 
instance where the first great advance was not based on previous 
work. The attempt to discover and to sever out these primi
tive elements of the Iliad has been prosecuted by the Germans 
long and laboriously enough to show its utter futility. No two 
of the dissenters can agree, and if they did, they would fail to 
convince any candid critic that their results were more than 
guesswork. But they have undoubtedly shown many sutures 
and joining lines, so that, while failing in detail, they may fairly 
be said to have established their principle. ‘
. But all these debts of Homer to earlier lays are held to 
be debts of detail, and it is asserted, with good reason, that 
the new feature in the Iliad, and a principal cause of its suc
cess, was its splendid plan. Instead of singing the mere 
prowess of special herpes, or chronicling the events of a war, 
the great poet who struck out the Iliad devised a tragic' plot, 
into which he could weave character and incident, thus actually
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anticipating, as Aristotle clearly saw, the glories of TEschylus 
and his successors. The wradi of Achilles equalises the forces 
on either side, so that the characters and prowess of the lesser 
heroes appear ; the friendship of Patroclus, his death and the 
fury of Achilles, the death of Hector—all these events are 
brought out under one idea—the wrath of Ac^hille^s.

§ 59. While agreeing with this view, and convinced as I am 
that this working in of details under a plot was the secret of the 
Iliad's greatness, I must insist upon two reser^:^l^i(^i^<!: first, 
the plot was not absolutely o^^^njil; secondly, it was unusually 
capable of extension.

It has not been remarked by any of the critics, that among 
the earlier lays mentioned in the Iliad, there is. one which is of 
a far larger and more epic character than the rest—I mean t^at 
briefly told by Phoenix in the ninth book concerning the Life 
and Death of Meleager. There are here the materials for a 
splendid epic—the anger of A^r^temis, the ravages of the wild 
boar, his pursuit and death, the quarrel about his spoils, the . 
consequent war of Curetes and Hitolians, the mother's curse on 
Meleager, his sullen refusal to help his country, the supplica
tions of all his kindred, the storming of his city, his wife's 
prayers, his sudden reappearance and victory, his untimely 
death—all this (except the end) is told by Phoenix with a direct 
application to. the wrath and sullen inaction of A^c^hilles. 
Though this phrt of the ninth book probably did not belong 
to the original poem, it seems so early an addition, that its 
evidence as to the diffusion of the Legend of Meleager is to be 
trusted, and that the wrath and refusal of Meleager to help his 
country may have been the spark which kindled in the mind of 
Homer the plot of the Achilleis. There are ample differences 
and ample original^it^ies in the Iliad to remove all pretence for 
asserting any plagiarism. I merely mean to say that if the short 
epic about Meleager was, as it seems to be, older than the 
Iliad, its leading idea is reproduced in the later poem.

§ 60. We come to the second and more important feature 
above mentioned, the elastic nature of the plot. When the wrath 
of Achilles withdrew him from the field, and the Greeks began 
the struggle without him, it was quite natural that other heroes
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should endeavour to. supply his place, and to avert the defeat 
which ultimately showed him to be necessary to his country
men. But though the original poet may have designed and 
carried out some such extension, especially where Patroclus 
coows out to fight, still the present extensions of the plot are so 
distinctly at variance with the main idea, that we must at once 
admit the interpolation of considerable portions of the present 
text. Thus the long section which embraces books B-ll is 
plainly foisted in by successive bards, when they sang the 
•^l^ic among Greeks who felt a national jealousy for the prowess 
«f their ancestors, and who would not tolerate their defeat 
without inflicting greater loss upon the Ti^oj'ans. This is really 
c^airied to an absurd length. The Greeks without Achilles are 
far more than a match for the T'r^ojans. For every Greek that is 
slain at least two Trojans fall, and so we are brought to feel 
that these books were composed by poets actually contradicting 
the idea of the great tragic master who framed the plot.

It is likewise remarkable that these portions of the Iliad 
refer to events which are misplaced in the tenth year of the 
war, but highly suitable at its commencement. Such are the 
Ca^t^alogue, the viewing of the Greek heroes by Priam and 
Helen, the single combats of Paris and of Hector with Mene
laus and Ajax. All these matters, as Grote clearly saw, belong 
to an Iliad, but not to an A^c^hil^leis, and an Ac^hilleis the origi
nal poem must have been most indubitably. Whin Mure says, 
in support of the unity of the poem, that it is inconceivable how 
all the greatest poets of separate lays should have confined 
themselves to the events of a few days in the tenth year of the 
war, he sim]pljy. assumes an absurdity, and argues from it as a 
fact. The events just mentioned, and the ariste^ia of most of 
the heroes, will suit any earlier period in the war, and even 
needed a little adjustment, a few omissions and additions, to 
make them fit their place as indifferently as they now do.

The second, third, and seventh books were perhaps adopted 
from an earlier Iliad for mere expansion’s sake, or to transfer to 
a nobler place poetry which was being lost by the growing 
splendour of newer Iliad. The aristeia of Diomede is probably 
due to the recitation of the Iliad at Argos, where the poem was
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very popular, and where the national hero must be made to play 
a prominent part. Thus a kingdom is made for him in the 
Catalogue, which is simply cut out of the empire of Agamem
non, and is plainly inconsistent with it, and the hero himsel^lf is 
drawn quite as fearless and as invincible as Achilles. But in 
the later books (except the twenty-third) he almost completely 
disappea^i^s.

The arming and acts of Ag^amemnon, in the eleventh book, 
appear to me another such interpolation, probably for the pur
pose of recitation at My^c^e^r^ae, for in the original plot the King 
of Men seems to be a weak, chicken-hearted creature, always 
counselling flight, or finding fault with his inferiors, and not 
the almost superhuman being he is here represented. In the 
same way I cannot believe that the acts of Patroclus are in the 
least consistent with his character and reputation all through 
the real Achilleis. He is nowhere spoken of as a wonderful 
hero, inferior only to Achilles in valour, but as an amiable 
second-rate personage, who keeps on good terms with everyone, 
and who obtains leave to bring out the Myrmidons to battle. 
I believe that in the original Achilleis he made but a poor 
diversion, and was presently slain in fair fight at the ships by 
the great Hector, as indeed the later books distinctly imply. 
But the subsequent poets who recited in the interests of Greek 
vanity made him slaughter Trojans all day, and at last robbed 
Hector of his glory by introducing Apollo and Euphorbus to 
help him.

§ 6i. This brings me to the strongest and clearest incon
sistency in the whole of our present Iliad—the character and 
position of Hec^t^oi^. It has been common among the English 
conservatives to boast of the wonderful harmony and accuracy 
of each character in the Iliad, and they quietly assume the 
whole of their facts as incontrovertible. But surely we need 
not trouble ourselves about their arguments, if we can deny and 
disprove their preliminary facts. That there are many subtle 
and striking harmonies I will not deny, but will assert what 
has hardly been yet touched upon in this country, that there 
are abundant and striking inconsistencies also. I have alluded 
to some of these—the fear of Diomede on meeting Glaucus,
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the various pictures of Ag^a^memnon, the sudden splendour of 
Patroclus ; but all these are nothing when we come to the case 
of Hec^tor. ,

Critics, old and new, have felt the remarkable contradic
tions in the drawing of this famous hero, and yet none of them 
have ventured to suggest the real explanation. Even Mure 
and Mr. Gladstone confess that in our Iliad he is wholly 
inferior to his repu^t^l^it^n; ‘ he is paid off,' say they, ‘ with' 
generalities, while in actual encounter he is hardly equal to 
the second-rate Greek heroes.' * Yet why is he so important 
all through the plot of the poem? Why is his death by 
Achilles made an achievement of the highest order ? Why are 
the chiefs who at one time challenge and worst him at another 
quaking with fear at his approaich? Simply because in the 
original plan of the Iliad he was a great warrior, and because 
these perpetual defeats by Diomede and Ajax, this avoidance 
of Agamemnon, this swaggering and ‘ hectoring ' which we now 
find in him, were introduced by the enlargers and interpolators, 
in order to enhance the merits of their favourites at his expense.

It seems to me certain that originally the Hector of the 
Iliad was really superior to all the Greeks except Achilles, that 
upon the retirement of the latter he made shorter work of 
them ' than the later rhapsodists liked to admit, that he soon 
burst the gates and appeared at the ships, that Patroclus was 
slain there after a brief diversion, and that in this way the whole 
caiasirophe was very much more precipitated than we. now find 
it. I suppose that even when Achilles returns to the field, 

, these interpolations continue, that the battle of the gods comes 
from quite a different sort of poetry than the worldly epic, and. 
that possibly the book of the games, and the last book, were 
added to the shorter plot. But it is likely that these additions 
must have been made very early, and by very splendid poets, 
for I cannot think with the Germans that such poet^ as 
the ninth and twenty-fourth books of the Iliad is one whit

‘..I should not fail to add that Mr. Gladstone finds no difficulty in re- 
con<cilin!g all these inconsistencies, and even attacks the dissectors of the 
hero, in an article entitled The Slicing Hector (Nineteenth for
Oct. 1878).
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inferior to the best parts of the original poem. It also appears 
to me that the interpolators must have handled both the original 
poem and their additions or adaptations very fre^ljf; for if my 
view of Hector be correct, they must have taken out achieve
ments of his, and put in those of Greek heroes instead, at the 
same time adapting stories from the earlier history of the war 
to suit the altered time and circumstances.

§ 62. No doubt the strongest objection to this theory of 
the formation of our Iliad in most people’s minds will be, not the 
groundless assertion about so many great poets having confined 
themselves to so short a period of the war, which I have set 
aside, but rather the assumption of the mere existence of more 
than one poet of such eminence, not to say of several, or even 
of a school of such splendour. I think this argument, which at 
first sight appears strong, depends upon a want of appreciation 
of the varying state of society, and its effects upon litera
ture. There are ages, sometimes primitive, sometimes simple, 
where a school or habit of thinking will produce from a number 
of men what another age will only attain in high individual 
excep^l^i^c^ns.

Here are two well-known instances. It is impossible for 
all our divines in the present day to produce prayers written 
in the pious English of our Book of Common Prayer. There 
is a certain depth of style, a certain * sweet-smelling savour ’ 
about it which is almost unique in our language, and now 
unapproachable. But this book is not the work of a single 
man, or even perhaps of a few, ■ but of a considerable number, 
who have nevertheless attained such unity or harmony in their 
way of thinking and of translating (from the Lactin), that it is 
not easy to find the least inequality or falling off in any parlt 
These men were not all Shakespeares and Miltons, but they 
were men who belonged to a school greater than any individual 
can ever be.

Let us consider another case not very dissimilar. The age 
of the Reformation produced in Germany an outburst of devo
tional poetry, which is preserved in the countless collections 
of old hymns still sung in the Protestant churches. Many 
of these hymns are assigned to y^e^ll-l^nown and celebrated
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But in literary merit
authors, such as, Martin Luther, some to men otherwise un
known, others again are anonymous.
there is a curious evenness about them. They do not differ in 
any way as the poetry of great and little poets does in our day. 
The same lofty tone, the same simple faith, the same pure lan
guage pervades them almost all. And yet both these examples 
are from ages very literary and developed as Compared to the 
age of the epic bards in Greece. I conceive, therefore, that this 
evenness of production, this prevalence of a dominating tone, 
has made it possible for the work of several hands to coalesce 
^to a great unity, in which the parts are all great, and, in the 
opinion of many, all worthy of the whole.

§ 63. But the destructive critics would not have recourse to 
this argument, because they deny the fact which I have assumed. 
Many Germans find parts of the Iliad wholly unworthy of the 
reist; they will even tell you the line where a worse poet began, 
ariid where the greater poet takes up the thread again. This 
criticism is so completely subjective, so completely dependent 
upon ihe varying taste and judgment of the critic, that I for
bear to enter upon it. Many passages which they think un
worthy seem to me the finest poetry ; and if I were to select a 
specimen of what seems to me an evident and most disturbing 
interpolation, I should choose the lines £1 527-52, which dilute 
a splendid scene, but which are nevertheless accepted as belong
ing to their present place by Aristarchus, and even by all the 
destructive critics of late days.

§ 64. The theory which I advocate has many points of 

resemblance with that of Grote. But I do not think all the 
books which disturb the A^chillas belong to one other poem, 
or Iii^a^s, as he does. I think they were separate lays, perhaps 
composed, perhaps adapted, for their place. I also think that 
the part.of Hector in the tragedy has been tampered with more 
teri^utly than he suspected. I further agree with Voltaire and 
the best destructive critics in Germany in thinking, that though 
the Iliad has a distinct plot, and though this plot was the direct 
cause of its several lays attaining to their present fame in the 
Woirld, yet the pleasure which educated men now take in the 
Iliad is ■ not in its plot, but in its details. It is for splendid
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scenes, for touching episodes, for picturesque similes, that we 
love the Iliad most, and not for its economy or structure.

The successive events are sometimes so loosely connected 
that we come to suspect the commission of Peisistratus of 
having found many diverging versions, and of having co-ordi
nated them, in preference to suppressing them all save one. 
This is more particularly the case with the similes, with which 
the Iliad abounds. In spite of the ingenuity and the reverence 
of critics in defending them, these similes are often excessive 
and disturbing to the narrative, they often repeat the same facts 
with hardly any variation, and when we find two or three co
ordinated without adequate reason, it seems as if di^erent recit
ing rhapsodes had composed them separately, and then the 
commission included them all in their comprehensive edition. *

§ 65. These are the principal reflections which suggest them
selves upon a critical survey of the Iliad. It would be idle in this 
place to rehearse again the centuries of praise which this immor
tal poem has received from all lovers of real poetry. While the 
historian and the grammarian will ever find there subjects of 
perplexity and doubt, eve^ sound nature, from the schoolboy 
eager for life to the old man weary of it, will turn to its pages 
for deep human portraits of excitement and of danger, of 
friendship and of sympathy. So purely and perfectly did the 
poet of that day mirror life and character, that he forgets his 
own existence, and leaves no trace of hims^i^if upon the canvas 
which he fills with heroes and their deeds. He paints what he 
conceives an ideal age. older and better than his own, but paints 
too naturally not to copy from real life enough to let us look 
through the ideal to the real beneath. The society thus revealed 
I have already elsewhere described.®

§ 66. We turn to consider the Odyssey. Though there was 
controversy in old days about the priority of the Iliad, it seems 
quite settled now® that we must look upon the Odyssey as a later 
poem—how much later it is impossible to say. The limits 
assigned have varied from those who believed it the work of

* Cf. especi^^^Iy B 55-83. 2 Sodai Life in Greece, chaps, i. and ii.
8 Schumann alone suggests (f^^hns Jahrb. vol. Ixix. p. 130) that the 

Odyssey may have been the model for the framers of the Iliad.
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the same author in old age, to those who place it t^vo centuries 
later (as M. E. Bumouf does), owing to the difference of its - 
plan a^id style. But, as Bonitz says,i if not composed in the 
old age of Homer, it was composed in the old age of Greek 
^jpic poetry, when the creative power was diminishing, but that 
of ordering and arranging had become more developed. The 
plot of the Odyssey is skilfully conceived, and on the whole 
artistically carried out, even though modem acuteness has found 
flaws in its sutures. But critics seem agreed that the ele
ments of the Odyssey were not short and disconnected lays, 
but themselves epics of considerable length, one on the R^e^l^urn 
of Odysseus, another on the adventures of Te^l^emaclms, and 
these the chief.

The drawing of the characters is perhaps less striking, but 
more consistent than in the Iliad. The whole composition 
is in fact tamer and more modern. The first faint pulse of 
public opinion apart from the ruling chiefs is beginning to be 
felt;; the various elements of society are beginning to crystal
lise. The profession of poet, which was either unknown or 
does~not chance to be mentioned in the' Iliad, is made as 

■ooe; of importance, which the author strives consciously to 
mag^rify. Instead of constant battles, and perpetual descrip
tions of blood and wounds, we find that mercantile enterprise 
and the adventure of discovery are awakening in the Greek 
mind. Luxury seems increased ; and the esteem for chivalry 
retires before the esteem for prudence and discretion. The 
gods, who still act, and perpetually interfere in the life of men, 
are beginning to act upon more definite principles, and with 
somewhat less caprice and passion. The similes, with which 
the Iliad abounds, and which even there are less frequent in 
the later books, become almost exceptional.

§ 67. It has been said, with a good deal of force, by the advo
cates of the'unity of the two poems, that all these differences may 
be accounted for by the difference of the subjects; that in a poem 
<^f travel and adventure we must expect these very variations. 
But even granting this, the choice of the subject seems 
rather the consequence than the cause of the altered feelings

* Der Ursprung def Homerischen Cedtehte, 4th ed. p. 39,
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and customs. With the blood and wounds, and the rude camp
life of the Iliad before him, the poet who ventured upon a com
petition with so great a forerunner deliberately set himself to 
find contrasts, not only in treatment, but in plan. He may 
fairly claim to have surpassed the Iliad in the latter feature • 
and even in the former, there is «lore charm about the Odyssey 
to a calmer and more reflective age, than about the fiercer 
Iliad. The Greeks of historical times, who were always trying 
to stimulate in their citizens military valour—a quality in which 
most Greeks were deficient enough—taught their children the 
warlike poem with this intent, and praised it above all others 
for this reason. Their approval was taken up by the gram
marians, and handed on to modem critics ; but it seems to
me doubtful whether it is not founded wholly upon the educa
tional feeling among the Greeks. Unbiassed cri’ics will now- 

a-days read the Odyssey oftener, and with greater pleasure. 
Most of the Germans think that there is a marked fallinjg 
off in the second half of the poem ; that the character of the 
hero becomes exaggerated, and the narrative generally confused 
and injured by repetitions of the same idea. It would not be 
difficult to defend many of the points they have attacked, and 
to maintain that the trials of the unrecognised Odysseus in his^ 
own palace among the dissolute suitors are most artistically 
varied and prolonged in order to .stir the reader with im
patience for the thrilling catastrophe. It is generally agreed 
that there are spurious additions at the end. A^g^ain, Kirchhoff 
has argued that the double reprooff of Penelope’s incredulity by 
Tele^machus and by Odysseus is not consistent, and shows signs 
of patching. Again—and this is no matter of detail—it is clear 
that there are in the poem two distinct reasons to account for 
the non-recognition of Odysseus on his return home : first, the 
natural changes of twenty years’ toil and har^^l^ij^_; secondly, 
the miraculous transformation effected by Athene for the pur
pose of disguise.

These and other similar objection.s to the original unity of 
the Odyssey are not likely to occur to the general reader, or to 
disturb him, seeing that they had never occurred to the acutest 
critics before Kiii^c^l^hc^ff. Thus Sengebuscli, whose writings
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{(sQ far as they are known to me) date prior to K^irchhoff’s 
book, is very severe on the Chorizontes, and ridicules all their 
attempts to prove the Odyssey younger than the Iliad, or made 
up of parts various in age. His arguments, however, though 
very strong against the minor points urged, do not touch 
the later and more serious attack.* Professor Geddes is con
tent, with Wolf and Grote, to assume the unity of the Odyssey 
as unquestioned, and the whole of his Homeric theory is 
based upon this assumption. These critics have the authority 
of Aristarchus. But his assumption of the unity of the Iliad 
mu.st have vitiated his great argument about its anticipations 
of the Odyssey. If several hands contributed to each poem, 
it was certain that some of the later Ilian poets knew the 
Odyssey, at least in pai^r; nay, it is very likely that the same 
poets contributed to both, as has been shown by the researches 
of Professor Geddes. Hence, harmonies of this kind between 
the Iliad and Odyssey would only prove a gradual construction 
of both in (ft school with fixed traditions and intent on avoid
ing manifest contradictions.

§~68. It may be fairly expected that I should not conclude 
the subject without giving a br^ef summary of the general re
sults attained by this long controversy^.

We may assume it as certain that there existed in Ionia 
schools or fraternities of epic rhapsodists who composed and 
recited heroic lays at feasts, and often had friendly contests in 
these recitations. The origin of these recitations may be sought 
in northern Greece, from which the fashion migrated 'in early 
days to Asia Minor. We may assume that these singers became 
popular in many parts of Greece, and that they wandered from

* His most ingenious point is his escape from the difficulty about the 
Kimmeriatis, Whose mention in X 14 is held to prove that that passage was 
composed after the appearance of the nation in Asia Minor, circ. 700 b.c. 
Sengebusch shows that there were Xeipefiot in Epirus; that Aristarchus 
probably on this account rejected the variant Kt'pfiepluv, but preserved the 
Ionic form Kjuue>x>i, as the home of the legend came from that country j 
finally, that this ver^ passage suggested the name which the Ionian Greeks 
gave to the devastati^^ invaders who overran Asia Minor, and who were 
not really so called. Cf. Jahts Jahrbucher, vol. lxvii. p. 414. But all 
this seems argut^^is quam verius.

VOL. I. G
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court to court glorifying the heroic ancestors of the various chiefs. 
One among them, called H^mer, was endowed with a genius 
superior to the rest, and struck out a plot capable of nobler and 
larger treatm^i^^ It is likely that this superiority was not 
recognised at the time, and that he remained all his life a 
singer like the rest, a wandering minstrel, possibly poor and 
blind. The listening public gradually stamped his poem with 
their approval, they demanded its frequent recitation, and .so 
this Homer began to attain a great posthumous fame. But 
when this fame led people to inquire into his life and his
tory, it had already passed out of recollection, and men sup
plied by fables what they had forgotten or neglected. The 
rhapsodists, however, then turned their attention to expanding 
and perfecting his poem, which was greatly enlarged and called 
the Iliad. In doing this _ they had recourse to ^h(; art of writ
ing, which seems to have been in use when Homer framed-his 
poem, but which was certainly employed when the plan was 
enlarged with episodes. The home of the original Homer 
seems to have been about Smyrna, and in contact with both 
^^lolic and Ionic legends. His date is quite uncertain; it need 
not be placed before 800 b.c., and is perhaps later, but not 
after 700 b.c.

When the greatness of the Iliad had been already discovered, 
another rhapsodist of genius conceived the idea of constructing 

•a similar but contrasted epic from the stories about Odysseus 
and Tele^machus, and so our Odyssey came into existence—a 
more carefully planned story, but not so fresh and original as 
the older Iliad. Both poets lived at the time when the indi
vidual had not asserted himself superior to the clan or brother
hood of bards to which he belonged, and hence their personality 
is lost behind the general features of the school, and the 
legendary character of their subjects. An age of rapid and 
original production is not unlikely to produce this result. Thus 
Shakespeare, among a crowd of play^vrights, and without any 
prestige, did not become famous till the details of his life were 
well-nigh forgotten. The controversies concerning his plays 
have many points of analogy to the disputes about Homer.

When the name of Homer became famous, all epic compo-
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sitions pretended to be his work, and he gradually became the 
hero eponymos of the schools of rhapsodists. Hence the first 
critics began by disallowing the Homeric origin of various in
ferior and later compositions. This process had in later classical 
times gone so &r as to reject all but the Iliad and Odyssey. 
With an attempt to reject even the Odyssey, ancient scepticism 
paused. No Greek critic ever thought of denying that each 
poem was the conception and work of a single mind, and of a 
mind endowed with exceptional genius. The attempt of the 
Wolfian school to prove them mere conglomerates has failed. 
They have proved that there was extensive interpolation, but 
all attempts to disengage the original nucleus have failed.

§ 69. It is indeed sad that the historian of Greek literature 
must devote all his attention to these dr^ discussions when he 
comes to treat of the most charming among Greek books, the 
oldest and the most perfect romance in European society. All the 
characters of the Odyssey live before us with the most wonderful 
clear^^i^!^., Even the old servants, and the dogs, are life-portraits; 
and Plato has not attained to a more delicate shading of cha
racter than may be found in the drawing of the various ladies, 
or of the insolent suitors, who crowd upon the scene. When 
we hear that Sophocles took whole dramas from the Odyssey, 
we rather wonder that Euripides did not do so also ; nor can 
we allege the imaginary reason in Aristotle’s JE^oetic, that the 
plot was too simple and well-articulated to afford more than 
one drama. For it is really very complex and ingenious. The 
gradual approach of the catastrophe after Odysseus’ return in 
disguise is wonderfully exciting, and thrills the mind at the 
twentieth perusal as at the first. The portrait of the hero is 
an essentially Greek ideal, with the ingrained weaknesses of 
the Hellenic character fully expressed in him, yet, on the 
whole, superior to the fierce and obstinate Achilles. But the 
outspoken admission of guile and deceit in Odysseus pro
duced a gradual degradation of his character in the cyclic 
poets, in Epicharmus, and in tragedy, while Achilles escaped. 
In fact, educ^^tio^^^l tendencies censured the general inclination 
to knavery, and exalted the somewhat deficient quality of 
physical courage, wherever they were found described in the

G 3
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Bible of the Greeks. Nev^ertheless, Odysseus wa^ the Jacob of 
the nation, the real type and patriarch of the Ionic race.

I wilt conclude by pointing out a peculiarly poetical trait in. 
the character of Penelope, which seems to me to speak a long 
worldrexperience, and very little of that buoyant simplicity of 
early .times and primitive manners which are usually lauded in 
Heimer. Nothing is at first sight stra;nger than the obstinate 
scepticism of Penelope at the end of the story. She who had 
for years sought out and given credence to every stroll-ing 
vagabond's report about her husband, cannot persuade herself, 

■ when he actually returns, to accept him •! And yet, nowhere has 
any modern poet given us truer and deeper psychology. To a 
nature like Penelope’s, the longing for her husband had be
come so completely the occupation of her life—‘grief filled 
the room up of her absent lord’—had so satisfied and en
grossed her thoughts that, on his return, all her life seeijn^d 
empt^-, all her occupation gone, and she was in that .blank 
amazement which paralyses the mind. For after a‘ great and 
sudden loss, we know not how to prepare ourselves for a 
change, however happy, in our daily st«^t^«5, and our minds at 
first refuse to accept the loss of griefs which have become 
almost dear to us from 'their familiarity. Such a conception 
we might expect from Menander or from Shakespeare. In 
H^c^mer if is indeed passing strange.
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CHAPTER VI.

the cyclic poets and the batracho-myo-machia.— 
jESOP and babrius.

§ 70. It is not the plan of this book to notice the lost works 
in Greek literature, except so far as it is necessary for the under
standing of the remaining treasures. Those who desire to see 
all that can be said on the obscure subject of the cyclic poets 
may consult Welcker's Epischer Cyclus, where the greater 
part of three volumes is devoted to the discussion of notices ■ 
and fragments in themselves of little value, and to an estimate 
of the genius of poets whom the ancients neglected or despised. 
The few facts elicited by his ver^ long discussion are easily 
summed up.

It is a salient fact in Greek literature that each species of 
composition was thoroughly exhausted when the next in order 
sprang up. Thus, the long period which elapsed from the first 
outburst of epic poetry to the rise of iambic and lyric poetry, 
as well as the earlier epochs of these species, was filled with a 
series of epic writers who treated subjects similar to those of 
the Iliad and Odyssey. But we are told that no later poet 
whatever covered this particular ground, owing, it is said, to 
the great excellence of the real Homer, who far distanced and 
silenced all competition. It would be safer to assert that all 
the poets who did sing of these subjects were either embodied 
in the Homeric poems, or, if not, were immediately thrown 
aside and forgotten. I have already shown (p, 73) that the earlier 
lays discernible in the Iliad were by no means confined to the 
tenth year of the war, but may have' suited any period' subse
quent to the landing or before the death of Hector. To us,
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however, no separate poet remains who is known to have 
trodden on the ground of Hc^mei^.

It was once commonly believed that the remaining epic 
poets equally avoided touching upon one another, that they 
composed thei^ poems upon a fixed chronological plan, each 
resuming where the other had finished, and so completing an 
account of what is called the Epic cycle, from the birth of 
Aphrodite in the Cypria down to the conclusion of the Nostoi, or 
Telego^ia, of Eugammon. But it seems clearly made out now 
that no such fixed system of poems exist^<^d ; that the authors, 
widely separated in date and birthplace, were no corporation 
with fixed trj^i^i^f^ii^i^:^; that they did overlap in subject, and 
repeat t^re same legendis; and that the epic cycle does not 
mean a cycle of poems, but a cycle of legends, arr:^in[^(^<^'by the 
grammarians, who illustrated them by a selection of poems, 
or parts of poems, including, of course, the Iliad, and (^dyssey, 
and then such other epics as told the whole story of the Theban 
and Trojan wars, down to the conclusion of the heroic age.

§ 71. We owe chiefly to the summary of the grammarian 
Proclus,* which is preserved to us, the following list of the 
poems and subjects. (i) The Cypria, in early days attributed to 
Homer himself, then denied to him by Herodotus .(ii. 117) and 
other sound critics on account of variations from the Iliad and 
the Odyssey in its legends, was generally cited anonymously, 
as in the Schol. Ven. on the Iliad. Later on, At^l^e^r^aeus and 
Proclus speak of Stasinus, or Hegesias, or Hegesinus as the 
author. It was called Cypria, either because the author of 
the poem came from Cyprus, or because it celebrated the 
Cy^pr^ian goddess Aphrodite, and detailed from the commence
ment her action in the Trojan war. This fact of itself shows a 
standpoint quite foreign to the Iliad. The poem was, how
ever, an introduction to the Iliad, telling a vast number of 
myths, and leading the reader from the first causes of the war 
up to the tenth year of its duration. It is easy-to see that such a 
vast subject loosely connected must have failed to afford the 
artistic unity which underlies the course of the Iliad. (2) The

' Cf. Dindoj^lTs Schoi. Grac, in Iliadem, vol. I. (Pref.) p. xxxi, sc^.
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^^h^opis, in five books, by A^rctinus of Miletus, the oldest 
certainly known epic poet, who is generally placed about the 
xst Olympiad (776 b.c.), and called a pupil of Hosmer. This 
poem reached from the death of Hector to that of Achilles, 
and told of the arrival of the Amazons and the ^I^t^l^^opians to 
aid Troy. It was even tacked on to the Iliad by a modifica
tion of the last line. . Achilles was the central figure of the 
poem, and appears to have been treated with breadth and 
power. He slays Penthesilea, and then feels a pang of re
morse on beholding her beauty. This is ridiculed by The^i^sites, 
whom he kills in a fit df passion. Antiloc^hus, who seems in 
some sort to have been the Patroclus of the poem, is slain 
by Memnon while endeavouring to save his father, Nestor. 
Achilles then slays Memnon, and is himself slain, in his pursuit 
of the T^r^oja^ns, by Paris. The contest for the anns of Achilles, 

' and the suicide of Ajax, concluded the ^^^h^opis, if, indeed, 
the poem called the Sack of Ilium, by the same author, in 
two books, was not originally connected with the ^^h^opis. • 
(3) But the arrangers of the mythical cycle preferred, on the 
Sack of Troy, a poem of Lesches called the Little Iliad, by 
Pausanias also the Sack of Ilium. This Lesches was a Lesbian, 
and contemporary with Archilochus (about C^1. 30). He re
lated, apparently in more of a chronicler’s than a poet's spirit, 
the events from the contest about Achilles’ arms to the actual 
fall of Troy. Odysseus was his principal hero. (4) The 
Nosto^, in five books, by Agias of Trrnzen, but often quoted 
anonymously. He sang of the adventures of the heroes apart 
from Odysseus, especially the At^rid®, and described the regions 
of the dead in a passage referred to by Pausanias. (5) The 
Tekegonia, by Eugammon of Cyrene, who is placed about the 
53rd 01. He described the adventures of Odysseus, Tele- 
machus, and of Te^leg^c^nus, son of Odysseus and Circe, and 
thus completed the Trojan cycle. It is hardly necessary to give 
similar details about the Theban cycle which has no interest 
to us except that the tragic poets borrowed largely from it.*

* The principal poems of which we have any. report .are the epic of 
®dipus, ascribed to Kiir^aethon, then an old Thebats by an unknown poet, 
followed by the E^pigo^ni of A^ntimachus of Teos. The capture of ®chalia, 
and the epics on the Minyans, lie outside this series, but akin to it.
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§ 'J2. Un^lO^i^nately, the extant fragments of these poems 
are so trifling—amounting in all to some sixty lines—as to afford 
us in themselves no adequate means of judging their authors’, 
merits. They are all quoted in the appendix to Welcker’s 

Cyclus, and the main ' body of that work is an ingenious 
attempt to vindicate the old cyclic poets against the systematic 
neglect or even disparagement of. classical days—I mean the 
neglect of them as literature, though they were the great mine 
from which the tragic poets drew their plots. On the other hand, 
Colonel Mure, in his excellent second volume, has put together 
all that can be learned from analysing the extant fragments, 
and has based an adverse verdict strictly on t^vo famous 
judgments preserved to us in the Poetic, of which this is the 
substance. Aristotle compares the nature of the unity re
quisite for history, which he calls merely chronological, and 
that for poetry, which must be logical j nor is it enough that the 
action should be laid in one division of time, or centred about 
one hero. He further distinguishes in poetry the epic and 
the tragic unity, of which the former is the larger, and admits of 
episodes, while the latter is shorter and stricter. But in speak
ing generally of the unity of story in both epic and tragic 
poetry, he asserts that almost all epic poets had been content 
with a mechanical unity, whereas Homer, with superior tact, 
whether instinctive or acquired, had chosen subjects of which 
the parts are easily.comprehended and naturally grouped under 
a real and logical unity. In this he contrasts him especially 
with the authors - of the Cypria and the Little Iliad, and ob
serves that only one, or at most two, tragedies can be derived 
from the Iliad or from the Odyssey, whereas many can be de
rived (and indeed were derived) from the Cypria, and at least 
eight, which he mentions, from the Little Il^ad. Unfortunately, 
this latter passage in the L^oetic (c. 23) is hopelessly corrupt, 
and conflicts not only with the plain facts of the history of 
tragedy, but with other statements in this ver^ treatise. It is 
said to be absurd (c. 18, § 4) to work the whole Iliad into one 
tra^^c^yy; it is further asserted (c. 27, § 13) that from any epic 
poem many tragedies may be formed—an obvious fact, and in 
accordance with actual literary history. No doubt ingenious
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entities have found means of reconciling these inconsistencies ; 
they make Aristotle speak at one time of the central plot only 
of the Homeric poem^; at another of the whole poems, in
cluding the episodes ; they emend the text, and by these and 
other contrivances devise a theory which they endeavour 
force upon the facts.

I prefer to set aside the criticisms of the P^oetic, either as 
not being the genuine text and sense of Aristotle, or else, 
showing in that great man such a traditional reverence for the 
Homeric poems as made him an unsafe critic when they were 
c^fne^erned. The unity of the Iliad is not adequately sustained 
or highly artistic. Many tragedies could be, and have been, - 
legitimately construeted from it. As far as we can see, the 
poem of A^rcl^inus was similarly grouped about a central figure 
—A^c^hilles, whose death was the climax—but introduced im
portant and staking episodes. It is therefore better to refrain 
from using the so-called authority of Aristotle in this matter.

Colonel Mure, however, arguing from this, and from the 
low esteem shown by the rest of our authorities, degrades 
the epic cycle to a series of medical chronicles maintaining no 
proper unity, and dealing, moreover, not unfrequently in low and 
disgusting details. He is no doubt right in showing that t^e 
portraiture of many of the tragic heroes, especially of Menelaus 
and Ulysses, which is so different from that of Hosmer, comes 
from the cyclic poem^; when he asserts that the poets put 
themselves for^vard too prominently, as compared with the self
effacement of Homer, he says what is probable with later poets, 
but not provable from our fragments. I need not prosecute the 
matter further, but will condude by observing that several good 
critics, such as Welcker and Bemhardy, place Arctinus above the 
others. They attribute to him the origination of the Amazonian 
and Ethiopian legends ; they see in his fragments seriousness 
and tragic gloom as compared with the lighter and less 
dignified Le^sc^hes. Beyond this cautious thinkers are now 
slow to venture. The rest of the eyclie poets are hidden from 
us in a gloom which only the discovery of a new MS. may 
some day clispel. Even Quintus Smyn^aeus, whose Posthomerica, 
cover much of the ground occupied by them, seems not to
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have used them diligently, or to have reproduced their treat
ment.

§ 73. The present place seems the most proper to give an ac
count of the (often cited as for
shortness), or ‘ Battle of the Frogs and Mice,' which is the only 
mock epic remaining to us in early Greek literature, and which, 
though it excited little attention of old, has given rise to many 
translations and imitations among the Italians and French 
since the R^enaissance. The poem, as it now exists, con- 
.sists of 316 hexameters, and though far removed from the 
st^le and power of Homer, to whom it was generally attri
buted- in uncritical days, has more merit than is conceded to 
it by recent commentators. By some authorities Pigres, the 
son of Artemisia, to whom the Margites is also ascribed, is 
named as the author—a theory adopted by Baumeister, and 
to which I should unhesitatingly subscribe, as the most un
likely tradition in the world to be false, were not Pigres already 
reported the author of the Margites. This obscure poet may 
have been suggested by critics who felt that the work was 
not Homer's, and could find no more likely person than the 
accredited author of another sportive poem, once called Ho
meric also. This consideration makes the authorship of Pigres 
not improbable, but rather doubtful. There is evidence—from 
the familiar allusion to writing at the opening, from the 
mention of t^ie cock (v. 193), from the Attic use of the article, 
and the frequent shortening of vowels before mute and liquid 
{Attica carreptiones, as they are called)—that in the present 
form the poem cannot date from a time much earlier than 
^^schylus, and that it is, besides, corrupted and interpolated 
considerably by far later hands. /

The plot is witty, and not badly constructed. A mouse, 
after escaping from the pursuit of a cat, is slaking its thirst at a 
pond, when it is accosted by a frog, King Puff-cheek, the son 
of Peleus (in the sense of muddy), who asks it to come and see 
his home and habits. The mouse consents, but the sudden 
appearance of an otter terrifies the frog, and makes him dive, 
leaving the mouse to perish, after sundry epic exclamations and 
soliloquies. A bystanding mouse brings the tidings to the tribe,
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who forthwith prepare for war, and arm themselves, sending a 
formal declaration to the frogs. The deliberations of Zeus and 
Athena,‘as to what part they will take in the war, are really comic, 
and a very clever parody on Hosmer. Then follows quite an epic

* w. 160-200:
“fir <(>tao{i<ras SirKots

pev paAaxuV KVf^lias ids SpipeKaAvnj^af, 
Oii^lp-itKas S Clxov koAuv airb o'evrAiov,
<t>iJJ<^a Sit r^&v Kpaplioiv sSs i^cnrlSas eS fjt^K^aav, 
(~fX0S S’ Ol-vti^^oti'os i^ifaar^tp fuutpbs apiipet, 
KcS r^a pepa Xc^iiv ^i^^t^mre Kipvva,^
<(ippa<S,pevot 5* lsa'rii«u/ iif O^^Ops ii^i^;^^<^tv, 
v^le^ivres tS-^^as, Stf/^oS epirApp'ro l^Kaa^r^a^s.

Z«^r Si 8«<^l>s Katfcras sSs ovpavbv St’repSevra, 
itttl rroAepou irApOvv Ss(£ar, Kparepois re paXpra^s, 
iroXXobs ^a;l peyStovs ilS* *^X(a peppa ipepi^i^'ras, 
oTos Kevrabpav ar-pa-rbs ep^erat V* O^^y^O^Pi^u^P, 

■ ySb yeX&v ^peet^<^' Tlv^es $aTp^^o^lrtv Spmyol 
f) pvtrlv ^t^i^vS^iav ; i^al 'AOi^valiiiv va^ol^elm^t^•

Tfl Ov^tarep, pvt^lv » p' ^iroA^^'qcroutrri rrop^i^trp ; 
(^<il ySp <roo Kara vphv iaravres,
Kvlatrp a^^ptrSpevot Ka) iSeapat^iv 4k Ovau^uv.

“fts &p Io^I! KpovlSps' r^bv S^ ■trpo<reettreP 'A^O■i}tnt^• 
& rrSrep, ovk Sk 1riOTl^'^‘ 4yi> port r^^^|^p.vl^oortv 
4X0oIt)v SrapivySs, 4vd Kaiea s/^i^!^:Ad fO iopyav, 
areppara fiXS1rroVa^es ko) XH^x^v^e^vs Sven' 4Xr(ou. 
T^ovro S« p^v Xipv tlSr^^ tppe'vas, ofS p' Zp^^av. 
ireirXov pov Kr^l^a^pMe^e^v, Sv 4(i<pta'r Krpovll^lr' 
4k. f^rSSt'ps Xes^p-fis, Ka) ^o^'i^po^va Xej^bv bt^ito^a, 
rptiy^Xas r’ ^p^1^)^(i1(rr>^^ 4 S’ i|^lnpl'rlS Jot (■vioTij, 
Kol ttoXv p( •Kp|itlro^lt • roiiT^ov xapi' Z^d/^'yai. 
Xptio-afievti ydp SijiaVa, k«1 oVk Ix' ovToii^aSoSvat. 
oXA’ ovS £s paTpdxotiTiv ipyyepev oVk i0eXil«>>. 
«W yap ooS' rir^o) ippevrs b/^ireSi^f SXXr pe ^pUri' 
4k r^^X^epov dvtoVirrV, lirel Xlpv ZkovVvv, 

■ Su'o v SeVop4v1v, ol>K ^^^nav O^i^t^fl^i^ivvres,
oSS oXlyov H^or^1p^v^|^^| Zyib S’ i^i^irvos KvrfKelppv, 
rVa KefyrX/ i^l^y^ovor, e^s 10ii)<rei> al^^KTup. 
&,kX’ dye, Tra^frl^p^eaOr, 0«oi, roVroMriV Op-i•^^<^l^f, 

pV k4 ris ppelotv --pioOip fUXei Sj-^iei^n, 
p'ris Ka) A47xil«f>‘ ruirp S^pas iji pi^^^fpll' 
eiir) yop iyx4paxot, KoO «) OeSs bvrlos tXOot • 
s^e^t^ves S' ovpavSOev repTrOi^fSa ^^ptv 6putvaes.
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battle, with deliberate inconsistencies, such as the reappear
ance of several heroes already killed. The frogs are worsted, 
and the vict^orious mice are not even deterred by the thunder 
of Zeus, but are presently put to flight by the appearance of an 
army of crabs to assist the defeated frogs.

The German destructive critics think the extant poem was 
put together from fragments of earlier mock epics of the same 
kind. But of this we have no evidence. The opening invo
cation is that of a Hesiodic bard (addressing the choir of the 
Muses from Helicon), and not of a Homerid. Hence it is 
not impossible that the idea of such a mock epic originated in 
Boeotia (where both frogs and mice must always have been 
particularly abundant), and was intended by the didactic and 
practical school of Hesiod as a moral reproof of the lighter 
and more superstitious Ionic singers. But this is only a con
jecture ; the general complexion of the poem, as we have it, 
being certainl^y Attic. The earliest allusion to it in Greek 
literature seems to be a sarcasm of Alexander the Great, quoted 
by Plutarch in his (cap. 28). The Alexandrian critics are 
silent about it, so far as we know. Several Roman poets under 
the Empire—Statius, Martial, and Fulgentius—allude to it as a 
relaxation of the great author of the Iliad and Odyssey^.

B^bl^^ographical. Our MSS. seem all'copied from one arche
type of the Byzantine period, ignorantly and carelessly written. 
From this Baumeister has shown two families of MSS. to be 
derived, one represented by two Bodleian (cod. Baroc. 46 and 
64), which are by no means the oldest, but which are tolerably 
faithful copies of the archetype, even in its blunders. The 
other family is very numerous, and comprises our oldest MSS., 
viz. the Bodleian cod. Baroc. 50 (fol. 358) of the tenth century, 
the L^aurentian (Plut. xxxii. 3) of the eleventh, a Palatine (at 
Heidelberg) of the twelfth, and an Ambr^osian (i. 4, super) ot 
the thirteenth. There are many of the fourteenth century. 
These are deliberately interpolated and emended by scribes 
endeavouring to restore or improve the original. Some twenty 
have been collated, and at least thirty more still await investi
gation. This family of MSS. shows a decomposition of the 
text almost without parallel, as may be seen from a glance at

    
 



A^'SOP.CH. VI. 93

Baumeister's edition. Most of them have copious scholia and 
notes by Byzantine grammarians. Those of Moschopulos, if 
they indeed exist (cf. Baumeister, p. lo), are as yet un
published. The earliest translation is by Sommariva, dated 
Verona, 1470, but the date is rejected as spurious by Giuliari, 
t^ie learned historian _ of Veronese typography. There is a 
translation into low Greek by Demetrius Zenas, in 1534 (re
printed in Ilgen, and by Mullach, Berlin, 1837), which shows 
the text he used to be not different from ours. The book was 
first printed, .in alternate black and red lines, at Venice in i486* 
—the first Greek classic ever printed—and this very rare edition 
was imitated (only as to colours) by Mich. Mattaire, in his 
edition with notes (L^ondon, 1721). The Florentine Homer of 
1488 is the basis of most following editions, e.g. those of Ilgen 
(with the Hy^mns, 1796), Matthise, F. A. Wolf, who asserted 
our text to be a mere conglomerate, Bothe, Frank, and, lastly, 
Baumeister (Gottingen, 1852), whose little book is a model of 

I care and diligence, and whose account of the text seems very 
complete, except that he does not specify the age of any of the 
MSS. which he discusses. Since the Renaissance the poem 
has excited a good deal of attention, Melanchthon and others 
imagining a hidden political or moral import under its parody. 
There is a spirited old. translation by George Chapman, re
printed by J. R^ussell Smith (London, 1858).

74. The ‘ beast-i^j^ii:’ we have been considering suggests 
naturally a more general inquiry into the occurrence of beast
fables in Greek literature. This form of imagination was, on 
the whole, foreign to the Greeks, and there are many indications • 
that the supposed father of fable, Ai^sop, was a Syrian, Phrygian, , 
or 2?^t^l^i^i^]pian. Some have argued that he was an E^gy^p^l^i^a^n. 
Nevertheless the fable, originally called air os, though not fre
quent, is found at intervals in various kinds of Greek poetry^. 
We have in Hesiod the fable of the falcon and do-v^; in Stesi
chorus, that of the horse and his rid^ir; in Arc^hilochus, stories

* Per Leot^icium (Uretcirer^. Th ere: is a t^eautHul tif^fly hi Ei^rl f^jrmcern. 
library at Althorp. The grammar of Laiscaris, the Milan Aisop, and a Greek 
and Latin Psalter of 1481 are the only earlier books (not quotariotis) in Greek 
type which. I can find. T^iey are all to be seen in the Althorp library.
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about the fojt; in the elder Simonides, sketches of character 
derived from various a^i^i^i^lli; in yEschylus, the Libyan fable 
which Byron has so well adapted in his lines on Kirke White.

Though Hesiod was named as the earliest poet who used 
this form of apologue, its invention was systematically attri
buted to yEsop, an obscure and perhaps mythical figure, whose 
historical reality is now generally rejected since the searching 
article on this subject by Weicker.* Nevertheless, Herodotus 
speaks of him as a slave at Samos in the sixth century. Aris
tophanes and Plato both speak of yEsopic jokes as a distinct 
kind of f^in, and Aristotle tells of his murder by the Delphians 
having been atoned with great difficulty by the special com
mand of the oracle. It was added that yEsop came to life again, 
owing to his piety.2 In spite of these definite allusions, the 
list of which is by no means complete, we cannot fix either the 
age or nationality of this strange personage, whom later art 
represented a hideous and deformed creature, perhaps to 
indicate his nearer approach to the lower animals, and his 
peculiar sympathy for their habits. Such is the conception of the 
famous statue now in the Villa Albani at Rome.

This side of literature, however, long remained a mere 
amusement in society, or among the ignorant classes, nor can 
we regard such a literary work as Ai^istophanes' Birds or the 
Myomacihia in any other light than a most exceptional product.’ 
When original power was failing, and men began to collect the 
works of their predec^e^s^sors, we hear that Demetrius Phalereus 
made the first written corpus of these popular stories, no doubt 
in their rude prose form. Then we find that Call^imachus 
sought to give them a literary tone by adapting them in choli- 
ambic metre, no doubt the best metrical form which could

■ have been selected.
But so little prominence did he give to this side of his

1 Rhein. Mus. vi. 366, sq.
2 Cf. Herodotus, ii. 134; A^ristoph. Vesp. 1258, 1437, anischi^]^.; Plato, 

R’heedo, 60 D, Aristotle, Fr^a^g. 445; ALschylus, Frag. 129.
3 Our early allusions seem to distinguish Libyan, Sybaritic, Syrian, 

&c. from yEsopic, but ultimately fivdos AlaUiretos becomes the recognised 
expression for a beast fable.
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multiform, literary activity, that Babrius, who came much • later, 
was justly regarded as the originator of the metrical fable. • 
I'his remarkable author, of unknown date, and not cited by 
Nearly grammarians, was only known by Suidas' fragmentary quo

, tations until the discovery of two MSS. of his works at Mount 
Athos by Minas, about 1840. The name of the discoverer na- 

-"t^urally suggested doubts as to the genuineness of the discovery, 
but according to Dindorf xvii. pp. 321, sq.) there is no
mistake about the first; the second is probably a compilation 

I by Minas'fr^om preexisting fragments. Both texts were printed 
by Sir G. Loewis (Oxon. 1846 ; London, 1859), but Boissonade's 
(Paris, 1844) is the editio pr^nceps, and Lachmann's the best, at 
least of the former MS. The literary merit of Babrius is very 
considerable, though he does not belong to the classical period. 
As for the ^^sopic fables, they were variously collected i^i later 
days, and are preserved in many MSS. throughout Europe. 
The collection of the monk Planudes, with a life of ^sop, 
was printed among the very earliest Greek books (Milan, Bonus 
Aec^ursius, perhaps as early as 1479) ; the latest is Klotz's 
(Leipzig, 1810). There are besides de Furia's, Coraes' and 
Schneider’s collections, all printed about i8ro\
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CHAPTER VII.

THE DIDACTIC EPOS. HESIOD—THE EARLY PHILOSOPHERS.

§ 75. Great as is the divergence of critics about the Homeri^<c 
poems, it seems almost unanimity when we come to study the 

. modem Hesiodic literature. Every possible theory, every 
possible critical judgment has been upheld and refu^i^d; so^. 
that, after toiling through wildernesses of German books, and 
tracts, and programs, one comes to the conclusion that nothing 
has been gained, nothing proved, and that the field is still 
open to plain common sense, as well as to new flights of fancy.

The home of this distinct kind of epic poetry, called 
H'a^c^cti^c, because of its occasionally moral and instructive- 
tone, was not orig^^i^llly ’ a sea-coast, with bays, and promon
tories, and rocky islands, but the inland of Bceotia, surrounded 
on all sides by mountain chains, with rich arable soil in the 
plain, and light pastures on the higher slopes; with great 
sedgy sheets of still water about the lowlands, and streams 
tumbling from the hills. It was a climate, says the poet of the- 
Works and Days, bad in winter, trying in summer, never good ; 

and this he says, contrasting it, I suppose, with what his father- 
told him, or what he himselif remembered of ^olic Kv’me, upon 
the rich shore of Asia Minor, where the climate of old was 
wonderful even to the Greeks. But he has certainly exagge
rated the faults of the weather, and said nothing of the richness 
of the soil.2 Yet no doubt the extremes of cold and heat were

' I say originally, because Bergk follows the traditions of the poet's - 
death, so far as to hold his ultimate settlement at Naupactus, and to call 
his school the Loc^rian School, of which the Naimi^i^iria were a further 
development. .

’ It is worthy of note that Ar^chiilochus, with similar injustice, revileis
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then greater than they now are, for in our time Bceotia is one 
of the loveliest and most fertile parts of Greece. The inhab
itants came to be ridiculed in the days of Attic greatness for 
heavy eating, arid for their dulness and stupidity—consequences 
attributed to their moist and foggy climate. Such Attic jibes 
have been repeated with too much seriousness. The ancient 
worship of the Muses throughout Bceotia, the splendour of the 
art and culture of the old Minyans of Orchomenus, the great 
burst of lyric poetry in the days of the Persian wars, the 
broad culture of E^paminondas, and through him of Philip, 
and lastly, the martinmas sumi^i^r* of Greek literature in 
Plutarch—all these facts, apart from the poetry now before us, 
show that Bceotia, as we might expect from its rich and well- 
watered soil, was not only an early home of wealth and 
civilisation, but sustained its intellectual reputation all through 
Greek history. ,

Assuming the Works and Days to be the product of the 
Igenuine Hesiod, we look in vain for any certain clue to the 
exact period of the poet’s life. The only direct allusion is to- 
his having journeyed to Chalcis in Eut^oea for a poetical con
test at the funeral games given for Amphidamas, at which he 
claims to have carried off the prize.® But the only clue to the 
date of Amphidamas is that he was an active leader in the

the climate and soil of Thasos (fr. 21, ed. Bergk), for Plutarch says :— 
Kojiiiicp ’A^^lXoxos t5^s Qeurou Ta Kapiroipipa ko! aiviireSa irapopSv Sid ri- 
rpi^^xV ^<01 dvapaXov Sie/SaAc r^ti viji^ot', eiirWy

"HSe S’ &a'T uyov l>d)x‘s 
ea’TijKfi' SAtis l^^pl^Tis iirtff'repni^' 
ob ylp Tt KaXbs x®pos obS’ Ipiiptfpos 
obS’ ipia^^s, oTos iptpl Sipios pods.

Plutarch might have said the very same thing of Hesiod, unless, indeed, 
we hold that the plain of Thebes was covered with forest in old times, a^ is 
described in the Homeric Hymn to the Pythian Apollo.

* Cf. Archbp. Trench’s Plutarch-and his Age, p. II, from whom I gladly 
borrow the expression. Thus also Mr. Symonds aptly calls the Hero and 
Leand^'r of Musaeus the fair November day of Greek poetry.

• This contest is apparently transferred to Delos, and described as con
sisting in singinjg hymns to Apollo, in frag. 227. We shall return to 
this point when speaking of the Hj^mns.

VOL. I H
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tedious war against the Eretrians about the Lelantine plain.’ 
This passage about the poetical tournament at Chalcis is 
accordingly declared spurious by most critics, and referred to 
some later • Hesiodic bard, who was confused with his great 
predecessor, just as the blind old poet of Chios (in the Hymn 
to the Delian Apollo) was commonly confused with Homer. 
Setting, aside, therefore, this hint, they are thrown back upon 
vaguer inferences.

The poet describes no monarchy, but an . aristocratical 
government, as • ruling over his native place. This Ascra was 
probably under the sway of The^s^p^i^tE, which maintained its 
aristocratical government up to late days, so as to be even in 
Aristotle’s time a remarkable example for citation. It is said 
that royalty was abolished at Thebes about the middle of the 
eighth century b.c. ; but it is doubtful whether Thebes then 
controlled a large district. The fact that Hesiod’s fat^^r" 2 
•<c^ime back from the ^olian settlements in Asia Minor—and 
on account of poverty—suggests that, the colonies.had been 
some time sent out; yet not so long that discontented colonists 
had forgotten the way- home, or their sense of unity with the 
motherland. But the poem is so full of evident interpolations, 
that many critics reject even this, personal statement about the 
poet’s parentage, and think that a later bard inserted it, in 
order to inform the readers of the poem about the supposed 
author’sj^ife.

§ 76. From a conservative point of view, the following 
seems to me the most reasonable theory as to the composition 
and date of the Works and Days.

It is an admitted fact, that about the beginning of the 
seventh century, b.c., the heroic epics of the Greeks were 
being supplanted by the poetry of real life—iambic satire, 

confessions, gnomic wisdom, and proverbial philo-

1 Cf. Golding’s Pref., p. xxiii, who quotes Plutarch’s Convivium (c. lo), 
with additional details. But the genuineness and authority of this tract 
is denied by F. Nietzsche (Rhe'in. Mus. vol. xxvi.) in his critical examina
tion of the legends of Hesiod’s life.

2 That his name was Dius seems more than doubtful. Cf. H. Flach 
in Ilermcs for 1874, p.
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sophy. The Greeks grew tired of all the .praise of courts and 
ladies and bygone wars, and turned to a sober—nay even 
exaggerated—realism, by way of reaction from the worship of 
Homeric rhapsody. The father and forerunner of all this 
school is clearly Hesiod, to whom the critics have found strong 
family likenesses in Archilochus, Simonides of Amorgos, and 
Hipponax, and stronger evidences of imitation in A.1<^£eus and 
Theognis. The Odyssey, on the other side, both in the society 
which it describes—the lawless rule of an aristocratic oligarchy; 
in its catalogue of fair women, the protot^^pe, or antitype, of 
the Hesiodic JE^oiai; still more, in the sober tone of its diction, 
and in its enumerations of names, the 'Ho^tiooftoe xapaKrVp kar 
ovofxa of the Alexandrian critics—seems the foretaste, or per
haps the heroic expression, of this changing temper in the 
public mind. The decisive turning point, to my mind a marked 
epoch in the history of Greek literature, is the great poetical 
contest at the funeral games of Amphida^mas of Chalcis, when 
the Hesiodic poetry defeated its Homeric rival. This fact 
seemed so extraordinary to later critics, that, when they wrote 
the life of Hesiod, and the Contest O Homeir and they
sought to invent reasons—and very absurd ones they wei^<»— 
for such a result,- and the judges (whose names were remem
bered) were held up to ridicule.* ,

Yet a more philosophical review of the development of 
Greek poetry shows such a result to be natural and necessary. 
The Greek public was presented with so many weak and 
watery epics, with so many faint imitations of the great origi
nals, that even these lost their charm, and were a weariness to 
them. Then it was that a truly original poet again turned his 
attention to the only real source of life in any literature—the 
songs and shrewd sayings of the people. He found old 

'genomes and advices about practical life, rules of agriculture 
and of morals fused like the Roman lady’s distaft' and her 
chastity.2 He recast them in an artistic form, retaining suffi-

* IlavelSov x<ii<i>os was a proverb for a foolish judgement, Paneides, the 
brother of A^mphidamas, being named as the judge on the occasion.

1 This we ^nd in many Roman epitaphs, e.g. those quoted by Momm
sen, R^om. Hist. vol. i. p. 6i, note (Eng. Trans.).

H 2
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cient flavour of their rudeness to preserve their charm for 
audiences weary of heroic refinement. Thus arose the famous 
Works and Days, the homely rival of Homeric song, the 
parent of Greek gnomic poetry, the great hand-book of 
moral teaching among Greek educators. The man who 
gathered and systematised this old folk lore and folk wisdom— 
who combined Ionic treatment with a Boeotian subject—who 
tamed the rude dialect of the farmers on Helicon into an 
almost epic style—who carried back Ionic memorie.s to his 

. rugged home—who won the tripod at the national contest of 

. Chalcis—who then settled near Naupactus, and died there— 
this was the real Hesiod. He was not removed by centuries 
from the poetry which directly followed his lead. He was 
rather the first of a close and continuous series of poets who 
took up his realism, though they freed it from its ‘Hel^t:’ 
flavour, left out his husbandry and his addresses to rustics, and 
gave his ethics an aristocratic tone.

Even a.s to the Hesiod whom we possess, I cannot' be
lieve that he was the poet of the lower classes, and that 
his great originality was to address the people. No doubt 
many of the old proverbs and agricultural advices he gathered 
were current among the people ; but it is to be remarked that 
the poet distinctly addresses princes also, and gives them 
a moral lecture (vv. 248, sq.); he looks upon their justice 
and good conduct as essential to the people, not only because 
they are its judges, but ■ because their sins are visited by Zeus 
upon the whole people. This view is to be found in the 
Iliad. Neither does Hesiod speak more harshly of these 
princes than does the poet of the Odyssey in his picture 
of the suitors. No princes are attacked or lightly spoken 
of except for their injustice. All this is consistent with an age 
when an increasing population made agriculture more im
portant, and when the better members among the ruling aris
tocrats wished to encourage justice and diligence, not only in 
their subjects, but in their thoughtless or dissipated equals. 
The high and noble view of the unity and justice of the 
Supreme Governor of the world—to the complete exclusion of 
lesser deities—is the most striking feature of the poem, and its
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most c^urious contrast to the TJu^ogony. The shepherd class, 
by the way, is there treated with contempt.

§ 77. The poet of the Works seems to me to have lived 
about the middle of the seventh century, b.c. Here are my 
rea^s^i^ij:—

The return of his father from Kyme—from a rich and fer
tile sea-coast to a poor and barren upland farm—can only -be 
accounted for by some grave misfortune or decay in the pros
perity of the Asiatic colonies. This is most easily to be found 
in the rise of the Lydian power under Gyges, after the opening 
of the seventh century. Ac^cording to Strabo and Nicolaus 
Damasc.,* this king possessed the whole Troad as far as 
Abydos, and t^ierefore must have possessed the intermediate 
territory, which included the inland country- round K^j^me. 
T^he father of the poet seems to have taken at first to sea 
traffic, but with little satisfai^i^i^i^^; and thus, as his agricultural 
prospects were spoiled by the Lydian conquest, he would ulti
mately return to Bceotia, from which we may conceive his fore
fathers to have originally set out.

This chronological argument is evidently strengthened by 
the further allusion to the games at Chalcis—probably near 
the conclusion of the Lel^antine war. Chalcis and Eretria, 
which contended for the possession of the disputed plain, 
were then by their commerce two of the leading cities of 
Greece Proper. They were founding colonies all over the 
northern ^Egean and the Hellespont. Their war became so 
important, that all mercantile Greece, especially Samos and 
Miletus,2 joined in the fray. These facts have led historians to 
see in this war a great commercial conffli^c ; and therefore to 
place it in the days of the great Hellenic colonisation—about 
the beginning of the seventh century. If my argument be 
correct, we must bring it down some fifty years, or at least we 
must bring down the death of Amphidamas, the ‘ king ' - of 
Chalcis, to a period after the Lydian pressure had been for

* Quoted by Grote, iii. p. 303 (orig. ed.). Gyges reigned about 680 b.c.
2 Herodotus says (bk. v. 99) that the Eretrians were repaying (in 500 

B.C.) a debt to the Milesians for helping them previously. It seems absurd 
to imagine this obligation incurred more than 260 years before.

65122
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some time felt? But there is no diff^iculty in doing so, and 
E. Curtius' date for the Lelantine war (704 b.c.) is only, I 
should t^ink, a tentative one, and based on the received dates 
for the principal colonies, which are all, I suspect, at least a 
generation too early. But to prove this would lead us too far 
from our literal history.2

It remains to notice what can be said against this theory, 
which brings down the date of Hesiod so low, and what evi
dence there is of his greater antiquity. I pass by the argu
ment of Bergk,3 who says that Hesiod must have preceded 
the ist Olympiad in date, because Eumelus of Corinth, who 
is said to have been active about 0^I. io, would else be the 
leader of this school of poetry, whereas he clearly follows 
Hesiod. This argument contains nothing but ungrounded 
assumptions. We know nothing of Eumelus, except that all 
the works attributed to him (save one lyric prosodioi)—that 
is to say, the only works which may have been Hesiodic in 
character—were thought spurious by Pausanias. His date is- 
unknown ; his very personality hazy and doubtful.

§ 78. There' is indeed a general belief in the primitiveness of 
Hesiod, and a desire to place him far anterior to the historical 
poets of the seventh century ; but this also rests on no basis of 
any value, except the statement of Herodotus, whose real inten
tion was, not to raise, but to lower, the date of Homer and He
siod. They lived, says he, four hundred years before my time, 
and more. But unfortunately he made them contemporary, 
and this takes greatly from his authority about Hesiod : for it 
has been made quite plain by modern criticism that Hesiod pre
supposes Homer, and is therefore posterior. Of this there is

’ I think the allusion in Th^eognis (v. 891) to the ravaging of the Le
lantine plain must refer, to this L^ela^ntine war as contemporary, and must 
be an older fragment transferred to the conglomerate which now passes 
under his name. Indeed, the date of Theog^nis is not very cer^c^in; 
but most critics place him about 560 B.c. The lines make the war 
contemporary with the Cypselids, and therefore not concluded before 
657 B.C.

2 See the evidence for the Lelantine war brought together and discussed 
in the Appendix to my article on Hesiod in Herma:licna, No. IV. p. 325.

■' LG. i. p. 937.
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one clear proof. I put no stress on the shortening of syllables, 
or other linguistic evidences, as the dialect of Hesiod is not 
the same as that of the Ionic School, and therefore what seem 
later modifications may be original differences. But in the 
description of the Four Ages of Man—the Gold, the Silver, the 
Bronze, and the Iron—the gradual decadence is broken in 
.upon (after ' the Bronze) by a fifth race, apparently better than 
two of its predecessors—that of the heroes who fought and 
died at the wars of Thebes* and Troy. It is evident that no 
historical place could be found for them, nor were they ad
mitted in the legend which compared the succeeding races of 
men to the metals. But so powerful was the effe^t^t.of the 
Heroic epics, that the shrewd poet of the Works thought it 
necessary to find a nich^f; for this race in his Temple of Fame ; 
and so the legend was distorted to admit them as a fift^i race, 
created out of due time by the Father of gods and of men.2 This 
fact in itself would prove that Homer was considerably a^iterior 
to Hesiod, if it were not already perfectly plain to anyone who 
has studied the logical development of Greek literature. If 
any critic urges the primitive complexion of many of the saws 
of Hesiod in defence of his antiquity, I will remind him that 
my theory postulates this very thing—the adoption, by the his
torical Hesiod of the seventh century, of all the ^ne old sayings 
which floated among the people. I will even concede that 
there was an earlier collection® : but it seems to me impossible

* This seems to imply that the epics based on the Theban cycle of 
myths were already composed, and widely celebrated—a condition of things 
pointing to a date after 700 B.c.

’ It is to be noted that the old legends of both Iranians and Indians con
tain accounts of _five races of anterior men, and it is not difficult to find .a 
similar division unde^ilying the Semitic history in Genesis. It is, there
fore, probable enough that the oldest Greek legends told ofraces, and 
that the number was no novelty invented by the poet. But admitting this, 
the distortion of the legend to suit the glories of the epic heroes of Troy 
and Thebes is the more remarkable, and an even cle.arer proof of the re
putation of Homer and his school. In all the other legends of five races 
the decline of excellence seems to be gradual.

3 The enigmatical epitaph ascribed (on Aristotle’s authority) to Pindar, 

Xaipe Sir rf^Ploas Kal Sis raupov iu/Ttl}oX7«a 
'HaloS', iivQpiiirots fjiirpov ?xa>' looijtlas,
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to detect it and separate it from the later materials. It is also 
clearly to be admitted that when the poems came to be used as 
handbooks of education, many wise and useful proverbs were 
foisted in, some from later, some from earlier, authors. There 
is evidence of distinctly inconsistent proverbs being thus 
brought together, as we find it perpetually the case in the 
very similar poet, Theog^is. The very best lines of this kind 
being probably those chosen for the purpose, it is surely a 
perfectly idle proceeding to endeavour to restore the ori
ginal poem by picking out the good lines, and rejecting what 
appears to be inferior or weak. The taste of the .German 
critics who have attempted this is not beyond cavil, and they, 
of course, differ widely from one another in their a^j^tluetic 
^u^dg^ments ; but, without disputing these, we may hold fairly 
that many a line may be interpolated, because it is good and 
striking, and that many a line has held its place, in spite of its 
weakness, because it was acknowledged by tradition as genuine. 
Nothing can be more absurd than to argue that, because a poet 
is a great poet, all that he composes must be great, or even con
sistent with itself. If, as I believe, the original Hesiod com
piled from older materials, perhaps not very easily fused ; and 
if most of the interpolations which the critics allege are by 
them admitted to be so ancient, that the poems were not much 
different in Plato's day from their present form, it is surely idle 
to attempt the separation of these various strata. The procems 
of both Works and Theogomy may be rejected on fair evi
dence, and I think there has been patching clearly detected in 
the long procem of the latti^ir; but beyond this we can reject 
with certainty only a very few passages. We may suspect a 
great many, but have no suf^cient evidence to condemn them.

§ 79. Before proceeding to an analysis of the extant works 
of Hesiod, a word should be said about the legends of his death,

is only explicable, according to Gottling (pref. ad Hes. p. 13), by assum
ing two Hesiods, of whom two tombs were shown. The Orchomenians 
admitted this, but said that the bones had been transferred from Naupactus 
(or from Ascra); owing to an oracle. But as Aristotle is speaking only of 
a second tomb, I suspect in spite of the fitness in form, to be a
spurious word, concealing some quite different sense.
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preserved at length in the yevoe 'IIo-t<5Sou of Tz^et^zes, and the

After his alleged victory at Chalcis he went to Delphi, 
where the oracle told him to avoid the fair grove of Nemea, 
where the goal of death was destined for him.’ Ac^c^oi^dingly, 
avoiding the Nemea in Peloponnesus, he went to live at 
<Enoe in Loc^ris, near Naupactus, with A^mphidamas and 
Ga^nyctor, sons of Phegeus. The coincidence of name with 
the king of Chalcis at the games is curious. These men, 
ac^c^using him of having seduced their sister Clymene, mur
dered him, and threw him into the sea • but the body came 
to land on the shore between Locris and Euboea (apparently a 
<onfusii^n between the two separate countries called Loc^ris), 
and was buried at the sacred gr’ove of Nemea in CEnoe. The 
people of Orchomenus aftenvards removed the body, by advice 
<^lf an oracle, and buried it in the middle of their agora. The 
epitaph on this tomb has been quoted above.^ I should not 
mention these apparently late fables, but that they were (partly 
at least) known and alluded to by Th^uc^y^d^i^d^(^i^. ’

§ 8o. The "F.pya of Hesiod, as it seems to have been once 
called, without the addition of i//ie|^«t, comprises ethics and 
husbandry in about equal pnrtinns, including husbandry under 
what the Greeks called (Economics •, it directs the choice of 
a wife, the management of the house, and the observation of

’ . vAfiios nS■ros &ir)io bs i/lbv Si/ov
'HoinSns, Movoyrc rentp^t^vos aSavdrric^r
tov Sri rat larat Sirov t* irriKlI^i^aTai ‘HtSs.
aAAa Albs sreif>vK.a^o Nepeiov KaAKipov &A<ros' 
Keiti 5e rm reAos rrer^f^iupevov iirriv.

2 The age and character of these legends has been carefully discussed 
by F. Nietzsche in his second article on the ayUv (Rhein. Mus. vol. xxvi.), 
but without any important positive result, except that of sustaining the 
Ryhv against the Co^ivivium Plutarch ?) where they differ. ■

s iii. 96. He says of Demnsthefes, avAurUpi^vos Sb rip arparQ iv tov 
A lbs too Ne/iefou rifi iepeS, iv § ’HofoSos i T’r^tfrl/ii Ai^y^i^Tc^i in'b T&v Tavrp 
airoSave'iv, x^pvoSev avrip iv Nep^Ca rovro iraOetv. Pausanias a^so mentinfs 
that it was doubted in his day whether Hesiod w^ falsely accused of the 
crime or not. Aristotle is referred to in his iro^. ‘Opx- (Miiller, FHG.ii. 
p. 144) as stating (though perhaps only as. a tradition) that Stesichorus w.as 
his son by Clymene—a legend which certainly brings the date of Hesicd 
near the very time for which I contend. •
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ordinary morality and superstition. The first ten lines of 
the exordium were rejected even by the ancients.* The
address »:o the I^r'^^nces about their injustice (248-73) is the 
only part of the poem which could possibly be classed under 
the head of politics, and I think ; it is strictly
ethical, but not addressed, like the rest, to Perses. The 
a^<^<^:nomics, on the choice of a wife (695-705), are trifling com
pared to the advices on husbandry (38^-617), from which the 
whole poem took its name. Then follow advices on coast
trading (618-^94), and a calendar of lucky and unlucky days- 
(v. 765 to the end). In addition to these principal parts, there 
are three remarkable episodes—that of Pandora (47-105); that 
which immediately follows, on the Five (or Four?) Ages of 
Man ; and, lastly, the picturesque description of winter (524^ 
58), which many of the Germans consider a very late and 
Ionic addition to the grave soberness of the 'Works, breathing • 
a spirit of levity and of display. In these three episodes, 
Perses is not addressed, nor is he mentioned in the calendar. 
This latter portion, especially, which consists of brief, discon
nected sentences, shows evidence of much interpolation, though 
it is impossible to expose it. As to the larger episodes opinions- 
vary considerably, each of them being attacked and defended 
by able scholars. The proverbi^ial character of the whole com
position is clear from (a) its many short and disconnected 
sentences, which are in one passage (vv. 300, sq.) only strung 
together because of the recurrence in them of the root ipy in 
various forms.2 This attention to sound has been shown to 
exist all through the Hesiodic poems by Gottling, in the form 
of (/3) alliteration. Many of the successive advices are, further
more, plainly (y) inconsistent, as is always the case with pro
verbial collections of wisdom.

On my theory, this question of genuineness will assume a 
somewhat different form. The Hesiod of the seventh century—

1 The strictly ethic^^ parts are vv. 11-^46, 202-471 274-^382, 708-64. I 
quote from the text of Gottling, who also gives this analysis.

2 The same peculiarity is to be observed, however, without any such 
cause, or without the word being of much importance, in the Homeric Hymn 
to Aphrodite (^-16). Cf. Gottling's Preface, p. 33-
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bringing together older materials, loosely and withou^t^- strict lo
gical nexus—would not be very nice in selecting fra-gments of 
precisely the same age and cha^;^<2t^^f; he would naturally adorn 
the dry and sour apophthegms of the Boeotian farmers with epi
sodes of semi-ethical, semi-m;ythologic^l import. The descrip
tion of winter is most likely his own, and a most natural descrip
tion for any man who remembered, or had heard of, the splendid 
climate of Asia Minor, and who suffered from the severity of 
his adopted home. But the search after special interpolations 
is rather a matter of caprice, and of ingenuity, than of literary 
hist^t^ir^; and I therefore refer the reader to the special tracts 
on the subject.*

§ 81. The general character of the Workt is that of a 
shrewd and somewhat mean society, where private interest is the 
par^amount object, and the ultimate test of morals ; but where 
the poor and undefended man sees plainly that religion 
and justice, however in themselves respectable, are of value 
as affording his only chance of safety. The attainment of 
comfort, or of wealth, seems the only object in view—the 
distrust of kinsmen and friends seems widely spread—the 
whole of the social scheme seems aw^y, and in a decaying 
condition. All the faults of the Greek character, which come 
out so strongly in after history, are there, and even obtr^isive. 
The picture of the Iron Age (vv. i8o, sq.) contains every one 
of the features so striking in Thucydides’ famous picture (iii. 
82) of the fourth century Greeks. Nev^e^i^theless, the poet 
strongly asserts the moral government of the world, • and his - 
Zeus is an All-wise and Al^l^-k^nowing Ruler, far removed from 
the foibles and the passions of. the Homeric type. While he 
mentions the usual evils of poverty—mendicancy and nightly 
thieving—it is remarkable that he" never alludes practi
cally to the horrors of war, or the risk of slavery, from either

■ Viz. :—A. Twesten, Comm. C'rit. de O. et D. (Kil., 1815). .
F. Thiersch, De Gnom. Carm. Grtsc. (Abh.. Bair. A^b^ad. iii. p- 391)- 
C. Lehrs, Qi^^etto^^s E^p^i^ttie (K^onigsberg, 1837). .
T. L. Heyer, De Het. O. et D. (Schwerin, 1848).
J. Hetzel. De Carm. Het. Ditp. (Weilburg, i860).
A. Steitz, Die Werke, Ore., det Heti^odot (Leipzig, 1869).
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this cause or from piracy. It is, indeed, doubtful whether any 
of the farm-servants mentioned are slaves, and not rather hired 
labourers, working for the owner of a freehold farm.'

The poetical merit of the work has generally been under
estimated, owing to a tacit comparison with Home^i^. In the epi
sodes on the Ages of Man, and the description of winter, there 
is much fine and vigorous painting, and even in the homely 
parts there are quaint and happy thoughts, expressed in terse 
and suitable words. I would specially point to the picture (v. 
448) of the farmer hearing the annual scream of the crane in 
the clouds, and feeling a pang at his heart if he has no oxen to 
begin his ploughing.2

There is no advice upon wheat-growing, and little on vine
yards, though the making of wine is assumed as an ordinary 
thing among the Boeotian farmers (w. 611-4) > nor is there a 
word about horses, which were kept only by the nobles. The

1 I have no doubt about the meaning of the disputed lines (600, sq.) :

avrap Si
vdua 0'iov Karddrai tvapfeov eSodi oKou, 
B^'rd r' doiKov iroteitrOai, Kai dreicvov tpiBov 

K(\ofic^i' S’ fptBos.

Most of the Germans translate, ‘ Procure a day-labourer who has no house 
Jand fam^^],’ and as they cannot see why such a servant should be sought 
when the main work is over, they proceed to strike out the lines, or transfer 
them elsewhere. This seems to me a goo^ instance of rash scepticism. 
Hesiod throughout supposes that the farrier has one or more farm-servants 
fcf. w. 441, 503, 608). There is always work to be done, as appears 
from the succeeding verses. The line must, therefore, be taken strictly with 
the preceding, and rendered, ‘ When you have brought all your stores into 
the house, you must turn your man-servant out of it, and look out for a 
woman servant (who still sleeps within) who has no child to feed.’ The 
repetition of oIkos, which here means bairn, is quite conclusive, and so is the 
different verb used for the change of residence in one servant, and the pro
curing of another. This proceedi^^ is, furthermore, recommended at the 
beginning o the hot weather, when sleeping in the open air, or under any 
natural shelter, is in the climate of Greece no hardship, and not unusual.

2 The terms iftzpdoiKos, riLepiKot-ros, Th^Tr^tfos, dvde^rtos, are noted by the 
commentators, with a few similar formations in /Eschylus, as evidences of 
what they consider an oracular or religious style.
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absence of all advice on manuring struck even the Romans,’ and 
can hardly be explained by the causes which permit the same^- 
omission in the present farming of Bceotia, where the popula
tion is so sparse that the land is not occupied, and the hus
bandman can shift his crop yearly to a piece 'of ground which 
has lain fallow the previous season. Such a state of things- 
could hardly have escaped mention through so many deta^ils^- 
as we find in the Works.

§ 82. The Theogony, also called the Genealogy of Hesiod,, 
and really an abstract of cosmogony, was acknowledged by 
all antiquity, including Heracleitus and Plato, as the work 
of Hesiod, until it was called in question by Pa^usa^nias, who 
states that the Bcectians about Helicon admitted the genuine
ness of the Works only, excluding the preface. He himself, in 
various places, adopts this opinion as his own, but his reasons,, 
or those of his authorities, are nowhere given. It seems very 
remarkable (as Gottling notes), that in the list of Greek rivers- 
no mention is made of any Boeotian rivers, even of the Cephis- 
sus, which is an important stream, and which was mentioned 
repeatedly in other poems attributed to Hesiod.2 Thus the 
special legends of Bcectia would seem strangely neglected by 
its national poet

A careful comparison of the two poems will, however, 
incline us, if we abandon the preface of the Theogo^yy, along 
with that of the Works, to pronounce both poems the work of 
the same author. The subjects are so diverse that constant 
similarities are hardly to be expected. Ne^v^e^rtheless, Steitz 
has carefully collected 3 so many natural and undesigned like
nesses in expression, as almost to persuade himself, in spite 
of his very sceptical turn of mind. There are, in addition, 
whole passages of still stronger resemblance. The story of 
Prometheus and Pandora is told in both poems, but with 
such variations that it is not possible to determine which is 
the original, so that we must regard them as independent 
copies of an older accountt There is added in the T^^eogony

* In Xenophon’s this essential point is duly discussed.
4 Cf. v^. 342^> sc^ci- ; frag^g^. 201--^, Giitt.
* Op. At. pp. 47, sq.
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a satirical picture of the female sex, which is exactly in the tone 
and spirit of the Works. Both poems further agree in their 
piecemeal character, and seem to be the production of the 
same sort of poet—a man of considerable taste for collecting 
what wa^ old and picturesque, but without any genius for com
posing from his materials a large and uniform plan.

These general features, when corroborated by the tradition 
of the Greeks so far back as Heracleitus, seem to me stronger 
than the objections brought by modem critics from contrasts 
rather in subject than in style.

There seems, in fact, an argument in favour of unity of 
authorship from the ve^ contrast of subject. The Works, a 
purely ethical and practical poem, intentionally avoids theology, 
and treats of the Deity in the vaguest and broadest sense, as a 
single consistent power, ruling the world with justice. The 
loves and foibles of the gods, as portrayed in Homer and the 
H^mns, are evidently distasteful to the poet, and opposed to 
his notions of pure and practical ethics. In his second poem, 
on the contrary, he goes at length and in detail into the wars, 
alliances, and other relations of the gods, but distinctly in the 
sense of a cosmogony, not as the prototype of a human society. 
The violences which Homer attributed, to the gods, as beings 
of like passions with men, are felt vaguely but strongly by 
the poet of the Theogony to be great convulsions of physical 
nature—such as the early eruption of .dEtna, which he pictures 
under the form of the revolt of Tj^f^h^csus against Zeus (vv. 820, 
sq.). We can conceive him then composing the Thcogotiy 
as a sort of supplement to the W^^-ks; but a supplement 
already showing the changing attitude of Greek religion, by 
which it was ultimately dissociated from ethics, and gradually 
reduced to a mere collection of dogmas and of ritual.

§ 83. The poem begins with 115 lines of invocations to the 
Muses, which are not well put together, and show clear traces 
of being a cento from various older Procemia, or introductory 
Hy^mns, but which contain many passages of considerable 
beauty. The personal passage about Hesiod himself (w^. 
2^^3S) has been very generally suspected by the critics, but 
assuredly represents a very old tradition, that he was a shepherd
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on the. slopes of Helicon. The Boeotian Muses here distinctly 
c^^ntrast the lying epics of the Ionic bards with the sober truth 
of the school of Helicon (26-7). There is a very interest
ing panegyric on Calliope (79-^93), in which the eloquence 
which she bestows on princes is specially brought out as a 
great power in politics and lawsuits. If there were any allusion 
to the Muses as three (not as nine), I should be more ready to 
agree with the German critics who regard these fragments of 
Hy^mns as very old Boeotian poetry.

After this introduction the poet approaches the genealogies 
of the gods, from primeval chaos downward till we come to 
demigods and heroes. The subject is very dry, and the crowds 
of names make the poem spiritless and dull as a whole, but 
there are frequent passages of strange power and beauty 
scattered everywhere through it. The famous passage de
scribing the Styx shows the poet to have known and appreci
ated the wild scenery of the river Styx in Arcadia.* The 
4ej^crij:^tii)n of Sleep and Death which immediately precedes 
is likewise of great beauty. The conflict of the gods and 
Titans (655, sq.) has a splendid crash and thunder about it, 
•^nd is far superior in conception, though inferior in execution, 
to the battle of the gods in the Iliad. The same may be 
said of the smuggle between Zeus and Tj^p^h^i^us. At the end 
of the legend of Pandora a satirical description of the female 
sex is foisted in, which differs widely in character from the sub
ject of the poem, and is closely allied to the extant fragments 
of Simonides of Amorgos, and his school. This passage, if 
genuine, would show how the poet ill concealed a shrewd and 
bitter temper, in performing what may have been an. ungrateful 
task, and how the age of iambic satire, and of reflective elegy, 
had already commenced.2 Some parts of the conclusion have 
been tampered with, especially where Latinus and the Tyrrhe
nians are mentioned, for though Strabo holds that Hesiod 
knew Sicily, which supports the theory that he lived after the 
settlement of that island by the Greeks about 700 b.c., it is

’ w. 775, st}. This M. ]§. Bumouf, a most competent observer, testi
fies (.TJt. grecque, i. p. 131).

" vv. 590, sq. There are foreiasies of this in the Woi-ks, vv. 701, sq.
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absurd to foist upon him any statement about the descent of 
L^atinus from Ithacan parentage.

§ 84. Very little need here be said of the remaining poem 
of 480 lines, attributed to Hesiod, the so-called Shield of 
Heracles. It begins with an account of the birth of Heracles 
and Iphitus, then passes to the conflict of Heracles and Iphitus 
with Ares, and an elaborate description of the shield, from 
which the poem takes its name. It null be observed that 
the hero Heracles is not yet described a^' armed with a mere 
club and lion's skin, but wears the same panoply as his 
fellows. The poem was probably intended for recitation at a 
contest, and seems to be one of the latest of the productions of 
the epic age. Its genuineness was doubted by the Alexandrian 
critics, especially A^ristophanes, and by L^c^nginus, and they 
noted that the first f^ft^-six lines, which begin abr^tptly with 
7 oIi), were to be found in the fourth book of the Eoue, or 
Catalogue of famous women (attributed to Hesiod), where they 
would naturally appear in the history of Alc^mc^na. But the 
third preface or virodeais., after stating these facts, adds that 
Megacles (probably Megacleides), the Athenian, while censur
ing the merit of the poem, knew it to be genuine. It says that 
Apollonius Rhodius supported it on internal evidence, as of 
the same authorship with the Catalogue, and lastly that 
Stesichorus ascribes it to Hesiod. This last authority would be 
decisive, did we not suspect the writer of the preface of haste 
or inaccuracy.’

It has been clearly shown by O. Muller, that while the 
shield of Achilles in II. 2 is a mere fancy picture, the shield of 
Heracles is described from actual observations of plastic produc
tions, and even of favourite subjects which are still extant on 
vases. While this must lower the date of the poem, it in-

1 Gottling, who divides the poem into three distinct parts—the oldest, 
taken from the Catalog^ie of Womeei, vv. 1-56; the second, also old, 57- • 
140 and 3I7-4&3; and, lastly, the far later description of the Shield, 
141-317—thinks that Stesichorus may have quoted (in his Cycnus) from the 
second part as a work of Hesiod's, and that some of it may really be such. 
This would not establish the present poem to be genuine, but would admit- 
in it old fragments of the real Hesiod—a most rea^^^^ble hypothesis.
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creases our sense of the inferiority of the imitator, who could 
not, with Homer and with actual plastic reliefs before him, 
imagine a more harmonious piece of work. Almost all the 
perfections of tlie grouping in the Iliad are lost, and the terrible 
and weird are substituted for the exciting and picturesque in 
H^^m’fer, Had we lost the. Iliad, we should doubtless admire 
many of its features in the copy, but fortunately we are not re
duced to this extretnity. One passage about the tettix, though 
not very apposite, has great mer^ri.*

It should be added, as regards its ascription to Hesiod, 
that it resembles bot^i the Works and Theogo^y in a great 
many expressions and phrases, which are collected by Steitz in 
the work above cited. It seems therefore, that with the hint 
concerning Stesichorus before us, we must concede to such 
conservative critics as choose to assert its authenticity, that 
their case is not hopele^s^s.

§ 85. We turn for a moment to the extant fragments of 
other works attributed to He^siod. ■

Of these Gaisford and Dindorf collected a great many, and 
by the labours of Marckscheffel, Gottling, Lehmann, and Her
mann, the number has been raised to above 200, if we include 
mere allusions in scholia and commentators. As literature, 
they have to us no value, and will never be read, as the fra:g- 
ments of the tragic poets may be, for their own sake. Their 
general character is quite Hesiodic, that is to say, they treat of 
lists of gods and heroes in a partly genealogical, partly epical, 
way. They contain a perfect mine of mythological lore, and 
give the legends and stories of peoples far beyond the range of 
the ordinary Hellenic world, so that their composition, gene
rally speaking, cannot fall before the epoch of extended Greek 
colonisation. Though it is false that Homer and Hesiod 
made the religion of the Greeks, in the sense of establishing

> wr. 393-9 =
ij/toi 84 iixera TerTt^
»C‘I> Bfpos &v9puvotrrtv i^eiSitv
H^pX^frat, $ re -iritrts Kat Ppatrts 6ij]\vs U/xrit, 
Kol re irav^iui.epttis re nal ijfpos aWyv 
ISei iv aivord'atp, ivir^e ^pia ^^elptos &fet.
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gods and cults, or in altering any old local worships, it seems 
that Hesiod especially did give to the later literary Greeks a 
Summ^ Theo^og^cs, to which they referred for the origin and 
relationships of gods and heroes.

This is especially true of (i) the Catalogue, in three books, 
to which was joined the Great Eoiai (J o7j), or Catalogue 
of Women, in two more books, generally quoted as an inde
pendent work.1 The Catalog^ie was a sort of Greek I^eerage, 
and gave the family trees and relationships of the principal 
Greek heroes, so showing the parentage of the iEolic and Doric 
nobility. We have a fair idea of the fourth book from tire 
fragment preserved at the opening of the Shield of Heracles. 
The date of the Eoiai cannot be determined more accurately 
than by the allusions quoted from it (a) to the nymph Cjrene, 
probably, therefore, after the founding of tha^ colony ; that of 
the Catalogue by allusions (/3) to the Sicilian Ortygia, and (y) 
to the fable of Io, which K^irchhoff thinks to have come into 
vogue about C^1. 30. But all these inferences are very uncertain. 
{2) The attributed by most people to Hesiod, but by
some to Cercops the Milesian, was a poem on the war of 
AEgimius, King of the Dorians, with Heracles as his ally, 
against the I^a^jittl^se. It seems to have been mainly intended 
to bring the Doric conquerors of the Peloponnesus into rela
tion with Heracles, through their chiefs, who boasted of their 
descent from him. (3) The K{vkoc yapioe was also a poem in
troducing Heracles as a leading character, and celebrating his 
exploits. (4) The MleXa/^Trohin was about Melampus, Teiresias, 
C^a^l^c^has, and other famous prophet-priests, and may have con
tained some account of the history of prophecy.

§ 86. It was evidently owing to this poem that its supposed 
author, Hesiod, was considered the forerunner of the Orphic 
mystical school. Of his successors in this direction we have, 
besides Orpheus, Eumolpus, Mu^sseus, and Epimenides, but to 
us these are mere names. In the genealogical and mythological 
direction, we have, similarly, the lac^o^nian Kinsethon, Asius, 
Chersias of Orchomenus, the Corinthian Eumelus (KopirOm^Ku),

’ In locris, the probable home of this poem, the importance of female 
ancestry (the primitive Multerrech!^']long survived. Cf. Bergk, L^G. i. p. 1002.
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the anonymous authors of the Navac^i^Tria Ettj, 'Apy^oX^i^Ka, and 
the «^oofc^i'£f, and others who were not apparently in any con
tact with the Ionic epic, but Hesiodic in character.

The 'A^pif.^c^o^'reia by Aristeas of Proconnesus was, on the 
contrary, a collection of fantastic fables about nations and 
countries beyond the knowledge, but within the rumour and 
the imagination, of the early Ionic adventurers into strange 
seas and coasts. There was, indeed, a supposed journey round 
the world, or y/e ntpioOioi, ascribed to Hesiod, but probably of 
later origin.* A few lines are also preserved of the Xf/pwvoc 
vnodriKii, a set of moral instructions supposed to be given by 
C^he^i^i^on to Ac^hilles, and which Quintilian says were thought He
siod’s till pronounced spurious by Aristophanes of Byzantium.®

§ 87. It remains to give a short sketch of the external his
tory of the Hesiodic poems through antiquity, and down to 
our own day. It is very hard to say whether the strong family 
likeness in Archilochus to Hesiod arises from a similarity 
in tone and style, or from direct contact. The extant frag
ments are not sufficient to prove the latter, which would throw 
back Hesiod ' to an earlier date than I am disposed to accord 
him. But if he were an earlier contemporary, and living in a 
parallel state of things, general similarities might be expected. 
Archilochus told beast fables like that in Hesiod. He unjustly 
revile:; 3 the climate of Thasos and its barrenness, in contrast 
to the valley of the Siris, just as Hesiod censures the rich 
Bceotia, as compared with K^y^me. But there is no proof of 
borrowing. The same may be said as regards Simonides of 
Amorgos, whom the critics place, doubtfully, in the middle of

* It is cited by Strabo, vii. p. 302, and there is also an astronomy, 
cited by Plutarch and Pliny.

2 Of all these fragments there are several collections, of which those by 
Diintzer (Koln, 184^^41), by Marckscheffel (Lips. 1840, which also con
tains fhe fragments of the other authors above alluded to), by Gottling (ap
pendix to his Hesiod, ed. 2, Gotha, 1843), and by F. S. Lehrs (in the 
.Didot Corpus Epicorum, Paris, 1862), are all to be recommended, the last 
being, of course, the fullest and best. The old lists of the works ascribed 
to Hesiod are found in Pausanias, ix. 31, 5> and in Suidas, art. j
they contain a few additional titles to those I have mentioned.

s Cf. above, p. 97) note.
I 2
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the seventh century B.c., and contemporary with Archilochus. 
Here, again, there are strong family likenesses to tjre Works; 
but the only passage (in the Theogo^iy} which could be sup
posed the direct model of Simonides' satire on women is de
cidedly an interpolation in Hesiod, and its use of the bee (in 
an opposed sense to that of Simonides) for the working men, 
with drones for t^ie women, seems to me plainly a satiric cor
rection of Simonides, and composed after his famous poem.

We know nothing whatever of K^e^i^k^ops, who is mentioned 
as He^siod’s earliest follower and rival, nor is there any real 
evidence of Terpander having been such. In the extant lyric 
and elegiac fragments no certain trace appears till Alc^us, 
whose frag. 39 is a most distinct copy of Hesiod. So likewise 
the resemblances in T^h^eog^nis are far more than general, and it 
seems undeniable that in the middle of the sixth century the 
poems of Hesiod—at least the Works—were well known and 
circulated.

Ac^usilaus is mentioned by Plato, Josephus, and a schol. on 
A^pc^ll^onius P^hodius, as a commentator or prose paraphrast 
of the Th^^ogony. Bemhardy supposes him to have been a 
Pelopo^nnesian theologian, who collected genealogies and cos
mogonies, and arranged them after the manner of Hesiod, but 
in prose. But we are left quite in the dark by our authorities 
concerning him.

Most critics refer to the same epoch an old poem on 
the Contest and the Origin of H^omer and Hesiod, which is 
largely quoted in the extant tract of that title.* This poem 
seems, at any rate, to have originated in those days when the 
gnomic and sententious Boeotian school had obtained a greater 
popularity than its Ionic rival. Th6 scene is laid at the con
test of Chalcis, and the author aims at proving that, although 
Hesiod was declared victor, Homer was far the greater poet—a 
needless task. But, as we shall see presently, the very existence 
of such a poem is denied by the most recent critic, Nietzsche.

Shortly before and after the times of the Persian wars,

’ Printed at the end of Gottling’s and Lehrs’ editions of Hesiod ; and 
more recently, with great critical care, in the Acta Soc. Phil, of Leipzig, 
vol. i. pp. I, sq., by F. Nietzsche.
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Xenophanes, and then H^racleitus, attack him—the first for 
his immoral teaching, along with Homer, about the doings of 
the gods and Catalo^tUe > the second for idle learn
ing on t^e same profitless subji^c^lt

It seems that he was subjected to some critical revi-' 
sion, about this time, by the commission of Peisistratus, for 
Plutarch (Theje^^r, c. 20) mentions a verse which was then re
moved. W^rether the poems had been hitherto preserved by a 
school of Hesiodic rhapsodists, is not sufficiently clear. It 
is certain, however, that they were recited at poetical con
tests, and in early days without musi^l accompaniment, for 
Pausanias’ criticises a statue of Hesiod with a lyre on his knees ' 
as absurd, seeing that he sang with a bay branch in his hand. 
This was in contrast to the Ionic rhapsodising.2 These op
posed methods were not strictly adhered to in after times, 
and were even occasionally reversed.

But in Attic days Hesiod attained a widespread popularity 
as an author of moral instruction for the use of schoolmasters 
and parents. The Greeks, indeed, always regarded the Works 
as an ethical treatise, while the Romans laid more stress 
on its agricultural side. Plato constantly alludes to Hesiod, 
and quotes him, not very accurately, as an authority in morals 
and in theology^. He is similarly cited by Xenophon. So
thoroughly was this recognised that the comic writers brought 
him on the stage as the ideal of an old-fashioned schoolmaster, • 
full of cut-and-dry moral advices. The philosophers who suc
ceeded Plato, especially the Stoics Zeno and Chrysippus, made 
him the subject of cri^^<cii^im; and Epicurus is said to have got 
his first impulse towards philosophy from reading the Theogony. 
The same story is told of Manilius, the Roman poet.

’ ix. 30, 2 : &rl pdpSov 5d.<vris fSev. '
■ Pausanias (x. 7, 6) tells us a story, that Hesiod was excluded from 

contending at the Pythian games, because he had not been taught to play 
the lyre along with his singing. But when he adds that Homer also was 
unsuccessful, because his training in the art could not be perfected owing 
to his want of sight, he seems to repeat the stories of the time when the 
richer and more elaborate lyric poet^ came to look upon the old epic 
recitation as bald and poor.
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Philologically, the works of Hesiod excited the same sort of 
interest as those of the Ionic epic poets, but in a lesser degree. 
We still have scanty traces of the critical notices of Zenodotus, 
Ar^i^stophanes, and Arist^]^<^l^i^i^; of- Apollonius Rhodius, of 
Crates, and of Didymi^^; in fact, of almost all those whose 
names are found in the Homeric scholia. But Plutarch, as a 
Boeotian, wrote a special treatise in four books on Hesiod, 
which the remaining fragments show to have been both critical 
and explanatory, with discussions of an antiquarian and patriotic 
character, defending the poet against objectors. His work was 
the main source of the commentary of Proclus, who again was 
copied servilely by Tz^et^zes. The later commentary of Manuel 
Mos^hopulos is still extant, and completely printed in the 
Venice ed. of 1537.

§ 88. The prose tract, The Co^ito^t of Homer and Hesiod, is 
the work of some rhetor who mentions the Emperor Hadrian, 
but its date is not further fixed. It is very full on the legends 
and parentage of both Homer and Hesiod. The antiquity and 
authority of the legends told in this tract are worthy of a moment’s 
discussion. The version in Plutarch’s Conviviu^m (cap. x.) 
professes to give Laesches as the authority for the contest, and 
apparently Lesches the cyclic poet. If this were so, the 

' legend is old and of good authority, and as such is accepted by 
Gottling and other editors of the life of Hesiod. But the stray 
citation of Lesches in the middle of the Plutarchian narrative 
has offended modern critics, who have either emended the 
text, or considered it a marginal gloss indicating that the 
immediately following lines are to be found in Lesches’ poem. 
Nietzsche goes further, and rejects thq whole Convivi^^m as 
spurious and not by Plutarch at all. This being so, there 
remains no older authority cited in the ayWv than the rhetor 
Alki^d^a^mas, a well-known pupil of Gorgias, who will be con
sidered hereafter. This man composed a treatise called rijc 
(>t^(^e.oc Mlo^ffGov, On mt^t^ntd cult^r^e, in which he seems to have 
described the contest of Homer and Hesiod to show that 
Homer was the forerunner of Gorgias in rapid improvisation 
and extempore reply. Drawing his conclusions from slight 
and to me insuff^icient hints, Nietzsche infers that the opening
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■ part of A^lkidamas’ book contained a much fuller account of the 
contest of Homer and Hesiod, from which the author of our 
extant kylov abridged his narrative, particularly by cutting 
down the.c^i^t^ations. When Nietzsche further asserts that Alki- 
damas invented the whole story of the Contest, and that to him 
we must refer all our legends of it, he goes, I think, a great deal 
too far. The passage in Hesiod’s Works about the contest at 
Chalcis is probably older than Al^i^c^a^mas, even if interpolated, 
and I can hardly believe that this alleged contest and rivalry 
between the two great epic bards was not thought of till the 
rhetor’s time. But it is very likely that he worked up the old 
story into a smart rhetorical form, and made it popular. So far 
he may have been the chief source of the Contest as we have it.

The Contest also cites Eratosthenes the A^le^x^a^ndria^n, who 
wrote a poem called TlrioSoc V 'AvrepivVs on the story of the 
poet’s death ; but whether he differed widely from Alkidamas, 
and used other legends, we cannot tell. So also Aristotle is 
said to have mentioned the tomb of Hesiod in his Polity of the 
Onhomenia^is, but here again we have only a stray citation.*

, The yfvog 'Ho^ioSov, generally printed as a preface to his 
works, is probably a mere compilation of Joh. Tz^e^tzes, from 
Proclus, but is very instructive, like the k^>v, in indicating to 
us what materials were still at hand in that epoch.

§ 89. Hbiio^^t^a^phieal. Passing on to the MSS. left us, we find 
a very great number of copies of the Works, covered with scho
lia, and often with illustrations of the farming implements, but not 
critically valuable. The oldest seems to be the Medicean £, ot 
the eleventh century ; then the Medicean 3 (Plut. xxxii. 16), ot 
the t^velfth. ' The rest are all fourteenth and fifteenth century 
books, generally on paper, full of scholia and notes, and 
variously put together with the other Hesiodic works, and with 
Tl^^c^c^r^itus, Nonnus, the pseudo-Pythagorea, and other moral 
fragments. The MS. copies of the The^ogony and Shield are 
not so frequent, and none, ' I believe, so old as the t^welfth

1 All these legends have been classified, with little positive result, by 
O. Friedei in Fleckeisen’s Jahrbiicher for 1879, pp. 235, sq. ; to which I 
refer the reader for elaborate details. There is also a paper on Hesiod’s 
Life by G. H. Flach in Hermes for 1874, pp. 357, sq-
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century. The sort of collection generally found in the MSS. is 
well reproduced in the beautiful Aldine ed. of 1495, which, 
though the Works were brought out a year or two earlier at 
Milan, is the first which gives the whole, and is' the E^. 
prin^ceps for the rest of Hesiod. It contains a great many 
other authors, and even stray collections of proverbs. The 
Juntine eds. of 1515 and 1540 are said to be mere copies of 
the Aldine. That of Trincavelli in 1537 gives the scholia in 
full, and has independent meriit Then comes the great edi
tion of Stephanus (1566), and a very complete one of D. 
Heinsius. Of later commentators the fir^^. place is due to 
Gaisford, whose Oxford edition is admirable from its fulness of 
research about both MSS. and. scholia (Poetce minores Gr^oeci, 
1814-^20). Next may be mentioned Gottling's (2nd ed. Gotha, 
1843), the most convenient for the ordinary student; and, 
lastly, Mr. F. A. Paley's, which, with all its merits, is over
loaded with ver^ questionable notes about the Digamma,’ and 

. the etymology of old Greek words. The best complete text of 
the poems and fragments is that of F. S. Loehrs in Didot's 
series (2nd ed. 1862). There are endless special dissertations 
by the Germans, which are enumerated (up to 187 r) by Bern- 
hardy. Mutzell's book Do Emendatione Tk^eogonioe H^es^o^ece, 
L^ips., 1833, is praised as ver^ painstaking and complete. An 
Index Hesiodeus was published at Naples in r79i by Ossorio 
di Figueroa, but I have not seen it. There is also an edition 
of the TJit^ogony by F. A. Wol:f (15^83). .

The imitations in Virgil's Georgies are too well known 
to require closer description. There are translations into 
German by Voss, and Usc^hner, and into French by Gin and

’ I have said nothing about the Digamma, because I do not believe its 
presence or absence can be of the least use in determining the genuineness 
or spuriousness of any line in Hesiod. The careful researches of the Ger
mans have shown that it is present or absent in the same word according 
to the exigencies of the metre ; and there seems really evidence for the fact 
that the Dig^amma was a letter which could be arbitrarily used or dispensed 
with in epic poetry. There is the most surprising variation, exactly of 
the same kind, though without metrical reasons, in the inscriptions of the 
same towns. I will not deny that there may be a law of its use, but so far 
this law does not seem likely to be discovered. •
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Bergier, in 'addition to the Latin hexameter translations of the 
Italians, N. Valla, fond B. Zamagna, in the fifteenth century, 
and the. early French one of Jacques le Gras in 1586.

As to English translations, I cannot find any mention of 
more than three. The first is of the Works only, the ‘ Geo^-gics 

■of Hesiod,’ by ■ George Chapman (1618). This, like all Chap
man’s work, is poetical and spirited, but often very obscure 
to modern readers, though it constantly cites the original in 
foot^-notes. The book, which was very scarce, has been re
printed, with other of Chapman’s translations, by J. R. Smith 
{London, 1858). Next we have the work of Cooke (1743), 
who seems unaware of Chapman’s translation, and who gives 
us a pretentious and dull rendering of the Works and 
T^hie^ogony in heroic verse. The last and best, and the only 
complete translation, including the Shield, is that of Elton 
(2nd ed. 1815), who knew his predecessors well, and gives us 
scholarly renderings of the Works in heroic rhymes, and of 
the other two poems in blank verse. Parnell’s Pando'a, or the 
Rise of Woman, is a free imitation of the corresponding pair of 
passages in Hesiod.

§ 90. There is no use in discussing the several busts and 
statues of Hesiod, which Pausanias saw and describes in his tour 
through Greece. It need hardly be stated that these, like the 
portraits of Homer, were mere works of imagination, and have 
no historical claims. There are five epigrams or epitaphs upon 
him extant, two quoted at the end of Tzetzes’ Greek preface to 
his works, and stated to be set over his tomb in the ^gora of 
Orchomenus—one of them ascribed to Pindar. Three others

■ are in the A^nthology, one of which, by A^lc^teus of Messene, has 
considerable merit.

§ 91. There is sufficient evidence of the antagonism bet^veen 
the Homeric and Hesiodic rhapsodists in the legend of the 
contest of the poets, and we may even infer from the alleged 
victory of the inferior but more didactic poet, that as the 
audience became more reflective, and as they came to regard 
the poet as an educator, the more explicit moral purpose, and 
the plainer preaching of the Hesiodic school, came to be 
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regarded as superior to the mere stimulating of the sense of 
honour through the imagination by the heroic poems. But it 
might have been easily foretold that the controversy would not 
stop there, and that as philosophy arose, the -vlhc^le system of 
the chivalry of Homer and the Theogonic dogmatism of Hesiod 
would find opponents from a totally different platform. It 
might perhaps even have been anticipated that these opponents 
would choose the very form of the Ionic epos to embody their 
criticisms. The Golde^i VerseS ascribed to the school of Pytha
goras, which contain the condensed morals of the older epics, 
even were they genuine, are not so natural an' outcome of the 
clever restless Greek mind as the making of objections and 
exceptions.

§ 92. These found their earliest spokesman in Xenophanes 
of Colophon, who travelled through the Hellenic world during 
most of the fifth century, but who seems to have formulated his
system in early life, and to have disseminated it in his wanderings 
as a rhapsode, in opposition to those who were reciting the old 
epics at every festival throughout Greece. Xenophanes was 
indeed a poet of various accomplishments, and we have ad
mirable fragments of his elegiacs, which will be mentioned in 
their place, as well as a few iambic lines. But these, though they 
show the independent and radical spirit of the man, were chiefly 
social poems, and evidently did not contain his main philosophy. 
This he published by going about as a rhapsode, and reciting 
it' in the same epic form as the poems of Homer and Hesiod. 
We have sufficient remnants to show that he systematically 
attacked the anthropomorphism of Greek religion, the plurality 
and conflicting interests of the gods, and that he asserted the 
unity and purity of the Deity. But the allusions of such critics as 
Ar^istotle prove that his polemic was not merely theological, and 
that his negative criticism was associated with metaphysical 
speculations on the unity, not only of the Deity, but of the 
world. It was from this point of view that he was the founder of 
the Eleatic school, as he lived much of his later life in this 
Italian city, and as his system was taken up and developed by 
his great pupil Pa^rmenides.

1 Their remains are printed at the end of Gottling's Hesiod.
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§ 93. If we could trust the chronological points in Plato's dia
logues, Parmenid^^ was sixty-five when Socrates was a ‘very 
young man,' perhaps between fifteen and t^vei^t]^; but Plato 
cares for none of these things, and looks only to dramatic and 
not to historical propriety. It seems more likely t^iat Parme
nides came earlier, perhaps about the opening of the fifth cen
tury, and he still adhered in philosophy to the old didactic epic, 
which had been consecrated to serious teaching by Hesiod 
and his school. But it is evident that while prose composition, 
both in history and in philosophy, since He^c^^t^teus and Hera- 
cleitus showed the way, made rapid progress among the lonians 
of Asia Minor, the Greeks of Italy and Sicily adhered to the 
poetic form, as is the case with Empedocles, who wrote even 
a generation or two later. Thus the fact that Heracleitus had 
published his thoughts in prose at Ephesus is no proof that 

• the hexameter poem of Parmenides may not have been later in 
date, though more primitive in form. We fortunately have the 
opening of the work preserved by Sextus Empiricus, and there 
is no doubt that it combined (like the poem'of Eiitipedocles 
copied by Lucretius) remarkable brilliancy of fancy with pro
fundity of thought. 1

' This introduction is preserved by Sextus Empiricus (Adv. Math. vii. 
' in):

"Imirot ral fie Seov r’ tri Bv/phs Utivoi,
reptrov, irel fl Is iSbv firjtrav rr^)\u(^i)pov Syoucrai 
Aatpovos % K^Ta rriii^T' aiir)) etS^ra pOr^c^'
rt) pertifiT)", rij yap fie iroKvifpaarot ipepov "meoi 
Uppa m^^aitol^lr)tal^ KoVpat S’ SSbv {yepivevov 
'HXidSes Kovpat, rrpoXtrroVlrat vvk-tAs,
eis PiOos, oa^(xp.rvat t^r^<ii^tiv Haro xeptrt Ka^ui^Tpas. 

S’ Av x>^oP^<'tv iet at^f^v'yyas aUrijv
• aWApevos, Soiots yap A^elyero Stva^^iitai

KVKXots ap^K^^^'repaBev, Sre airep^oli^ro r^i^pireiv. 
"EySa i^Xat vvktAs re koI tf/iarAs elmi Kr^.rV0e)v, 
Kal tri^as fnrlpBvpov Opipls »cal Xatvo^ ovSAs,
abral S’ otBept KAlsK^xit^rai firyoXola^l Bvpe'Tpots 
rav 5b Aluv r■oXA■irotvos i^;xet K^ivtSas Opotfiovs. 
rbv 5b wapr^iilP’evai Kovpot palX.raco'it^^ XiT^otot 
r:e'it^av Ar^itf>pl^OSe^s, &s ppiv fioX.ovo>rSv oxi« 

. arr^p^as Paete T^i^XXiiV Sw ral 5b Bvpirptov
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Other considerable extracts from Parmenides are quoted by 
Simp]^^c^i^i^s^,. in which we no longer f^nd the theological tome. of 
X^e^n^c^p^hanes, but the purely metaphysical treatment of the doc
trine known ever since as the Eleatic philosophy. T^he eternal 
and incorruptible unity, of Being, as opposed ter the fleeting un
reality of sense, is illustrated with much power and variety. The 
celebrated dialogue of Plato, in which Parmenides is the chief 
speaker, as well as many allusions of Ar^istotle, give us full in
formation concerning his phi^^o^e^j^l^^; But from a literary point 
of view, it is to be noted that though he wrote this hexameter 
poem on Nat^ire. he was not a poet in the same sense as Xeno
phanes, who also composed both elegiacs and iambics, and was 
a professed reciter. He even repeated his views, according to 
Plato {S^ph. 237, a), in a prose form—the form exclusively 
adopted by his immediate followers, Zeno and Me^lissus. 
T^hese therefore we must class under the head of early prose 
writers.

§ 94. It is indeed asserted in Aristotle’s that this sort 
of epic composition has nothing in common with Homer .but 
the metre, wherefore, he adds, you call the one a poet, and the 
other rather a physiologer than a poet. This remark specially 
applies to E^mJ^^^oclcs, the third and greatest name on the list 
of our philosophic poets, and is but another example of the 
reckless judgements wh^ch the authority of A^r^istotle has disse-

xdep ^xaves iolra'at' ivavriiitevat, iro0.vxkKBUS 
Uavs iv aa^piy—v apotfiaSbv elKll-<ta'at 
yifipots Kai ip6vpi:riv ip'raPaas' $ pa Sa’ avTSv 
iOVs %cov Kopai Ka' i.pal-irbv &iJta Kal 'vaovs, 
Ka( pe 9«ai TrpPptav iveSe^ao, xapa xeipJ
Sc^t-repip ekev, SSe S’ Kras <pTo Kal p.^ vpoa'iSa' 

''il Kovp’ Mai'aroiai pvt>dopos —lflVJ^olip/, 
imtovs rai ae Kepouaw Scdvav aplrepov SW, .
Xaip’ 4irel ajrt ve poipa kok' npoVrepre veOai 
r'p S’ SSSr (Ti yap i.i' avOppKav 4kt)>s vdrov iv-rli'), 

8ps re SSr re. Xpei> Se ve navra vti^(al)ol 
Vpev PkaPlas eSveiDPos arpfves Vrop, 
VSe pporSiv SPa—s, rais Ok evi vloris iSrs. 
'AXA epvos ual rapr■a paD^iaou P>s ri 8oKo0vpa 
Xp^t SoKpus yifUi/ai St a vavrSs vdyrix vraPvpa,

    
 



CH. VII. EMPEDOCLES. 123.

minated by means of this corrupt treatise. For had the obser
vation been applied to Parmenides, it might have been possibly 
defended, though our scanty remains contain passages of lofty 
imagination and true poetic fire. But applied to Empedocles, 
the remark is si^nply ridiculous, and might have been contemp
tuously rejected, even if there were not preserved to us by 
Diogenes ’ the opinion of the true Aristotle, which happens in 
express terms to contradict the random talk of the Poetic. We 
have furthermore the judgments of the careful Dionysius on 
his ‘ austere harmony,' which he compares to that of /Eschylus, 
and the not inconsistent praise of Plutarch for his inspired en
thusiasm. Mr. Symonds, in his essay on the poet, goes so far 
tks to call him the Gre^ Shelley, and gives some striking
grounds for this singular judgement.

As a poet, therefore, Empedocles must be ranked very high, 
and Cicero expressly tells us that his verses were far superior 
to those of Xenophanes and Parmenides, themselves no mean 
artists on similar ^Sbjeicts. This is the more remarkable be
cause he came late "iii* the development of didactic poetry, 
and in-the age when prose had already been employed with 
great success by Heracleitus for the purposes of philosophic ex
position. But although Empedocles seems not to have been 
born till about 490 b.c., and was about contemporary, both in 
birth and death, with Herodc^tus, he was bom, not in the home 
of nascent prose, but at Agrigentum in Sicily, where he became 
one of the forerunners of a literature widely different from that 
of the Ionic race. For Gorgias is called his pupil, and though 
he does not appear to have composed any treatise in prose, h‘e 
was considered by A^ristotle the first founder of the art of rhe
toric, which Gorgias made the occupation of his life.

Though of noble family—his grandfather Empedocles had 
won with a four-horsed chariot at the 71st Olympiad, his 
father • Meton had been prominent in expelling the tyrant 
Thr^asydseus—he was firmly devoted to democratic nrincinles, 
arid fought for the demos of his city against the aristocracy.

* viii. 3 : ivtk “V irepl n-otijriuv ipitirtv 3ti ifoJ 'OfyfuKis A '’EwcAokXTs 
Kal Selves Ttepl tV pet^ixtlxiptKiis t’ £>y Hal Toij SA^ois rots ■urtpl
iroujTiKf,, iiriretyfi^airt xp&peyos.
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But, like Herodotus and other patriots of that period, he found 
it unpleasant to live at home among hostile and jealous neigh
bours ; he accordingly left A^g^ig^entum, and' retired to the 
Pelopo^nnese, where he seems to have died in obscurity. This 
we ■ may infer from _ the many uncontradicted legends which 
became current ' through Greece upon the subject. Empedocles 
is one of the most curious and striking figures in Greek litera
ture, for he combined the characters of soothsayer, magician 
and mystic with those of an earnest and positive speculator, 
who first attempted a mechanical explanation of nature. His 
account of the gradual growth and development of animated 
organisms even gives him the right to be called the oldest 
Greek forerunner of Dar^vin. •

These physiological and physical speculations, which fasci
nated the mind of Luc^retius, belong to the province of the 
historian of philosophy. But the literary form in which they 
were clothed causes much perplexity. For this poet-philosopher, 
this positivist-magician, would not clothe his metaphysic in any 
but allegorical dress. Thus the? four ele^^i^l^s; ’ wh^ch he was 
the first to assert against Parm.enides’ single Being, and which 
lived in philosophy till yesterday, are clothed in the garb of the 
peoples' godss: and his attraction and repulsion, by which the 
world of experience was compounded out of the elements, were 
called Love and Hate (^•tu^orjic and Neicoc), the former even 
A^f^hi^odite. Along with these apparent concessions to the popular 
faith, he held Pythagorean doctrines as to the transmigration of 
souls, and the consequent crime of destroying animal life, though 
h^s politics sepia^r^i^cj' him widely from the Pyt^hagorean school. 
His metaphysic is an independent syncretism of Eleatic and 
H^eracleitic doctrines, with a predominance of the latter, perhaps 
on account of the deeper poetry of prose. But
though the man’s personality, his splendid dress, his numerous 
attendants, and his bold claims to supernatural power, made 
him a great figure in the Sicily of his day, his mystical and 
theological turn would not bear the light of positive science,

’ Teatrapa rav iravrav wpSOrop l^KOve'
Zeus [air] apy)is"Hpn [earth] re itS" [fire]
NJittIs [water] ff % SaKp^ois riyyet xpoOivicpa Ppiretop,
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and he is therefore referred to with less respect by succeeding 
critics ag a philosopher than as a lofty poet. The tragedies 
and political writings ascribed to him were spurious ; his 
and Ktdapfxoi, the formal exposition of his metaphysic and of 
his theology, are the only works recognised by modem critics. 
It has been inferred from the fragments that these books were 
not very consistent, that the various purifications and rites 
recommended (in the KaBapfxoi) were little in ' consonance wit^r 
the mechanical and positive explanations of his

§ 95. They were, moreover, very alien to the dialectic of Gor
gias and the succeeding sophists, who cared little for dogmatic 
theology, and consistently rejected the ritual of the old religion 

.along with its dogmas. The sophists were still more marked'in 
their rejection of epic verse as the vehicle for philosophic teach
ing, and in the uniform adoption of prose, which was even then 
introduced in the school of Asia Minor. So strongly was this 
felt in the next generation, that there arises a formal oppo
sition between philosophers and poets, the latter of whom were 
regarded as the mere exponents of the popular creed. Of 
course this would Jnve been absurdly false in the days of Par
menides and Empedocles; but even the latter was almost behind 
his age, and from the middle of the fifth century b.c. onwards 

■Grrelk philosophy consistently rejected the adoption of a poetical 
form. Anaxagoras was, no doubt, reflected in Euripides, and 
Epicurus in Menander ; but these speculative features in the 
drama were the mere natural reflex of the deepest thinking of 
the day upon its most thoughtful and serious poets. The phi
losophy of Euripides was a mere parergon of his tragedy. It 
is to this fixed purpose of philosophy to abandon poetry that 
we must attribute the defection of such imaginative minds as ' 
Hippocrates and Plato from the ranks of the Greek poets, 
among whom the latter (as an epigrammatist) even made hi^. 
first essay. The history of philosophy since that day confir^is 
the Greeks as to the literary propriety of this decision. Despite 
the splendid attempt of L^uc^retius to reproduce in the form of 
Empedocles the most prosaic and vulgar of syst^e^msj his poem 
had little influence upon his age, and is even spoken of 
by Cicero with some contempt. The Neoplatonists, however
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m^'StiGjal' and Eleatic in tone, never returned to the more 
ancient and indeed natural garb of their vague Pantheism. The 
Middle Ages were dominateid by the prosaic Aristotle. Nor 
did aay- of the great heralding of modem thought,' the rich 

" imagery of Bacon, the mystic dawning of Boehme, the god
. intoxicated cosmogony of Spinoza, prociaim itself to a. world 

wear^ of the dry and arid light of prose logic in the form eon- 
secrated of old to. the union of thought and fancy. In later 
days, though modern poetry is full, perhaps too full, of meta
physic and of anthropology, we have no greater attempt ' at 
writing systematic philosophy in verse than Pope's Essay om 
Man, or Mandeville’s Fable of the Bees. Thus Empedocles is^ 
peculiarly interesting as the last thinker in European philo
sophy who brought out a new system' in the form of a poem.

His fragments are preserved in Sextus Empiricus, Plutar^c^b„ 
and Simplicius, and are best collected by Mullach (in Didot's. 

E^hiiOi^s^e^ph.). There are interesting monographs on him- 
in all the histories of Greek philosophy, especially Zeller's, and 
in Mr. Symonds' first series on the Greek poets. The legend^.' 
of his death in the crater of Etna has inspired -poets down 'to our 
own day, like Mr. Arnold, and still lingers about the traditions, 
of the mountain through changes of race and of language^.
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CHAPTER VIII.

THE HOMERIC HYMNS AND TRIFLES.

§ 96. There is yet another class of epic hexameter poetry, 
extant, besides the proper Ionic epics, and the didactic poems 
of Hesiod and the philosophers. There are transmitted to us,., 
under the title of Homeric Hymns, a collection of five longer 
and twenty-nine shorter poems in epic dialect and metre, 
each inscribed to some particular god, and narrating some 
legend connected with him, but in no sense religious hymns, 
as were those of Pamphus or the hymns of the choral lyric ‘ 
poets. The Homeric Hymns are essentially secular and not 
reiig^^^^; they 'seem distinctly intended to be recited in 
competitions of rhapsodes, and in some cases even for direct 
pay ; * they are all in form preludes to longer re-
citations,2 apparently of epic poems,’ though the longer five 
are expanded into substant^lly independent compositions.

* Hymn vi. s^ib fin. : .
Sbs S iy iy&vt .

ytmji' Tt/Se (iPpeaDai, i/Xv S ivmvov &oHv.

And v. xxx. and xxxi. sub fin. :
irpitj^fpin' 8' ^^PSis fUorov 8up^{pp' !i1^ttVe.

2 o’ly.nf' Accordinig to Bergk, meant any song, especially an epic poem. 
olpos is used with a genitive (isrsav, &c.) qualifying it. Pausanias calls a 
hymn of AlIcssus to Apollo a srpoi^lpiov, probably because it was like in 
character to these Hymns. The vipoi were really devotional poems, and 
are as such contrasted by Pausanias with the secular hymns of the col
lection before us. '

8 Hymn, xxxi. :
{k Olio S’ ip^dpcvos (tJAjjTffw pcpiivav yivos l^vSp&v 
rpiDSoiv, Uiv ipya 0eoi 6tvivrin<^iv fScifav.

VOL. I. K
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§ 97. The Hymn to the ^pol^o, apparently- the t^iird
in order in the archetype of our MSS., is by far the best known 
and oftenest quoted of the collection. It owes this distinction 
chiefly to the famous description near its close of the old 
fes^val at Delos, whither all the Ionians came, with their wives 
and children, to witness dancing, singing and boxing, and to 
wonder at the ventriloquism which t^e Delian priestesses appear 
to have studied to great perfection. Then follows a somewhat 

„ boastful assertion of excellence on the part of the rhapsodist 
—the blind man of Chios. The main body of the hymn nar
rates the adventures of Latona before the birth of Apollo, her 
final reception by the personified island Delos, and the long- 
delayed birth of the god. Artemis is not mentioned, and can
not therefore have been regarded as his t^vin-sister in the Delian 
legend. The st^le of the poem is good and clear, and indi- 
c^ates a date when epic language and metre were perfectly 
understood.

§ 98. Our MSS. combine this hymn (178 lines) and what 
is now es^blished to be quite a different work, t^e Hymn 
to the Pythian Apollo. The allusions of Thucydides and of 
Aristi^^:;* imply that they quote from the end of, the former 
hymn (v. 172), which is only the case if we separate the Pythian 
hymn. Fu^rthermore, the scholiast on Pindar 2 quotes some 
lines as Hesiod’s, in which he boasts of contending with Hosmer 
at Delos in hymns to Apollo. This shows an old belief that a 
second hymn to Apollo, by Hesiod, existed. The Pythian hymn 
has quite this character ; it is altogether occupied with Boeotian 

'and Delphian legends, and celebrates the settlement of the god 
at the rocky Pytho after his colloquy with the fountain-nymph 
Delphusa, near Haliartus, and his slaying of the Pj^t^hon. Then 
follows his adventure, in the form of a dolphin, with the Cretan 
sailors, whom he brought round the Pelo^p^o^nnesus from their 
course, and established as his priests at the oracle. Besides 
the Boeotian character of its legends, the genealogical and 
etymological tone of the poem betrays the didactic spirit of 
the Hesiodic sch<^(^l; and there seems little doubt that it was 
c^omposed by some Delphian or Boeotian poet in imitation of

* Cf. Bergk, LG. i. p. 753- * Nmi. ii. 1.
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the former hymn, which it closely follows in its construction, 
and ofttimes in diction. ■

Inhere are many disturbances in the text, and to these may 
be ascribed apparent blunders in the geography of Breotia, 
which the author seems to have known accurately. He is also 
fully acquainted with the coasts of the Peloponnesus. There are 
several remarkable and evidently intentional omissions. The 
site of Thebes is mentioned as being still forest, and therefore . 
supposed to have been occupied after the settlement at De^lp^hi. 
Delphi, again, is only known by the name of Pytho. K^irrha, the 
seaport of K^i^i^ssa, is never mentioned, but the’latter is said to 
be near the harbour. Though describing a curious augury with 
chariots at Onchestus (w. 53, sq.), and therefore familiar with 
one form of horse-racing, the poet represents Delphusa as 
dissuading Apollo from settling near her fountain because the 
sound of horses and chariots would disturb him. The Germans 
infer that this must have been written before the time when 
the Amphictyons, immediately after the sacred war (590 b.c.), 
established chariot races at the Pythian games. This seems to 
me founded on a mistake, for these games were not carried on 
at Delphi, which is quite inaccessible to chariots, and where 
the stadium is far too small for such races, but at a special 
hippodrome' in the plain below, which Pausanias specially 
mentions,! so that it may always have been held that the god 
chose his remote and Alpine retreat in order to avoid such 
disturbance. The priests are told prophetically, at the close of 
the poem, that through their own fault they will become sub
ject to a strange power, and this again is supposed to point to 
the events of the sacred war. But there is no certainty in these 
conjec^t^ur^es.

Both this and the former poem seem to have been con
siderably interpolated, as for example with tire episode 2 of the 
birth of Typhon, which is quite in the manner of the Theogoiny 
of Hesiod. Other small'inconsistencies may rather be ascribed 
to naiveti and want of critical spirit than to a diversity of poets. 
As the Delian hymn was intended for recitation at Delos, so the 
Py^thian is clearly intended for some such purpose at Delphi,

> x. 37, 4. 5 ii. vv. 127-77.
K 2
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, and seems not far removed in date from its forerunner. But 
as the Pythian contests were with the lyre, a Hesiodic poet 
could hardly have competed unless he abandoned his old cus
tom of reciting without accompa!^i^i^^<^i^t; and indeed the 
complete silence of the hymn about the Pythian contests sug
gests some definite reason for not mentioning them.

§ 99. The Hymns to Hermes(iii.) and to Aphrodite(iv.) may 
be brought into comparison' on account of their familiar hand
ling of gods, though in other respects they are widely contrasted. 
The text of the former is the most corrupt of all the Hymns, 
so much so that G. Hermann and other destructive critics 
urge with great force their theory of its being a conglomerate 
of various short pieces by different authors. The opening lines 

■ are repeated almost verbatim in the lesser Hymn to Hermes, 
numbered xviii. in the collection; but it is clear from the critical, 
discussion of the prefaces to Hesiod’s poems, and from the many 
short procemia actually found in this collection, that these intro
ductions were movable, and that the rejection of the preface 
entails no presumption against the unity of the main body of 
the poem. The Moscow MS. differs remarkably from the rest 
in its text of this poe^; according to Heermann, because , it 
followed another recension, according to Baumeister, with 
whom I agree, because the scribe copying the archetype was a 
learned man, and set himself to correct and emend what he 
thought corrupt. .

The text of the Hymn to Aphrodite is, on the contrary, the 
purest and easiest of all7 and it is only the perverse ingenuity 
of the Germans which has ventured to thrust upon us. here 
their suspicions of interpolations. There appears to be also 
a considerable contrast between the two poems as to diction. 
While the Hymn to Aphrodite is in very pure Ionic—almost 
Homeric—Gre^e^^- and clearly composed in Asia Minor, the 
Hymn to H^e^imes abounds in phrases only to be found in 
Hesiod,! and shows evidence of Boeotian or Arcadian origin. 
Ag^ain, there is a good deal of humour, and of a low popular 
tone, about the latter, while this homely tone is not at all felt 

in the other. Nevertheless, these poems, as I have said, have

Cf. Mure, ii. p. 344, note
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an all-important feature which makes it suitable to connect 
them together—I mean the bold and familiar handling of the 
foibles and passions of the gods. Their moral tone is per
haps lower than that of any other old Greek poem, we 
except the episode called the lay of Demodocus, in the 
Odyssey—a poem which bears t^re most striking resemblance 
ip tone and diction to the fourth- hymn. The passion of 
the goddess is in both represented as a foible, but hardly as 
a fault, and her adventures in the hymn are represented as 
brought upon her by a sort of retaliation on the part of Zeus. 
The description of her progress through Mount Ida, her power 
over the lower animals (w^. 70, sq.), and her meeting with An- 
chises, are told with great beauty, but apparently without a^ry 
feeling of reserve on the part of the poett It was not till Praxi
teles that sculpture dared to represen.t the undraped beauty of 
the goddess in marble. Poetry cast away such restrictions far 
ea^rlier. There is also a fine description of the old age of 
Ti(honus(\^v^. 237-46), and of the life of trees as bound up with 
that of the wood-nymphs. The main object of the poem seems 
the flattery of the family of Anc^hises and .d^neas, whose alleged 
descendants (as is prophesied in the Iliad) were evidently im
portant people in the poet's day. We have no evidence where 
they ruled, or whether the Dardanian princes encouraged Greek 
poetry.

The Hymn to Ha-mes does not describe such passion, and isp 
an account of the birth and adventures of the god, setting; 
forth his thieving and perjury with the most shameless effrontery, . 
To the ordinary Greeks great ingenuity was enough at all times 
to palliate or even to justify dishonesty, and though Hesiod and 
the Delphic oracle raised their voices in favour of justice and 
truth, there can be no doubt that the nation was, thoroughly 
depraved in this respect. The Hy^mn to Hermes goes through 
a variety of adventures of the god—his stealing of the oxen of 
Apollo immediately after his birth, his invention of the lyre, his 
trial and perjury before Zeus, and the amusement and good
nature of Apollo in being reconciled to him. The mention of the 
seven-stringed lyre has induced most critics to date the poem 
after T^<^rpander's time, but, on the other side, it is declared

t
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absurd that the poet should describe as an original invention of 
the god a new improvement in the instrument made by a well- 
known man at a well-known date. It is therefore argued that 
the seven-stringed lyre was not unknown in ancient days in 
some parts of Greece, though not generally adopted by literary 
lyric poets till Terpander. This is indeed to be inferred from 
Pa^usanias, who says that A^mphion naturalised the Lydian 
seven-stringed lyre in Greece. At all events, this imprioved 
lyre must have been in common use when the poem was 
composed, probably not before 600 b.c.

As to the literary merits of these hymns, authorities are 
divided. Most of the Germans place the hymn to He^rmes 
very high, and think that but for its corruptions it would be 
the most original and striking of the collection. Mure, on the 
other hand, thinks the fourth to be the most beautiful of all 
the hymns, and almost worthy of Homer himself. Both seem 
to me to have great, but contrasted merits. The humour and 
variety of the one are perhaps equalled by the luxurious richness 
of the other. Both are precious relics of old Greek poetry, 
and curious evidences of the rapid decay of the old Greek 
religion. Shelley has left us a translation of the third as well as 
of some of the shorter hymns. His version is of course very poe
tical, but accentuates the comic element perhaps too strongly.

§ 100. The Hymn to Dander (v.), of nearly 500 lines, is of 
a very different character, and is to be identified with some 

. Athenian worship, either the Panathenaic festival, if there was 
any occasion at that festival for such a recitation, or some 
religious ceremony at Ele^u^sis. The hymn narrates the carry
ing off of Persephone, who wandered in search of flowers through 
the Mysian plain, and was entranced with delight at the nar
cissus, which is described with great enthusiasm as being an 
important emblem in the My^ster^ies. The crying out of Perse
phone is heard by Hecate and Helios alone, from whom the 
dist^^cted mother finds out what has happened to her daughter. 
But Demeter is still more wrath at hearing that it was done 
with the connivance or approval of Zeus, and she deserts the 
immortals to live among men. So she comes to Eleusis, where 
she sits by the wayside and meets the daughters of K^e^Ieus going
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to draw water. They accost her with kindness, and she is 
installed as nurse of their infant brother Tiip^tc^l^^mus.

It is not necessary to go at greater detail into the story, 
which is told in this hymn with singular clearness and beauty. 
‘Any difficulties which occur are due to the corruptions of 
our single MS., or to the covert allusions to the Mysteries, 
which are evidently before the poet's mind all through the nar
ration of the legend.- The critics generally do not speak with 
sufficient warmth of the beauty of this poem, which is, in my 
opinion, far the noblest of the hymns. A good many Atticisms 
have been detected in it by the grammarians, but I am not aware 
of a single solid argument to prove its date, even approximately.! 
It was well known to the ancients, and is quoted four times 
by Pausanias, with considerable variations from our text, but 
these are probably due both to its corruption and to inaccuracy 
in Pausanias himself. This author a^so quotes an ancient hymn 
of Pamphos on the same legend, which seems to have been 
very similar in argument.

§ 1OI. Of the lesser hymns the longest (vii.) is that to 
Dionysus, which describes his adventure with pirates, whom he 
astonished and overcame by miracles, when they had captured 
and bound him on their ship. The critics think that the portrai
ture of the god as a youth points to the age of Praxiteles, be
cause older Greek plastic art had uniformly made him of severe 
aspect, and apparently middle age.2 I have shown above 
(p. 133) that in the case of Aphrodite poetry outran sculpture in 
its development, and I feel convinced that the change in the 
form of Diony^sus also was adopted in poetry long before it was 
attempted, or perhaps could be attempted, in sculpt^ire. The 
hymn seems certainly to have been known to Euripides, who 
builds some of the plot of his Cyclops on it, and this subject, 
perhaps even this detail, was borrowed from the older Aris

> Baumeister (Comm, in Hymn. p. 280) conjectures it ' to be of the time 
of the Peisistratidse, when epic poet^ experienced a considerable revival.

3 This stor^ is beautifully illustrated in the frieze of the graceful chora- 
gic monument of Lysicrates at Athens (erected 332 b.c.)—a monuihent 
which is now best studied, not on the spot, but in the drawings Stuart 
and Revett, made a century ago, when the work of ruin had not advanced 
so far.
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The next hymn (viii.), to Ares, is quite of a later and 
metaphysical turn. It abounds in strings of epithets, and rather 
celebrates the mental influences of the deity, than his personal 
adven^lures. This hymn is accordingly attributed by most critics 
to the Orphic school. The same may be said of Hymn xiv., To 
the Mother of the Gods; nevertheless, all these Homeric hymns 
differ widely from the Orphic hymns which still remain on the 
same subjects.

I will only mention among the rest that to Pan (xix.), 
which is supposed to have been composed after the time 
when the worship of Pan was introduced at Athens (490 b.c.). 
This little poem is remarkable as one of the few extant Greek 
works which show a love ands^j^mpathy for the beauties of nature, 
and which indulge the fancy in fairy pictures of bold cliffs and 
leafy glens peopled by dancing nymphs, and resounding with 
the echo of piping sweeter than the nightingale, and the voices 
of sportive and merry gods. It is common among English 
critics to assert that on^y in Euripides and Aristophanes of 
earlier poets can we find this peculiar and delightful form of 
imagination. The Hymn to Pan,® which reminds us strongly of 

’ Patin, Etudes sur les tragiques graces, iv. 290.
* /not ‘Eppelao eppeire, Wlouira,

• Stnepwra, IftKiKpoTav, Hist' wlai)
Set^SpT)^ifT‘ &/^iv8ts Ki^pUpuir
aXri t^tuT aSylKnros Tr4rpT)S aTeifiotxiri KUpTlva, 

ivai^eK^t^l^^vat, pip^i^ov Si^iip, ay^:aaeSip^<^p, 
avxpirijepff, hs n-dipra itt<i>ei>v^a Xi^X^oy^^e,
mil Kopvt^c^s hpitav Koi ir^rW'ev^a KeAeuOa' 
^oorU 8* Iv0a Kl Ipfa 5<<d fuewTla iUKVii, 
SXX<^T« pip feOpoutp hp^SipePOS pioXa^KoimP, 
Sabots S’ aS irerppirip Ip jiAif^tdrotai Si^i;xp<^t, 
liKpt^o^ivrr’' Kopi^ij^yiP pnii^itrKosrop eltr<^t^a8ulowp. 
itoKWoKt s' h^-pwievra StlSpupfP oCpea paKpa, 
ToAOdfct S' 4 KrpoOat StfiKave, Bjpas Ipa(pup, 
of at SepaSpepos' rori S' ?<rrrcpos HicKayop oOos, 
dypiis Qaptdp, ZppKtop ilo povaap iOipup 
rPvpoP • oVk &p ripye mtpaSpdpot 4p pAeppt 
pppis, tapos ■oouppOeos Ip irerdOotirtp
OpTjpop tTrmp(^ocSo^^<d «ox®‘ pt^iyipvp iotSyp. 
triip 84 «j>tp rirt Nvpipat opeartaSes, Xiyip^oK-^m, 

irvKPa irocrtrp ^ir! Kpjpr ueAapvSp^
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E^uripides’ chorus (w. 167 et seqq.) in the Helena, shows this 
limitation to be unfounded. The rest are short proems to various 
gods, very similar in character to the spurious opening lines of 
Hesiod's one of them (xxv.) is even made up of lines
from Hesiod’s T^ieogony. The short Hj^ns (xiii. and xviii.), 
to Hermes and Demeter ere selections from the greater 
poems in honour of the same gods.

It appears from this brief review that the so-called Hymns 
are a very various and motley collection of proems to the gods 
sung by rhapsodes on secular occa^sions. In some cases these 
preludes were expanded into independent poems. The older 
and Ionic pieces breathe a familiar and very secular handling of 
the adventures of the gods 3 the Hesiodic pieces were more 
serious and intended to instruct the hearers in theology 3 while 
the semi-Orphic pieces were still more reflective and solemn. 
But they all assume the tone and style of the Ionic epic school. 
It is not impossible, in spite of the later complexion of some 
few of them, that- the collection was made by the commission 
of Pe^i^sistratus when they were editing or collecting the remains 
of both Homer and Hesiod.

§ 102. This kind of poetry was revived, as might be expected, 
at Alex^andria, and we have still five hymns extant from the wreck 
of Alex^andrian literature, by the celebrated Callimachus,' whose 
wonderful fertility was not destined to produce much permanent 
fruit. T^hese hymns are to Zeus, Apollo, Artemis, Delos, and 
Demeter respectively. They are all of considerable length, those 
to Artemis and Delos being the longest, but none of them are 
interesting. They celebrate, like their Homeric prototypes, the 
birth and early fortunes of the god addressed 3 but in the case 
of Delos, the wanderings and sufferings of Latona, who is, how
ever, encouraged by the consolations uttered by her unborn

'"nopviPiv Si: vepurrevet otlpiBos —
Saificav 8’ ev8a Kai evBa xop&v, rori S’ is piaov tp-vuv, 
TUKcoL ■voirii' Aattpos S' iwl v&ra SaU^iaii'hi'
Avyitbs ?Xiyvpfiinv fioAv^i^is—
Kv Keifiai^i, tPOi K^<inos 18* HkivObs
ev&Sps OaUidav Karc^^lcryeTC^t in/^i-ra v^oip.

' Bergk thinks (LG. i. p, 749) that Callimachus imitated not the secular 
hymns, but the old religious names—on what evidence I know not.
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child ! Perhaps the best of these over-learned and frigid 
poems is the Hymn to Demeter, which, unlike the rest, is 
in Doric dialect, and which describes with some humour the 
insatiable hunger of Erysichthon, with which Demeter visited 
him for cutting down a poplar in her sacred grove. The te.xt 
has been lately edited, with more care than it deserves, by , 
Meineke (Berlin, 1861); there is also an old metrical translation 
by Dodd (London, 1755). But modern scholars have long 
since decided that Callimachus, however famous among the 
Romans, is not to be regarded as a classical author, though he 
had the honour of being printed by Const; Lascaris, at Florence, 
in 1494, in capital letters, among the very earliest Greek texts.

I §^0^3- We have, in the collection of so-called Idylls ascribed 
to Theoc^ritus, three poems which may properly be considered 
in connection with the Homeric Hy^mns. One of them (Idyll 

, xxii.) is professedly a hymn to the Dioscuri, celebrating the 
1 victory of Pollux over Amyc^us, and of Castor over Lynceus. 
' The work is both well conceived and executed, but Theocritu.s’ 

mimic talent makes his dialogue between Pollux and Amycus 
rather more dramatic than was the fashion of the old hymns. 
Th^ere are also picturesque touches (vv. 37, sq.), which speak 
the poet of the pastoral Idylls. Of the two poems (xxiv. and 
xxv.) on Heracles, the first, which is called the Infant 
Heracles, and narrates his killing of the snakes in his cradle, 
is very like the Hymns, especially that to Demeter, through com
posed in the Doric dialect. It is not certain that we have the 
end of the poem preserved. The second poem is somewhat 
more epic in form, and is probably a fragment of a longer 
work, or composed with a larger plan. It narrates the visit of 
Heracles to Augeias of Elis, where he tells the king’s son his 
adventure with the Nemean lion. There are bucolic expres
sions scattered all through this epic poem, Whi^ich seem to vouch 
for its authorship. Many critics are disposed to view it as a mere 
fragment of the long epics on Heracles composed by Peisander 
and his school, and some refer it to Panyasis, or Rhianus. 
Nevertheless, as the poem stands, it detaches one or two 
adventures of a god, and tells them in epic form, so that it is 
fairly to be connected with the professed imitations of the Hymns
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in die odier Theocritean poems just mentioned. They,all show 
not only a perfect handling of epic style and manner, but con
siderable force and beauty, and are quite worthy of the great 
name of their author.

§ 104. Of the Haiyvia, or sportive effusions attributed to 
Homer, I have already discussed the Battle of the Frogs and Mice. 
It is greatly to be regretted that a much more important 
poem, the Margites, has not been preserved, inasmuch as it 
was treated as the genuine work of Heimer, even by Aristotle, 
who quotes it more than once, and sees in it (though falsely) 
the first germ of comed;^.* It was a humorous description of a ‘ 
foolish young man, dabbling in various knowledge, but ignorant 
of all practical matters, and making terrible blunders in die 
more delicate situations of life. From the extract quoted in 
the good editions of Suidas,^ it seems that the poem was not 
ver^ decent in its wit! There was a very remarkable feature 
about its form—a . feature which has exercised modern critics 
greatly. Iambic lines were inserted at irregular intervals among • 
the hexameters of which it mainly consisted. As Suidas and 
Eudocia attribute the poem to Pigres,® it has been thought that 
he may have added or interlarded these lines. This is the con
clusion to which Bernhardy comes, without positively asserting 
Pigres to be the individual interpolator ; but the conclusion is 
not very safe, for in another of the vi.a, the EUp^i^m^Wvn, we
have the same feature, and there is no reason to believe that 
iambics were invented by Archilochus ; they were rather an 
old popular form of verse adopted by him for literary purposes. 4 
The Margites was held in high esteem by the ancients, and 
was quoted by Cratinus, possibly Aristophanes, Callimachus, 
and the stoic Zeno. By Dio Chrysostom, apparently quoting 
from the letter, it was regarded as a juvenile work of Hosmer. 
In Suidas' day it seems to have been already lost The mere

1 Artist. Poet. 4; Ni^c. Eth. vi. 7.
3 Sub voc. MapyitiTis.
3 Sub voc. Iltypvs, the bIetheI of the famous Artemisia, who is said to 

have inteI^elated the Iliad with pentameters.
4 The mixture of hexameters and iambics is to be seen in the 125th 

frag, (an epigram) of Simonides, ed. Bergk.
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names of two other poems classed under this head are preserved, 
the ’ and the 'E^TTTcm'eKri^i; dlS,- ’

§ 105. In the pseudo-Herodotean Life of Hcmer there are 
preserved several other curious little poems, and fragments of 
poems, which were falsely ascribed to the great poet, but which 
are to us inestimable as showing a glimpse of the popular songs 
of early Greece. There is a beautiful epitaph on King Midas 
of Phrygia, who had taken a daughter of As^amemnon, despot 
of Kj^me, to wife, and who died at the time of the K^i^mmerian 
invasion (dr^c. 68o b.c.). It is strictly an epigram on a bronze 
statue set over the tomb. 1 There is also an address to the poet's 
home, Smyrna, which he left on account of the little apprecia
tion of his art, which is probably (as Bergk well says) the earliest 
ichantil^on of lyric feeling, though clothed in epic verse. It is 
entitled to the K^j^maans, which is thought a mistake, arising 
from the false reading Kv/rije for in the end of the poem.
The poems numbered i. and ii. are fragments of similar personal 
addresses. Of the rest two deserve special notice—that entitled 
KfifLLvo^ or a little address of a wandering minstrel to
the potters as they are putting their work into the oven, praying 
success for them if they reward him, but calling upon a strange 
assembly of demons, Sabaktes and his comrades, Circe and the 
Ce^nta^urs, to spoil the work and crack the ware if they treat him 
with stinginess. The second, called is a song of

XakKtri rrapBetvos dpi, MISew S tirl Kdpai'
(tri-' ii.v vSap re pij, koL SivSpea paxph T(6pKri, '
illklis T <1111^1^, kaprrph T€ Oikhvp,
Kai r^iy^apol rrk'^t^tiitra/, ivoKki^^p St Bdf^tura'a' 
aVrov TijSe pt<^t/i^v<ra vokv^i^J^aVr^tp trrl ’ri^|^t^p 
iyyi^k^ta rrapiovc^i, MtSps Sri rpSe TeBawrai.

It was by some attributed to Cleobulus. It was known to Simonides, and 
is referred to by Plato (Pheedrus, p. 264) as being a sort of poetical 
Round, in which the verses can be transposed without spoiling the sense.

2 Awpa Tioon^finriTipa'ee ivSpbs pitya Svvap^i^oto,
tis p^tya, pio Sivarai, piya Si ^p^pei 8a.j8ios ae!. 
avrai avaKk^lveoBe irkovros yap (oeir^iv
vokkbs, ovv irkoi^T^ip Si «al (v<ppoi^^vp Te8a3\^vta, 
dprivri t ay^a^By, Sera S’ &yyta, perra uiv etri, 
kvp&ii'p S’ aiel i^ari kapStirrov 'ipiroi pd^ia.
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children going from house to house in autumn during Apollo’s 
feast, and levying what they can get, just as poor children now go 
about on St. Stephen’s or May-day. As already observed, this 
little piece ends with iambic trimeters. It was probably sung 
at Samos, but its age is unknown. These t^vo poems, both in 
the practices they imply, and in the superstitions they mention, 
give us one of the few glimpses we have into the life of the 
lower classes in early times. They have nothing to do with 
Heimer or with epic poetry, but as we have no class of poetry 
or of literature where they could f^nd a natural place, they ma;y 

, still hold the place assigned to them by the ancients, as vener
able fragments of what the common people sang,-while the 
rhapsodists were reciting their refined epics at the courts of 
kings and nobles.

§ 106. It ma;ybe well finally to dispose in a few words of the 
external history of the collection. Our oldest testimony to the 
existence of these Hj^mns is a citation by Thucydides (iii. 
104) from the first (to the Delian Apollo). His quotation is 
remarkable for differing considerably in expression, though 
not at all in sense, from our MSS., so that there appears 
to have been much liberty allowed the rhapsodists in the 
rendering of their texts. The historian goes on to cite the 
famous personal passage in which the poet describes himself 
as ‘ the blind old man of Chios’ rocky isle ’—a passage which 
Thuc^ydides, and with him all the ancients, considered as clear 
proof of the blindness and of the Chian parentage of Homei^. 
Ac^c^o^rdingly, though seldom cited in antiquity, the hymns 
generally went under the name of Hosmer. There seems to be 
another allusion to the same hymn in Aristophanes’ Ci^ou^ds,'

roC iratSbs 8^ yuv)/ S<pa!^a tippiv,
Tfil^tvot 8‘ &l^<^t)ai Kpc^^aiiToSes is t<6<: SWpa- 
abri) 8* h^-riv bij^alvoi in-' ijXiUT^fKi) fiefi^^vla. 
vfvpal toi, veupai i^vi^aii^ios, &<rre 
fOTHiic' iv npobipois, 1itA.ii i^liSas' iXhitk 1>^p' aTif^a 

vipaat Tarsi’ ’AiriWavt yuidriBo
kI, 
el pt^v ri Stiirrtr el 8i fii], ob^ lar-^^opeV 
oV y^p ffut^oucfitrovT^ns ivOlS" ijA^boptv.
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and to the Pythian or second hymn in the Knights (v. 1015), 
where he quotes (apparently) v. 265 1; but after his day, the first 
allusions, and those indirect, appear in a corresponding hymn 
of Callimachus, and a note of Antigonus Carystius about lyre 
strings. Though ^ve or six scholia, gathered from the Iliad, 
Pindar, and A^ristophanes, allude to them, we do not possess a 
single remark upon them directly ascribed to the great Alexan
drian critics. Diodorus quotes the hymns generally as Homer's, 
and so does Philodemus, in one of the recovered He^rc^ulanean 
fragments. P^usa^iias also speaks of Homer's hymns generally, 
but specially cites that to the Delian Apollo, that to the Py^l^hian, 
and that to De^me^t^e^r^. A^l^l^e^r^aeus cites the Hymn to Apollo, 
but hesitates about its authorship. T^he scholiast on Pindar 
ascribes it to Kiin^Eethon of Chios. Suidas and the Lives of 
Herodotus and Homer ascribe them without criticism to 
Homer.

, Thus we find almost no quotations from them in antiquity. 
There is ver^ seldom a reference to any other hymn but that 
to the Delian Apollo. Yet about the first century b.c. we find 
the H^ymns of isomer mentioned, and Pausanias seems specially 
acquainted with that to Demeter. The authors of good Greek 
scholia cite them, and then we lose all trace of them till the 
time of Suidas.

§ 107. SbjlO^g^i^aphi^cal. Our extant MSS. are late, none of 
them earlier than the fourteenth century. Of these the most re
markable is that found at Moscow by Matthise in 1780, and now 
at Ley^den, for it contains at the opening a fragment to Diony
sus, and next the famous Hymn to Demeter, not elsewhere pre
served. Nevertheless, our best authority, Baumeister, prefers 
the Laurentian codex (Plut. xxxii. 45), of about the same date, 
for purity of text and general merit. All the extant MSS. seem 
taken from one older copy, now lost:; but the Moscow copy 
was written by a more learned scribe than the rest, and there
fore more seriously interpolated and emended. The archetype 
was already damaged, as is shown by the short fragment of the 
Hymn to Diony^sus, with which the Moscow codex opens. But,

1 V. 575, '^vhew Homer is said (^o ht^veaepreselrtedrtris ’w^^^ngecl ji^f. 
the schoL on the line, who refers to the Hymns.
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before it was again copied by the m^^ters of our other codices, 
it had lost several more of the early pages, which contained the 
Hymn to Demeter. From the mistakes made in our MSS. we 
can infer that even their archetype was not very old, and 
certainly not written in capitals. They were f^rst printed at 
Florence in 1488 in Demet^'ius' Chalcondylas' edi^^io pr^n^ceps 
of Hosmer. Then follow H. Stephens, Joshua Barnes, and the 
Epistola critica of D. Ruhnken (1749). After the discovery of 
the Moscow codex (now I^^id^^nsis), we have, among others, 
editions by F. A. Wolf (Halle, 1796), by Ilgen, a very complete 
book, by Mattliise, Godf. Hermann, and Franke, almost all with 
the J^atnc^Jo^my^^machia and Trifles ; lastly, and most conveni
ently, the Hymns alone with commentary by A. Baumeister 
(lips. i860), who has also revised the text in the Teubner 
series. Of translations I only know the old one of Chapman 
(reprinted 1858), of course without the hymn to Demel^^ir; 
but this latter has suggested to Mr. Swinburne one of his finest 
Proems and Ballads.
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CHAPTER IX.

THE LATER HISTORY OF EPIC POETRY. 1

course
Other

§ io8. With* the so-called cyclic poets, the natural 
of epic’poetry had reached the close of its development; 
species of poetry arose and satisfied the wants of a newer age. 
The historical sense of the Greeks, late in growth and slow 
in development, at last substituted prose narrative of real 
facts for the poetical treatment of myths. Nev^ertheless, the 
unsurpassed greatness of the old masterpieces perpetually 
tempted men of learning and refinement to try a new develop
ment on these models, which had shotvn a sustained grandeur 
that no succeeding form or metre could ever attain. But all 
these attempts were, nationally speaking, complete failu!^^^^. 
though some of them which remain delight us by their beauty 
and the elegance of their execution.^ They were In an
cient days the study of the learned few, in -later the arena for 
displaying grammatical accuracy and artificial culture. Even

' This chapter ofiers no Interest to the general reader, and ^f^ollonius 
Is the only literary figure which it contains. But some information con
cerning the later epic poets may fairly be demanded by the special student, 
perhaps even because they are obscure.

1 Choerilus, in an extant fragment, probably from the openi^^ of his- 
Persels, states the dif^culties of the later epic poets with good sense and 
feelii^ni:

’A f-inap, I'pv ruvov xpi^vov ISpis iaiS^is,
Movadaiv Opdday, H l^Kfipe^^os $v tri Kfipuiv 
vvy S Srre sdyra SiSaarai, Si iretpa-ra
Sararoi ftrae Spipoi KarcKeir&jeff, ouSe m/ Hai 
irda-rp vanratyoyra veoovyys ap/xa v((.daaai.
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in the last agonies of expiring heathenism, the school of Egypt 
poured out its turbid utterance of mystery and magic in long 
mythological epics, which are now unknown save to the curious . 
student of obscure books. Al^ these epics are outside the
proper course of the national literature of Greece, which seems 
always to have exhausted all the originality in each kind of 
writing before it passed on to the next. Nor do they fall 
properly within the scope of this book, which is concerned 
with that literature which was in Greece national, and not the 
heritage of the few. It seems well, therefore, to dispose of 
them briefly here, in order to write the history of succeeding 
kinds of literature without interruption. Those who desire 
full and accurate information on this very dry and unprofitable 
subject will do well tov consult the elaborate and unwearied 
work of Bernhardy, who has devoted 120 very long pages to a 
thorough examination of these poems and fragments.'

§ 109. The earliest development of this kind seems to have 
been in Asia Minor about a century after the chief cyclic poets, 
and the favourite subject the adventures of Heracles. These 
were specially treated in a poem called Heracleia by Pisander of 
Ca^meirus, a poet of early but unknown date, whose authority on 
the labours of Heracles is often invoked, and who was the first 
to arm him with the club and lion's skin. Asius of Samos 
seems to have been an equally early genealogical poet, who is 
quoted by Duris as describing the luxury of the lonians at 
Samos in terms not unlike Thucydides' account of the old 
A^t^henians. A^l^he^nseus cites a few comic lines from an elegy of 
the same poet, and Pausanias refers to him on obscure genea
logical questions about local heroes. These two poets are 
generally placed much earlier than those about to be mentioned, 
and Di^bm^r 2 believes there was a long sleep of epic poetry, till 
the excitement of the Persian wars caused it to wake up again. 
He^r^odorus of Heraclea, though a prose writer, was like them 
in subjects and style.

Panyasis, uncle of Herodotus, a man of political note

• LG. ii. I, pp. 538-458.
’ In his Preface to the Didot ed. of the Epic fragments, following 

Suidas' fis </3effDGirav tIiv iroojrnrijv i-vavf^'yaye.
vor,. I. L
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at HaliCa^inassus, wheiii'.he fought foi the freedom of t^ie town 
against the tyrant Lygdamis^ gained a good deal of temporary 
celebrity by' another HeraClci^a, in fourteen books. Consider
able fragments of a social^^nature are quoted from' it by Stoba^t^s- 
and A^thenaus, which.' specially refer to the use and abuse of 
wine-drinkingj.. ; T^heyj are ^elegantly written, and remind us 
'strongly of the, elegiac fragments oh the. same subject by Xeno
phanes and * Tr^eo^gniis^ Hel was also, according to Suidas, 

.authc^r^of elegiab poems, in six books, called on the anti
quities of Athens, . and especially bn the Ionic migration. This 
work was not jvithout influence,on his nephew HeIcdc^t^ui.

His ryounger contemporary, Antimachus of Cclcphcn, 
"jved lip the" -^i^d. of the Poloponnesian War as a very old •
ma^n'anddias been already trnentioned (p. 31) as one of 
teamed critics who published a special edition of Homer, 
^^uoted jn the Ve^^netian scholia. His great interest in Homer 
led him to attempt a learned and scholastic imitation (for 
original, genius he had none) in a very long and tedious 
Thebais. His Lyde, an elegiac poem, does not belong to 
the present chapter. He is said by Plutarch, in a'suspicious 

; anecdote ( Vit. lys. 12), to have contended for a prize in a 
laudatory poem on ^y^sander, and, being defeated, to have de
stroyed the poem. But Plato, he adds, being then young and a 
personal admirer of Antim-achus, consoled him with animad
verting on the blindness of his critics. Plato is furt^ier said to 
have wished for a collection of his poems. Hadrian preferred , 
him to Homer, and introduced him to notice after he had long 
been forgotten. It was left for Mr. Paley to tell us that the little- 
noticed edition of Anlimac^hus, the friend and contemporary of 
Plato, was perhaps the first publication of the Iliad and Odyssey 
in their present form ! The .extant fragments of Antimachus
witli other epic poets are collected with care by Diibner 
at the end of the Hesiod in the Didot ccllecticn. They 
have no literary interest, being chiefly citations to explain ob
scure words, which he affected, obscure myths, which he illus
trated or narrated, or lastly, phrases either borrowed from 
Homer, or contrary to Homeric use. The Alexandrian critics 
constantly quote him, and greatly admired him, and he may
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fairly be regarded the model or,mast£r 'of the Alexandrian, epic 
poets, This did not save him.frt^ip -t^e criticism and ridicule 
of Callimachus, (Quintilian* speaks pirn a,s,'lb2ing indeed ' 
generally thoiight by the leafr^jid -a? second to Homer, but as 
second by an enormous interval,*', T^lutSrch,. in /his t^act on 
T^l^ka^t^i^v^e^n^e^ss, gives an amusing^. S^^^mple* of a babbler flooding 
the man who asks hilhri a question with' his answi^ir which 
comprises a whole history, espec;^^^l^'-^ he have read ^nti^- 
machus of Colophon,' ,

Cho^irilus (of Samos also), 'a younger contemporary of 
He;rodotus, and said by.Plutarcli to have b§ea intirnate Wi;h 
I^j^s^ander, is remarkable for having atterdpted; a. great novelty 
—to ' relate in the epic form “the .'■very subject jvith which 
Herodotus founded Qreek history. . His 'P^tr^seis sang tlje 
struggle of Hellenedo:^iwith Pe^i^iiKi;- Its style isCsaid to hav,^ 
been less artificial than' that of Antimachus, who was Hs rival m 
the estimation of the learned. Only three fragments of interest 
are left us from this poet, that above cited, then his description 
of the Jews in the army of Xerxes—an inaccurate picture, 
but ver^ interesting from its early date—and lastly a striking 

■ sentence, supposed to be spoken by Xerxes after his defej^tt* 
If a judgment upon such scanty evidence were allowable, I 
should be disposed to agree with the minority, who placed him 
above A^^l^imac^hus.

§ These three authors, together with the older Asius 
and Pisander, are the obscure representatives of the Greek 
epic' poetry down to the Alexandrian period, when there was 
larger room for literary revivals, as the original genius of 
the nation was exhausted, Acc^c^rdingly, the only later epic 
which has ever enjoyed any real celebrity is the Argonauticct 
of the Al^exandrian Apollonius,^ commonly called the Rhodian,

1 x, I, § 53, Plutarch de Garr. cap. xxi, 
Xtpalv 8* SAfiov kvAikos rpj^ipes a.n<Ps ^ayis,

ScuTU/idva^v vaviyiqv, old re woOWh 
mfS/ta ^twi/^oro'to irpiis "Tfiptos iK/doO^eiv V.Krds.

3 Rhianus, the editor of Homer, and contemporary of Eratosthenes, 
waa the author of several voluminous epics, from one of which, the Mes- 
seniaca, Pausanias quotes the romantic legends concerning Aristomenes, 
the great Messenian hero,

L 2
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from his long residence and citizenship there. He was a pupil 
of the famous Callimachus, afterwards his bitterest opponent 
on a^s^l^l^<etic questions, and hence his personal enemy, on whom 
Ca^llimachus wrote a bitter libel, the Ibis} Ultimately he suc
ceeded Eratosthenes as librarian in Al^e^xa^r^dTia. Apollonius, 
indeed, deserves more than a passing notice. The aspect of 
criticism has veered constantly as regards him, nor can his posi
tion be yet considered finally determined. For, on the one 
hand, we find a good many enthusiastic admirers, especially 
among older scholars, who^. see in him a man of genius, and in 
his poems not only a revival of jan old and splendid style, but 
a revival with distinct and original features. By them he is 
praised as one of the greatest lights in Greek literature. On 
the other hand, the general neglect of later critics, backed by 
that of our classical public, consigns him to that oblivion in 
which all Alex^a^nd^rian work, except that of Theoc^ritus, has lain 
during the present centu^y.^ This judgment is so completely 
based upon neglect, not upon critical censure, that we may well 
hesitate to endorse it, and may turn to a brief examination of a 
work once so famous, and so largely commented on in the days 
of the scholiasts, but which is now almost a novelty to the 
majority of our scholars.

The poem .’opens with a catalogue of the heroes, and a very 
picturesque description of their departure, amid the tears and 
sympathy of their relations (i. 247, sq.). It then proceeds 
to narrate their various adventures on the jou^rney. The
writing is simple, and little ornamented, as if the poet's 
main object had been to record geographical and mythical 
lore, and not to fascinate the reader by his fancy. There are 
few and short digressions throughout the work, too few, indeed, 
for an epic on the old model. The more ornate passages 

- in the first book are the descriptions of the song of Or
* Cf. Mr. Ellis's learned article on this quarrel in the Academy for Aug. 

30, 1879.
2 The same variance of opinion existed of old, while Virgil must have 

admired him, and Varro A^tacinus translated him; Quintilian speaks 
of his poem as non contemnendum opus aqtiaai quadam mediocritate.

’ It is arranged in four books, but each of them so long as to equal two 
books of Homer. The whole amounts to some 5,800 lines.
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pht^i^s^s. which is justly described as Thcogo^uc in character, 
of the cloak of Jason, and lastly some similes which are not 
very apt (as the scholiasts note), except a very fine one compar
ing Heracles, when he hears of ' the loss of Hylas, to a bull 
maddened by a gadfly.* It may, indeed, be here remarked that 
the poet's similes are rather introduced for their prettiness than 
for their aptness, and that when he expands one taken from 
Homer (as in ii. 543, sq.) he does not improve it.

In the second book, which continues the adventures of the 
A^rgo, the description of the miseries of Phineus is very in
teresting, as is also the stirring account of the passage of the 
Symplegades. Va^rious curious notices, such as that of . the 
‘ black country ’ of the Chalybes and the couvade of the Tiba- 
reni,2 maintain our interest, which is, however, the same kind of 
interest as that excited by Xenophon's prose narrative on the 
same topics towards the close of his A^nabasis.

In the third book we are introduced to the second great 
subject, which is combined with the adventures of the Argo
nauts—the passion of Medea. It is this intensely dramatic ele
ment which gives the poem its main value, and is an unique 
phenomenon in old Greek epic literature. This book is so 
vastly superior to all the rest, that we at once suspect the 
existence of some great model, from which Apollonius must 
have copied his great and burning scenes. But we look in vain 
through scholiasts and older poets for such a model. Sophocles' 
Colchians, which were on this subject, certainly did not make 
the psychological drawing of Medea prominent, or we must 
have heard it from the commentators either on Apollonius, 
or on Euripides' Medea. This latter picture is quite distinct 
from that of A^f^c^llc^nius, and he has not borrowed from it. 
There is, indeed, a sort of modernness, a minuteness of psycho- • 
logical analysis in Apollonius, which we seek in vain even in 
Euripides, the most advanced of the classical poets. The 
scene where Medea determines in her agony to commit suicide, 
but recoils with the reaction of a strong youthful nature from 
death, is the ancient parallel, if not the prototype, of the

' 496, sq., vv. 721-^68, and vv. 1265, sq.
* 178, sq., and especially vv. 305-6, 551, sq., v. I002,
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splendid seen^ near the opening of Goethe's Faust, aind is well 
worth reading^.*

It is very strange t^iat the third book of the Ar^gonautica 
has not ma^tai^ed a high place in public esteem. Adverse 
erities note that the eha;raeter of Jason fades out before the 
stronger Medea, and that he is the prototype of Virgil's /Eneas,^ 

• ’H Kai Ji Svt
oi ra phv laOXa, ra Si paiorP^pC eKetro. 

ivOe/pevn S yoivair' iSipiero. S«5« Si HiXirous
oXXtii^'T-oi' Saxpiotirt, aa S' t/lipeev borayes aHaois, 
aid oXoij^upi^fievtls rbi ihi pl^fov. tero S' 5) ye 
t^ppoKa Xe^offOat 6vfo<tD6>po., rixfpa vaaatTo. 
ijSri Ko^ Sta^obs iveXuevo ipaptap^oTo, 
i^eXeetv pepau?a Svaippopos.—iJAii ot bipia 
oetp oXobv Orvy^i^poto Kara <>fp^t^as ilX^O ’AfSao. 
taxtro S’ ipttpaatp Stipbv ^pt^irov, Si vaaat
Ouj/i^^t^cis fltiralo p^eXqSSves tvSta^^t^ivro. 
pypaavo piv vepvvuy, Str* Ml fa^oiat ■^^^Xov•r■ttt, 
p^vriaiiff Sp^t)X.tKilts oTd re Koipn •
Kti Ti ol ijeXios y^Xv^Kloiv yi^vtr' etaopdaaOat 

ladpos, et 4rei$v ve vitip iirepateO* eieaara.
Kal rljy pey pa vaXiy at^^^’T^ptov iiroxdrBe-ro yabvay, 

"Hpits ia^eaipat peadrpovos, oUS‘ in fSouXas 
&X<p SoiiifeaKev • ieXSe-ro S’ pMivitfa,
TiS> ae^XXop^etniv, tva ol OeXi^rripia Soti) 
TMdpfiaua auvOeialpat Kal iva^aetev is dnrqy. 
iTvKvii, S’ dva KXii^Sas iuv Xieaxe Ovpiav, 
d!(yXpv O^eetaap^ptni- ap S’ ia^da^iov HaXe tpe-yyos 

. ’Hpoyfylis, Kiyvy'ro S’ dvd scaoXleOpov eKot^^oi.

Other remarikable passages are vv. 615, sq., and 
in S' a/m ol KpaSli aap^Oewy taeaev, oppa-aa S* aUaas 
ifXXvaay • Beppbv Sl laapatSas elxev ipeuOos.

. yoiyaaa S oOa' ^■^(aa oO'ae la-poladpot0ey aetpal
iaOeyey, dXX’ bvli^^itOe a^d'pii ar^^as. at S' apa aelus 
apiplvoXot pdXa lraaal dsab atpetiav iXla^Oey, 
alo S avetp Kal dvauSoi i<paaaarav iXXllXotatv, 
1) Spvtrly t) poKppaiy ii^i^t^SMeyot i^xOi^pa^ty, 

aire ^dpai^troy- Wr\Xot iv aBpiiaty l^pplfa^t^a^t 

yi^i^^plp • pe'^ii S' aSrts 6irb pn^s bycpoto
. Kivip^eyai ipdSp&ay &T^e^ptroy • &s &p^ rUt ye

p^e^XXov dXis i^<^'yltaTBt^ii iitb irv^i^ipaty '’’Epoyros.

5 Indecm eehgV^^ c^l’^ligr^tligi^ii on A^^polA^i^ius russy ba tb«^ce<r on eoety 
page of the /Eneid.
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but this tradition was already established by Euripides in his 
Medea.

The fourth book returns to the fabulous adventures of the 
heroes, during which Medea only appears occasionally, and 
g^enerally as supplicating their sympathy or reproaching them 
for their coldness in protecting her from the pursuit of her father. 
But the main interest to modem readers is gone. The poet 
often lets his own person appear, and even once apologises for 
telling an improbable myth.* Two picturesque scenes, the play
ing of Eros and Ganymede, and the description of the Hesperides 
with, the wounded dragon,^ are evidently drawn from celebrated 
pic^tures, or, as some think, from groups of statuary. The 
frequent breaking off with * why should I pursue the subject 
further,' or some such excuse, also points to the modem condi
tion of the poet, encumbered with an endless store of traditions. 
His slightly veiled scepticism produces a similar impression.

§ ^i. B>il)li(^graphi^cal. As to MSS., the principal , one, which 
far exceeds all the rest in value, is in that most famous of all 
books, the Plut. xxxii. 9, of the Laurentian library at Florence, 
which contains a copy of the tenth century, along with the 
equally invaluable MSS. of Hischylus and Sophocles. There 
are t^venty-five others known, at the Va^tican, at Paris, and else
where. But all critical work must depend upon the Medicean 
codex. From it the edltli prln^ceps of Lascaris (in capital letters, 
Florence, 1496) was prepared, the Aldine (Venett 1521) from 
the three Vatican MSS. Then comes the edition of Stephanus. 
There are, besides, editions by Brunck, Shaw (Oxon. 1777), 
and Schaefer. The newer are Wellauer's text, scholia and 
complete indices (Leipsig, 1828), Lehrs' (with Hesiod, &c. 
ed. Didot), Merkel's critical text (in Te^ubner's series, ' 1872), 
and Keil and Merkel’s edition in 1854, with critical notes, 
and all the scholia—a fine book. In all these editions the 
Greek scholia form the most important element. - Those of 
the Florentine MS. are ver^ old and valuable, and are said at 
the end of the book to be selected from Lucillus Tairaeus, 
Sophocles, and Theon. These men's notes are chiefly on 
Mythological lore, but also give many valuable explanations,

* iv. 1379. 2 iii. 114, sq., and iv. 1395, sq.
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and, especially on the first book, cite the version of the poet's 
earlier edition which was then still extant. They criticise the- 
speeches from a rhetorical aspect, and occasionally censure the 
similes, which they analyse with prosaic accuracy. Perhaps 
the most curious point in them is their frequent objecting to- 
the poet’s use of pronominal adjectives, which they roundly 
(and I think rightly) assert he did not understand.* The 
Paris MSS. contain a great many grammatical additions of 
later date. There are said to be three English translations, 
by Fawkes, Greene (1780), and Preston (1803), none of which 
I have been able to find. They have fallen into such oblivion 
as to be now rare, even in large libraries.

§ 112. I know not whether it is worth wearying the reader with 
the later history of epic poetry. But as this obscure and feeble 
after-growth will give some idea of the sort of contrast which 
exists between classical and post-classical literature, I will for 
once inflict upon him a page of names and titles. These will 
ser^e me as a good apology for having avoided any fuller treat
ment of the AJ^^io^ndrian epoch.

In the age of Apollonius, we have the epic studies 
among the poems of Tf^^c^t^tus, which have been already 
mentioned, but they seem to me more in the style of the 
Homeric Hy^mns than of the longer Homeric epics. They are 
careful and very perfect studies by the learned A^^^^i^a^ndrian of 
the old epic style in short and complete episodes—in fact, idylls 
in the strictest sense of the term.

The of Moschus (about 3rd cent. a.d.) seems to be an
epic idyll of the same kind, of great elegance and finish, but 
with the erotic element more prominent than would have been 
natural to the real epic age. The description of the basket 
Europe (w. 37-63) is elaborated almost like that of the shields 
of Achilles and Heracles, and perhaps marks the contrast 
in the old and the new epic signif^icantly enough. In the 
same category may be classed the Megara, or dialogue, of 
125 lines, between Megara and Alcmene, concerning the absent 
Heracles, which is attributed to the same poet. This poem, 
like most of the short epic fragments of the Alexandrian epoch, 

» Cf. schol. on ii. 544; iii. 186, 395. 600, 795 ; iv. 1327.
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is not a whole in itself, but a sort of fragment, as it werfe, 
intended for a longer poem. This Megara ends with 
the drfeam related by which evidently portends the
death of He^racles. These somewhat monotonous but elegant 
exercises will be most easily consulted in Ahrens' B^ucoliCi 
(Teubner, 1875), where, however, too many of the Theoc^ritean 
collection are called spurious, and printed at the end of the 
volume.

§ 113. From this period onwar^ there is a long gap in our 
epic records, through we know that sophists and grammarians 
paid much attention to this st^^le, and that the Indian adventures 
of Alexander gave rise to a taste for Indian and other Orien
tal fables, and especially descriptions of the Indian adven
tures of Bacc^hus. But we find no enduring result till the 
beginning of the fifth century, when an epic school was founded, 
principally in Upper Egypt, and of whom two representatives- 
are well known—Nonnus and Musseus. There are several 
others mentioned in the fuller literature of the time. Fi^rst, 
Quintus Smymaeus (called Calaber, from the finding there of 
the MS.), who wrote a continuation of Homer in fourteen 
books, thus taking up the work of the cyclic poets, who were 
probably lost before his time. Then Tiy^hiodor^is, who wrote 
an Odyssey and an extant Capture of Troy, in some 700 
lines, _ and Colluthus, who wrote a Rape o Helen. These 
latter were Egypt^ians, and lived in the fifth or sixth century. 
They can be conveniently studied in the Didot collection, 
in which they are all printed after Hesiod.* But these 
works are not worth describing. Nonnus only, standing 
between the living and the dead, composing, on the one hand, 
his long epic on the adventures of Dionysus, and, on the other, 
his paraphrase of St. John’s Gospel into Homeric hexameters, 
is. a most interesting figure, though beyond the scope of the 
historian of Greek classical literature. Even the life of Christ

* Before the publication of this most useful volume (edited by F. S. 
Lehrs and Diibner), the later epics, and the fragments of the earlier, were 
very inaccessible, and only to be found in old uncritical or str^y modern 
editions. Most unaccountably, the epic Nonnus is excluded from this 
otherwise complete collection, which includes even Tzetzes.
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was put together in Homeric hexameters, called Centona 
^^neri^ci, which were attributed- to the Empress Eudocia, and 
thought worthy of being printed by Aldus (150?) and Stephens 
(1568), but apparently as Chiistian literature.

The ^ero and Le^ander of Mus^aeus has, perhaps, maintained 
a higher place and greater popularity than any of the poems of 
this later age, and deserves it from the exceeding sweetness and 
pathos of both style and story; But it is hard- to find a reader 
who has ever seen the original, through it has’ been immortalised 
by Byron in his 'Bride of Abydos, and thus kept alive in modem 
memories.
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CHAPTER X.

THE RISE OF PERSONAL POETRY AMONG THE GREEKS.

§ 114. There is a sort of general impression produced by 
the marked divisions of Greek L^iterature in our handbooks, that 
the newer kinds of poetry did not arise till the epic had decayed, 
and that this latter quickly disappeared before the splendour 
and variety of the new development. This is a great mistake. 
The most celebrated and popular of the cyclic poets were either 
contemporary wil^li; or even subsequent to, the greatest iambic 
and elegiac poets, and the revival of epic poetry .about the 

'' time of the Persian wars, and again at Alex^a^ndria, proves how 

deep and universal a hold it maintained upon the Greek mind. 
Nevertheless, after the opening of the seventh century b.c. it 
ceased to supply the spiritual wants of the Greeks of Asia 
Minor. No successor worthy of the poets of the Iliad and 
Odyssey had arisen, and the Greek public were not satisfied 
with the perpetual -recitation of these old masterpieces. They 
were still less attracted by long mythical histories in epic verse, 
which pretended to be epic poems, but missed the tragic unity 
necessary to interest the hearer, and seemed rather designed to 
instruct the calm reader in mythical lore than to satisfy the 
longings of the heart, or feed its emotions. While, therefore, 
epic poetry was making no advance, the social and political deve
lopment of the Asiatic Greeks was growing with giant strides. 
Contact with the old Empires of the East gave them material 
culture, . while traffic with barbarians brought them wealth to 
carry out their ideas. Perpetual conflicts, and fusions of classes, 
and adventures of war and of travel—in the Odyssey still the 
appanage of kings—brought out the feeling of personality! of

    
 



ch. x.156 HISTORY OF GREEK LITE^RAI^U^E. 

self-importance in the poorer classes, and this feeling could not 
but find its expression in popular poetry^.

We cannot sever the poets of this age according to their 
metres, for they almost all used various metres indifrei^<^i^tljy ; 
nor even according to their dialect, for this often varied 
with the me^^; nor does Melic poetry stand in any real con
trast (as to content) with elegiac and iambic. The division 
which I desire to follow is, first, subjective or personal poetry, 
including the early elegiac, iambic, tro<^^^ic^,. and such like 
verse, also those more st^ctly lyr^c poems which are called 
Aiolic, and in which A.lc^aeus or Sappho sang their personal joys 
and griefs ; secondly, public or choral poetry—in this age 
always lyric, which consisted of those hymns to the gods, or 
processional odes, or songs of victory which were of public sig
nificance, and into which the poet only accidentally introduced 
his personality. These public poems were not at first com
posed by special bards, but as schools and tendencies became 
fixed and developed, poets like Stesichorus and Pindar came to 
devote themselves almost exclusively to this side. ,

§ 115. As I have already explained (p. 4), short lyrical effu
sions were never wanting among the Greeks, and irregular or var^'- 
ing metres were already common among the people, when the 
long pompous hexameter was constructed by educated men, and 
raised to the universal form of higher literature. Short halting 
rythms for fun and ridicule, bold anapassts for war and for 
procession—these were no new inventions among the Greeks. 
Yet this in no way detracts from the capital merit of the great 
man who felt that epic poetry had exhausted its national his
tory, and that he must seek among the people, and among the 
songs of the people, the inspiration for a renovation of poetry. 
The ancients are unanimous about the man, and fairly agreed 
as to his date, which they mark by the reign of Gyges, king of 
Lydia.' Later researches have brought the date of Gyges con-

1 It is, indeedjf^i^ed'xyhte fhig . r^a; . et^. Btrgk,r^l^<5se Fsag^r. I^e<r.
I quote throughout), quoted by a scholiast as the earliasl use of the word 
Tvpavvls :—

0 poi rk ri'/eiD too trotkvvfiiaov fieKft, 
oiS’ eike ird pe Cf^os, oiS’ kyaiopai 
OeUv e/yya, peyakrs S’ OVk IpW npaviSos' 
kirrirpoBev yap iiTTtv oipPaap&i' ipSi.
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siderably below 700 b.c.,* so that while Hesiod was in the 
poor and backward parts of central Greece modifying, with 
timid hand, the tone and style of epic poetry, without aban
doning its form, Archilochus, storm-tost amid wealth and 1 
poverty, amid commerce and war, amid love and hate, ever in A 
exile and yet everywhere at home—Archilochus broke alto- / 
gether with the traditions of literature, and colonised new terri-1 
tories with his genius.

The remaining fragments show us that he used all kinds of' 
metre—elegiac, iambic, trochaic and irregular lyric. He is often / 
said tp have invented iamlb'c. andj^^^giiac verse. But we knowj 
that older poems, such as the Margites, contained iambics, and 
this verse seems associated from the beginning with the feasts 
of Demeter,2 who was specially worshipped at Paros, where 
A^rc^hilochus was born. And no doubt all the other metres he 
used, though improved and perfected by his genius, were known 
among the people.

One of them, however, deserves special mention, because \ 
even the ancients felt an interest about its origin—the so-called 
elegiac. The word eAt70c (CXeyeiov) can hardly be originally a 
<jrr^lk word, and seems of Phrygian derivation. It was applied ) 
in early times to a melody of plaintive character on the,) 
Phrygian flute, whether with or without a song is uncert^ii^. 1 
The old shepherd’s pipe {aVpi-^ri.') seems to have been sup-'

Archilochus further mentions the devastation of Magnesia by the Kim- 
■meriji^i^i;. The evidence is summed up by Susemihl in a learned note to 
his translation of Aristotle’s Politics (vol. ii. p. 185).

* Cf. Gelzer’s curious paper Dea Zeitalitr des Gyges, who fixes his reign 
.at 687-53 B.C. by references to him in Assyrian inscriptions.

5 This is described in the legend as the cheering of the sad goddess by 
the maid lambe and her coarse wit. Cf. Hymn to Demeter, v. 199, sq :—

Obl rid ots inet apaaarraaero oH're n ZtV 
iAR byeAatros, Htrarrs ^Situos 75e Torr'ros, 
^torro, n6iii fiivl9ovta I3af)v<ioto Ovyarpls, 
wplv y Sts 51/ ^Asups ptv ’Idpft KcSd eiSuia 
noWd TapaaKUinroucf iTpiyarr virpiav ayAlo, 
puSriai ytXdorcu re i^ial tAaov B/dit'
5 51/ ol Kal tvetTa poBvarepov elaSev ipyah
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planted by this better instrument (avKOe)* made of reeds, 
which is alluded to in the marriage scene in Iliad 2, and in the 
description of the Muses in the Hymn to He^rmes. But the 
name eleg^ was gradually restricted to that peculiar modification 
of hexameters, by interposing the halting pentameter, which 
remained through the rest of Greek history a favourite mode 
of expression in personal poetry. We have all manner of sub
jects treated in this metre—morals, military and political exhor
tations, proverbial reflections, effusions of love and grief, epi
grams of praise and epitaphs of sorrow—so much so that it is 
difficult to say what is its proper province. Perhaps there 
are three points, and three points only, which may be called 
permanent features in elegiac poetry. In the first place, it is 
personal, subjective as the Germans call it, and this feature 
comes out plainly enough even where the poet is discussing 
public topics, as in Solon's elegies, or narrating epic myths, as 
Antimachus in his L^yde. Even these were strictly personal 
poems. In the second place, it is almost always secular, reli
gious poetry being either hexameter or strictly lyric in form. 
Thirdly, it is Ionic, and except in the case of epigrams or 
epitaphs, which are always of a local colour, is restricted to the 
dialect where it first arose.

We usually speak of the elegiac poets of Greece as if they 
were a distinct class, but there is hardly one of them at this epoch 
who did not use various metres, as appears even from the exta^^ 
fragments. T^hus Archilochus, so celebrated for his iambic satire, 
used the elegiac metre freely and with great elega^<^«e; Tj^rtseus 
employed anapaests, and Solon iambics. There is in fact 
hardly an early poet of whom we know much, except perhaps 
Mimnermus, who does not follow the example of Archilochus 
in the use of various metres. The previous use of elegiacs, of 
which the invention was attributed to Archilochus, may perhaps 
be established by the alleged quotations from Callinus, a poet 
of Ephesus about the fourteenth Olympiad (720 b.c), who during 
the conflicts of Magnesia with his native town, and during tire

* Mr. Chappell has shown (Hist, of Music, i. p. 276) that it was pro
bably constructed on the clarinet principle, with a vibrating tongue of 
reed inside the mouthpiece.
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dreadful invasions of the K.ia^n^e^r^ians, -vrr^lie warlike exhorta
tions in elegiac metre, of which a considerable fragment has been 
preserved by Stobaeus. There is, however, considerable doubt 
whether this passage is not t^ie work of Ty^rtaeus, or some other 
early poet, and the shadowy figure of Callinus can hardly stand 
for us at the head of this department of Greek poetry, though 
Strabo distinctly asserts him to have been slightly anterio.L-to 
Archjloc^hus.

§ 116. This latter poet is plainly the leading figure in the new / 
movement, and a strong and vigorous personality, who spoke 
freely and fearlessly of all his own failings and misfort^mes.* H e 
was born of a good family at Paros, but lived, owing to poverty, ’ 
a life of roving adventure, partly, it appears, as a mercenary 
soldier,2 partly as a colonist to Thasos ; nor do his wandering^sj 
appear to have been confined to eastern Hellas, for he speaks . 
in praise of the rich plains about the Siris in Italy (frag. 21). 
He was betrothed to Neobule, the youngest daughter of 
Ly^c^ambes, his townsman ; but when she was. refused him, pro
bably on account of his poverty, he vented his rage and dis
appointment in torose famous satires, which first showed the 
full power of the iambic metre, and were the wonder and the, 
delight of all antiquity. He ended his life by the death he doubt
less desired, on the field of battle. In coarseness, terseness, and 
bitterness he may justly be called the S.wift of Gree^k^^Lil^e^rature. 
But even the scanty fragments of Archilochus show a range of 
feeling and a wideness of sympathy far beyond the complete 
works of Swift. He declares Mars . and _the Muse to be his

* ‘ Critias (says .®li^:an, Var. Hist. x. 13) blames Archilochus for re
viling himsi^l^if extremely, for had he not (says he) circulated this charac
ter of hi^^i^Hf through the Greek world, we should not have learned that 
he was the son of Enipo, a slave, or that, having left Paros on account 
of poverty and distress, he came to Thasos, and there quarrelled with the 
inhabitants ; or that he reviled alike friends and en^i^ii^s;; nor should we 
have known in addition, but for his own words, that he was an adulterer, 
nor that he was licentious and in^^l^i^i^t; and, worst of all, that he threw 
away his shield.’ .

2 Mercenary soldiers, generally thought to belong to a later age, were 
common at that time, for the Greeks were always ready to sell their ser. 
vices to the rich Asiatic kings. Cf. Archil, fragg. 24, 58.
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\ enduring delights, but yet what can be more passionate than his 
love and his hate in all other human relations ? He has noble 
passages of resignation too,* which sound like the voice of his 
later years, when his hardest taskmaster had lost his sway. 
*3ut even these are as nothing compared to the real gush 'of 
feeling when he describes his youthful passion^. his_love for 
Neobule, passing the Homeric love of women. Here he has 
anticipated Sappho and A^J^c^jeus, as in his warlike elegies he 
rivalled Tjr^l^seus, in his gnomic and reflective wisdom Solon and 
T^e^c^gnis, in his jibes Cratinus and Aristophanes, in his fables 
/Esop.

QfJhis Hymns-to Heracles and_Ilionysus. we are not able 
to form any opinion. Moreover these belong to the choral lyric 
poejUry^<^lf the Greeks, which we separate and regard under a 
different head. But it is clear that his Hymn to Heracles and 
lolaus, also called an Epinikion .o^-H^c^r^ac^les, after his labours, 
was so popular that it was regularly sung at. Olympia.jt^ a 
friendly chorus in honour of the victors on the day or evening 

) of the victory. This the scholiasts on Pindar^s ninth Olympian 
ode tell us, and the custom must have lasted till the later 
lyric poets Simonides and Pindar were paid to w^te special 
odes for these occasions. It is remarkable that in this hymn, 
of which the scholiasts just mentioned have preserved two or 
three lines, the leader sung the refrain (in the absence of an 
instrument), while the chorus sang the body of the hymn.

■ * Frag. 66 : 66/! KiKtipeve,
[Si/ex«] Svc^ii^i^vZv 5* ixil-ev irpoafSdKwv ivavriov 

' ar^pvov, ivSoKotatv ix^Spwv irKitalov KUTaaraBels
a<(pit]a\ti>s' Ktal vikZv iy^dW^co,
pi/re vikt/BUs iv oIkip Kararre<ri>v oUpeo’

' re xa^pe KOKolatv iurxdAa
pt] K/' ylyvaaice S oTi^s: pvcrpbs &vBpirlvovs Hx^*'

Cf. also fragg. 56, 74.
2 Frag. 84 • &6<r'n]tros iy^Ktipai irdBtp

Hif/uxos, ^cAifn^a^t B^iar 6Svv/Ja■lV eKijTt 

ireirappevos Si’ iarinav.
And frag. 103 : Toio: y^hp QtK^ni'ros 4pas frirb KapSfqv 4X<^or6eh

iroj^X^i/p Mir' ix^^bv bppdrwv fxevfv 
KX^e<pas in arpBiuv airaKhs ^ppvas.
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Archilochus’ poems, which were considered by competent critics 
inferior to none in Greek L^i^t^e^rature, except in their subjects, 
were preserved and known down to the Byzantine age, when 
their outspoken coarseness caused them to be left uncopied, 
and even deliberately destroyed by the monks.

§ 117. The next poet of this period is Simonides,’ or, as some 
call him, Semonides, son of K^i^^nes, of Samos, who led a colony 
to the island of A^morgos, after which the poet is called, to dis
tinguish him from the later Simonides of K^e^os. Here he dwelt 
in the town of Minoa. The chronologists place him about C^1. 29 
or 30 (660 B.c.), and make him contemporary with, if not later 
than ^^hilo^i^^us. Though chiefly celebrated as one of the 
earliest iambic poets, he wrote the A^rcJiceologyof.Samos, in t^wo 
-looks- of elegiacs, of which no trace now remains. About fortyr 
fragments ofhis iambic verse are to be found in Bergk’s Collec/ 
tion, but only t^vo of them are of any importance. One (zt; 
lines)* reflects on the restlessness and trouble of life, and recom\ 
mends equanimity in a spirit of sad wisdom. The othei 
(120 lines) is the famous satire on women, comparing them to 
sundry animals, owing to their having been created of these 
respective natures. Though sceptical critics have endeavoured 
to pull this fragment in pieces, and subdivide it into the work 
of various hands, we cannot but see in it the stamp of a pecu
liar mind, and a suf^cient unity of purpose. The end only is 
feeble, and may possibly be by another hand, if feebleness be 
accepted as prooif of spuriousness. The tone of the poem is 
severe and bitter, but with seriousness and strong moral con
victions ; the picture of the good woman at the close is drawn

■ Bergk (Fragg. Lyr. pp. 515, 596; sq.) has shown considierable grounds 
for the existence of an early Euenus of Paros, who wrote erotic and sympotic 
elegies, of which fragments remain in the collection called by l^heognis’ 
name, and addressed to this Simonides as a contemporary. There was a 

, Jater Euenus of Paros, with whom he may have been confused, and so ■ 
forgotten. This is possible, but still so early an elegiast should have at
tracted suf^cient notice to have escaped oblivion. I therefore hesitate to 
rehabilitate him, but think Bergk’s arguments well worth indicating to the 
reader.

VOL. I. M
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wlth wr.rmth rnd feellng, rnd shows thrt the poet dld not un- 
dervrlue the sex^i

I hrve elsewhere 2 commented on the speclrl fertures of the 
poe^m. The generrl lder recurs ln the frrgmmts of Phokj^lldes. 
One of the lrtter frrgments (i6) ls noiable rs impl■ying the 
k-aipa of lrter drys to hrve been fullblown ln the serports of 
lonlr, even ln the seventh centu^ B.C., nor do I know. 'of. r;ny“ 
other errly mrntion so expllclt.®

There ls rnother e^rly Irmblc poet, A^i^isioxenus of SelciCss, 
citrd by Hr^^h^srstion on no less ruithorlty thrn Epi^ch^r^i^icyo^J■ 
but he quotes from hlm only one rnrpr^:^l:ic llne : ' .

rls iAafopelav •^Kelorav irapejuei 'rUv i^p6p<iirap; ool i^i^pCees, " • 

rnd we wonder rt such sceptlclsm ln O^I. 29, the dute atin'butrd 
to the poet by Euseblus. But we crn sry nothlng more of hlm 
thrn to record the echo of hls nrme.^ ■ •

§ ix8. We prss to r more frmous rnd better preserved poet, 
TXEXdfUS. who does not hold r plrce rmong the ‘ Irmbo- 
graphi,’ rs hls rrmaino rre elther ele^rc, or rnaprrstic—the 
metre suitrd for military mrrchro.

When the frmous Leonldrs wrs rsked whrt he thought Qf 
TJrrrrrus, he rnswered thrt he wrs a-ya^Qoc viuv ye/vae aii^aW^eiv 
—good for stimulrting the soul of youth—rnd the extrnt frrg-

1 t7]V peAiaaris' rts euruxei Ka^^wv
Keiirri yap ofy pupos ou vpoaiQ^i^ef 
Oo^lK^^i 5* Sir' ai^rjs KimaO«(i‘<u filos' 
<lKri cr^p <l>iK^SvTi ^pi^rrieei wdffii,
TeKovaa KoXbv K^SvopdaKuTov pepos’

■ Ko^tv^i^i^iKfs pip ip y^ovaifl ylyperai
srdffrtaft, Oehi S' iip^<>ii^i^e^i^i^ipes x^^pis 
oSS' iv yuvat^i ^Ssirai K^<^iipipr! 
Skou Ktp^i^v^irtp acppoStO'ioos Kdpovs' 
Tolas yvvaitcas avSpdatv x^api^erai 
Zeiis Tcis dplo^Tas koI i^oKv^^^f^aSetTriaTas.

Social Greece, 3rd ed. p. lio.
frsa^. 19 is nc^t so cl^8^r^c^t<^ristic.

He IS clroord by O. Muller (il. 55) ro rn rcisrl forerunner of Epl-

3
r

chrrmso among the origCnrioro of comedy, whlCh, If hlo drie be truly ro- 
Certrlned, would be r grave rnrchronlsm. The tone rnd oplrli of rll 
the errly lrmblc poets wrs of course 'rkin to comedy, yet we crn hrrdly 
•^i^'nfsse them wlth r school so disirnt rnd so unllke.
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ments confirm this judgment. We have several long exhorta
tions to valour (about 120 lines), with pictures of the 
advantages of this virtue, and the disgrace and loss attending 

,on cowardice. There are also slight remains of his ipfiarnpia, 
or anapaestic marches, which were sung by or for the Spartans 
when going to battle, with a flute accompaniment. These war

' like fragments differ little from the fragments of Callinus, so 
little that many critics attribute the chief fragment of the latter 

. to T'j^irtaeus. He is also said by Pollux to have composed songs 
for three choirs—one . of old men, one of middle-aged, and 
one .olf youths, and this is curiously illustrated by a fragment 
of composition preserved in Plutarch,* where each line
is sung Jojr a chorus of different age. '

•There are also some remains of a poem cited as evvopia, 
which was distinctly political in character,, and intended to 
.excite in the public mind of the Spartans an attachment to their 
c^onstitution, and especially to Th^eopompus, the Spartan hero of 
the second Messenian war. This leads us to the circumstances 
of Tyrt^teus’ life. He tells us himselif that he was contemporary 
with the second Messenian war, which was carried on by the 
grandsons of the combatants in the first. We are told that the 
hardships of this war to the Spartans were very great, that a 
large part of their territory adjoining Messene was left unculti-

’ Lycurgus, 21 : "Appes t6k ^p.es &<Kipoi vtavlat.
"Appts Si y tipis' at Si A'ps, avyiirSfo. 
"Aijtiuts Si y iatriptaBa soAAtf Kilppovts,

Bemhardy (is. p. 604) thinks that the tripartite vip^os mentioned by 
Plutarch {On Mi^isi^c, p. 1134 A), which Sakadas composed, with the t^rst 
verse Doric, the second Phrygian, the third Lydian in scale, may have been 
similarly intended to convey the temper of various ages of human life, but 
the actual combination of Dorian and yEolian modes by Pindar seems 
rather to weaken the conjecture. The fragments of Tjrttceus are mere 
extracts quoted by Lycurgus, or Stof^seus, or other authors, and have, 
therefore, no separate MS. authority. So also there are no separate 
editions, so far as I know, except that of W. Cleaver (anon. 1761), with 
an English metrical translation and notes, and the new Italian version, 
also with a text and notes by Felix Cavalotti (Milan, 1878). The most 
convenient text is that of Bergk in his Lyrici. The reader will f^nd in Iris cri
tical notes references to a number of special essays upon Tyrtteus by Osann. 
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vated ; and Messenian elegies long preserved the tradition of 
the hero Aristomenes chasing his enemies across hill and dale. 
Under these trying circumstances chronic discontent, or what 
the Greeks called araffie, broke out, and the Spartans, by the 
direction of the Delphic oracle, came to seek from Athens 
an adviser. Later panegyrists of At^hens added that the 
A^thenians sent in derision the lame schoolmaster of Aphidnte, 
whose songs so inspirited the Spartans as to give them finally 
the victory. Other allusions, however, speak of him as a Lace- 
da^i^onian, ot^iers as an Ionian. How much of these legends is 
true it is ver^ hard to say. That the Spartans—a race very sus
ceptible of ’ excitement through poetry and music, but not pro
ductive in these arts—should have been advised to borrow a 
famous poet of warlike elegies from some foreign city is not at 
all incredible, nor is it more so that the style already popular 
in the home of Callinus and Archilochus should have been 
domesticated at A^l^hens. The consistent tradition as to 
T'jrt^jEus’ origin cannot be rejected by us, though he completely 
identifies himself in his poems with his adopted country, and 
writes as a L^aconian.*

The story that he was summoned to Sparta on the authority 
of the Delphic oracle is told of a number of other remarkable 
poets about the same time, and .shows, if true, that the priests 
of the shrine had in their minds the fixed policy of improving 
the culture and education of Sparta in the seventh century b.c. 
It is not unlikely that they (and the Spartan kings) foresaw the 
dangers arising from the one-sided Ly^c^urgean training, which 
was now in full force there, and sought to counteract them by 
stimulating a love of poetry and music. Thus a whole series 
of poets is reported to have been invited to Sparta by the 
behest of the Delphic oracle, and to have ordered and esta- \

* It shc^uW t^e obi^eio^b^dt^tiE^t ahheresto tht: trad itioni^llonicc^filcci
in his dldgiacs, but writes his marcaiog songs in the Sparton :—

& Zirdpras tiidSpou 
Kovpot irpatpav woKaTPV, 

piv irvv irpof}d:ee<r0e, 
Sipu S (uTiiK/icis fidWea-t 
ftT pftK6p,Kyoi rits fuas, 

. oil ypp pdaptop rtf Sidpap,
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blished not only the national songs of the Spartans, but public 
contests in music, poetry, and dancing.

§ 119. This brings us for the first time into contact with ] 
the true lyric poets of Greece, who, however, have been so j 
constantly confounded with' iambists and elegists (themselves j 
also lyric poets) that it is necessary to call them by a technical 
name, and style them, as is always done in Germany. Mel^ 
poets. The distinctive feature of these poets, who were exceed
ingly numerous, but are exceedingly ill-preserved, and very 
various in character, was the necessary ^combination of music. I 
and very frequently of rythmical movement, or^orcJiestic, with 
their text. When this dancing came into use, as in the choral (/ 
poetry of the early Dcriaxdbards, and of the Attic dramatists, j 
the metre of the words became so complex, and divided' 
into subordinated rythmical periods, that Cicero tells us such 
poems appeared to him like prose, since the necessary music 
and fig^ired dancing were indispensable to explain the metrical 
plan of the poet. I have no doubt many modem readers of 
Pindar will recognise the pertinence of this remark. It is 
therefore certain that the rise of melic poetry was intimately 
connected with the rise or development of music, and accord
ingly most historians of Greek literature devote a chapter in 
this place to that difficult subject. It is, however, so completely 
unintelligible to all but theorists in music, and there is even to 
them so much uncertainty about the facts, that I feel justified 
in passing it by with little more than a mere reference to t^re 
many special treatises on the subject.*

§ i2o. It may, however, be well to enumerate briefly the 
various technical terms for the many different kinds of melic 
poetry. The sii^f^jeS^g-^-of tKe^Eolic school was sung by 
one person, and was never complicated in structure, as it was 
merely intended to reveal personal and^pd'^iite emo^i^<^n: the 
cho^rdljnelic poetry of^fhe Greeks was, onJh^etj^c^i^tia^iy, grand,

* Cf. Westphal’s Grteckische AfusiH; Fortlage's article in Ersch und 
Gr^iber’s Griechane^tul; Mr. Wm. Chappell’s Hist. Of Music, vol. 1, ; 
and the chapter on the intelligible results of much abstruse investigation 
in my Ra^mbles and Studies in Gt^eece,
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- elaborate, and public in its tone. It was devoted to state interests 
and public affairs ; nor did the poet venture to obtrude himself 
except by passing allusions. In very old times, it seems that the 
iwme, addressed to the gods was-supg before the altar,
with the lyri^j t^y-one singer ; but this fashion earlyjm^de way 
for choral performance, when it wasiCSlLed hymn (vpi'ot;'). Quite 
distinct was the npoiepSiov, a processional song, accompanied 
by flutes, asjtbe^cfiSrus marchedJtQ thg-te^mple. The ppcean and 
dithyramb are hymns addressed to Apollo and Dionysus respec
tively. When the melic poem was accompanied with lively 
dancing it was called hyporcheme (biropxo/u^-)- All these poems 
were performed by men and boys, but there were special com
positions for a chor^!3-of maidens, called parthaiia (yapdivia). 
These titles all indicate religious poetry, and no doiTb^t^iTsAvas 
thg^ earliest field pf_melic verse ; but although secular matters 
had many other forms (such as the elegy and the ^olic song) 
suited to them, even the forms of religious song were adapted 
to them on great public occasions, and so we hav^in Pindar's 
day lyKwpia, songs of praise;..; tmivlKiaySoo^ugs^ of victory ; and 
gpl/yoo^Iamentslbr the dead—all s£cular_^ppUcat^ic^r^!io)f- melic 
poetry. These technical details seem necessary to explain the 
constantly recurring terms, which the historian cannot avoid.

§ 12 I. As I have already mentioned, the poets of this early 
period, if we except the epic poets, were almost all composers 
in various metres, and, what is more important from the point 
of view of this work, they did not clearly separate their private 

L feelings and public functions. The iambic metre,, which in 
Archilochus was essentially personal and subjective, became, 

I in the hands of the earlier Simonides and others, the vehicle 
1 for general sketches and for proverbial philosophy. 'The earlier 

elegy, which is essentially public and patriotic in character, 
down even to Solon’s day, was, nevertheless, by Mim^iermus' 
brougFnT^ack to its^aii^iinal scope—that of amorous complaint 
and tender grief, nor did subsequent ages and languages 
accept the tone of manly endurance and of political teaching 
as the natural voice of the elegy. When Ty^rtaus and Aleman 
were friends or rival bards together at Sparta, the melic hymns 
of the Lydian were not recognised as more essentially public
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than the warlike elegies of the A^t^henian. Thus even Theognis 
and Solon cloak their public advices under the form of per
sonal exhortations to friends, or even to themselves, and Pindar 
carries on his private controversies under the cover of public 
hymns of victory and praise of the gods. But according as 
the various styles were developed, certain precedents began to 
make themselves felt. No severance, however, took place till 
after the rise of Doric choral poe^jy; when this division of 
melic poetry appropriated all the public affairs of men. On the 
other hand, the iambic, and more especially the elegiac, metres, 
which had been of universal application hitherto, began, with 
the JEolic songs, to affect a personal and private complexion. 
Hence, from this period onwards a division according to 
metres, though even now far from satisfactory, to some extent 
accords with that I have adopted above (p. 156). I purpose 
treating first the personal poetry in the later iambic and elegiac 
poets, as well as in the ./^t^^lic melos, and then the public lyrists 
of the Doric t^'pe, including the sepulchral epitaphs, which , 
were generally elegiac in form, but public in character.

§ 122. The student should carefully distinguish between 
and(^i^»)) —iapiatf, singing with a string accompani

ment and mere harp playing, and similarly av’XwSfi/ and avX?7^j«:>). 
Thus Olympus was a mere aVXjTKoc, to be expunged from the 
list of lyric poets, and Clonas of Tegea seems to be the first 

or composer of melic poetry with a flute accom- 
pamm^r^t;; and this inno^^^'^^:^,was supported by the similar 
advance,oi£T erpander.

For this remarkable man, who stands at the head of the , 
melic poets, is called the first or composer of melic
poems accompanied throughout by the lyre, in contrast, I t 
.suppose, to those epic recitations w^^r began with an ara.t^<^Ki'i 
or prelude on the instrument. If this be true, it puts him in 
competition with his great contemporary A^rchilc^c^hus, who 
js said to have first composed independent accompaniments 
(uTro Tiiv <i>»)’), as previously the instrument had followed the 
voice note for note {-irTotTTopPia. .poveir').

We know nothing ofJTerpander’s voullu-saye_that he was 
born in Lesbos,,-the real home,of-.m^.ic_poetry, and came, or
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was called,-.to Sparta, where-he established them^i^sn^ca^b^c^t^n^t^ests 
<tt_fie K^a^i^nean.festival .about .G'j.Qji.c. (C^1. 26). He was said 

1 to havejjeen victor at the Pythian contests for fou^ consecutive 
1 eight-year feasts, which brings down his activity at least to the 
\ year 640 b.c. Thus we may imagine him the older contem

porary of Tj^it^aeus. Nqt twenty lines of his hymns . remain 
—solemn fragments in hexam^efers or heavy spondaic metres, 
which show that hymns to the gods (nomes) were his chi^f pro
ductions.’ It is evident that epic poetry was still predomi
nant when he wrote, and affected his style. One interesting 
personal fragment is quoted by Strabo to prove that he in
creased the strings of the lyre from four to seven.2 Strabo 
seems sure about the sense, though not about the genuine
ness of the lines. But in spite of his authority, supported by 
that of Mr. Chappell,^ and the curious statement of Plutarch,4 
that he deliberately gave up the use of many strings, and won 
his prizes by playing on three, I think Bergk has hit the truth 
where he interprets the passage not of the strings of the lyre, 
which according to the Hymn to Hermes had been originally 
seven, but to the divisions of his odes, which having been four, 
were, according to Pollux, increased by him to seven.®

§ 123. The names of Clonas of Teg^ea, of Sakadas of Argos, . 
of Po^y^mn^stus of Colophon, of Echembrotus of Arcadia, are 
mentioned as successors to Terpatylertin,he--aHf-of-c^(^m^l^ining 
music and poetry, but have no place now in the history of 

’Tlreek literature, as all their works have long perished. The 
same is the case with the more celebrated Thaletas of Crete,

’ Here is -t^ne :
ZeS mivTav i^pX'K

. Ziev, <rol irir^r^sSa)
raVrav Sfivov i^pxd^v.

On the metre cf. Bergk, FLG. p. 813.

2 Sol 8' rerpiynpvv hieaa-rlpi^af^mes aoiSCiv 
irrrarivtp l^^ppi-yyi vlavs Kef^aSH^iraptv Spvavs.'

3 Hist, of Music, i. P- 3O- ‘ De Mus. 18.
3 Viz. p'^dappt^^, ^cnaTpor^cr air^cucp^aTi^oi^<r Srdx^^or, i^<i^f)aytr,

MiXi^-^os. The second, fourth, and last arc evidently the added members.
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summoned by the oracle (as Tj^i^l^seus was) to heal pestilence 
and sedition, and attach the citizens more firmly to' the 
L^y^t^u^rgean constitution. He is reported to have organised 
afresh the Gymnopadia in C^1. 28 (664 B.C.), and to have 
composed, not only nomes, like Te^t^pander, but which
were sung by a choir with dancing or rythmical movements. 
Several to us empty names are also cited as his followers and 
disciples.

§ 124. The first essentially lyric poet that lives for us is 
Alcman, who stands somewhat isolated at the head of the 
melic poets, and still belongs to that remarkable epoch of ' 
literary history when Sparta, during the seventh century, was 
ga^thering from all parts of Greece poets and musicians to 
educate her youth. P^iust^i^iias saw his tomb at Sparta, among 
those of celebrated and noble Spartans, and speaks jo£_yi!j 
odes as not de^cient in sweetness, though composed in the j 
unmusical Spartan dialect.* This is true, the fragments are of 
great mei^ii; but if the dialect does not impair their beauty, it 
certainly makes them to us, as it did to the old grammarians, 
very obscure. We learn from him that he boasted his origin 
to bC' from no obscure or remote land—enumerating many 
countries which perplexed even the old commentators—but from 
the lofty Sardjs.2 It is to be presumed that he had, at least, an 
Ionian mother (i^ he was not brought as a slave to Greece in early 
youth) ; for no pure Lydian could have written as he did, not 
even in tbe Ie>mr ilialert, but in that of his adopted cc^untry. 
But the whole history of the man, and the main features of his 
fragments, show us how completely the Sparta of the seventh

* mVitm itrnaTo. ovS'v is fSooiiy avTur i^iov Aaicivuv V
y^Kwffo, ]iiTtT iaa^xaVi rb ettt/oii,

! Frag. 25: oifc eTs iviip HypoKos o/e
rKats ouSe nap’ Tootoiiriv 
obh QerToTiis yivos 
ooJS 'EataxaTos ooSi iot/fv, 
^AAT SapSiuv a i,Kpay.

And cf. frag. n8, quoted from A^ii^stides, ii. 508 : 'Er^epuBi rolvuv KaAADr^- 
i^p^^yos Trap* bffots e^dpKtfj.fi, r^^ffavra ko^ Toiain'a fOyi^ t^carta^ilyet &ffr' irt yvy 
toIs iOAious ypap/.LarHT'ras f>)Tely, oS Trs toSt* elyat.
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century differed from the Sparta of the fifth, and how utterly 
the Spartan gentleman who warred against Messene would 
have despised the ignorant professional warrior who afterwards 
contended against Athens. The very adoption of a ■ Lydian at 
Sparta (Suidas says a Lydian slave), and his proud enumera
tion of geographical names, imply a spirit the ver^ reverse of 
the later exclusiveness So also the love_o£<ert^tng-
afid-drinking-wh^^^llrthe-poet confesses. of_ujn^_S(sff_hi s account 
of the various wines produced in the districts of Laconia, his 
open allusions to his passion for Megalostrata, and the loose 
chaj^r^cter, 5f his erotic poemsjgeneri^l^i^'y,! are quite foreign to 
the ordinary notions of Lycurgean discipline. I suppose that 
the loyal power, which endeavoured to assert itself in early 
times, and was only reduced to subjection by the murder of 
Poly^d^orus, the submission of Theopompus, and the gradual 
strengthening of the power of the ephors, attempted to carry out 
a literary policy like that of the Greek despots. In the seventh 
century, before the struggle was finally decided against them, 
the kings, aided by the Delphic oracle, sought to emancipate 
the subject races from political, the dominant from educational, 
slavery ; and so it came that poets like Aleman, who sing of 
wine and love, who delight in feasting and eschew war, could be 
tolerated and even, popular at Sparta. But the first of the melic 
appears also the last of the Spartan poets.

jf His six books contained all kinds of melos, hymns, paans, 
prosodia, parthenia, and erotic songs. His metres are easy and 
various, and not like the complicated systems of later lyrists. 
On the other hand, his proverbial^visdom, and the form of his 
personal allusions, somelimes .remind one- of Pindar. But 
the general character of the poet is' tliait.of an easy, simple, 
pleasuredoving man. He boasts to have imitated the song of 
birds (fr. 17, 67)—in other words, to have been a self-taught 
and original poet. Nevertheless, he shows, as might be ex-

1 A^l^h^e^n^ieus cites (through ChamKleon) Archytas to the effect that 
Alleman yeyov^vat rUv Ipcorucav ptXuv teal iKSovyat irpOroy fiehos
iiei^j^irtoy ovra kt.A., and then quotes frag. 36. Of course Aleman had be
fore him the example of his earlier contemporary Archilochus. The fragg. 
35-9 are unfortunately inadequ .te specimens of tf^'s side of his genius.
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pected, a knowledge and appreciation of Hosmer. Several 
fragments express a peculiar love and study of nature, somewhat ' 
exceptional for a Greek lyrist. Of these, the most remarkable 
is his description of night,' which is more like the picture we 
should expect from Apollonius Rhodius or Virgil than from an 
early Greek poet. The other is evidently written in advancing 
age, and with a presentiment of approaching death.2

But by far the longest and most interesting relic of Alleman ( 
was found in 1855, by M. Mariette, in a tomb near the second ) 
Pyramid—a papyrus fragment of three pages, containing a l 
portion^.of^his. cejebratgd_j^y.mn to , theJDioiscuri. Two of the 
pages are wretchedly mutilated, and the sense of the whole 
composition is very obscure and difficult. This extraordinary 
discovery is not so precious in actual results as in the hope it 
gives us of rescuing in the same way other portions of the old 
Greek poets from their oblivion. It also gives us a very early 
specimen of Greek writing, and one of great value for the his- -

1 Frag. 60: eSouirii'S’ Kopvij>al re kC tpapayyes,
•pPoVs re Kal xe^adSpat, 
<PVA<a ff iprera f Saca rpeipei yaia,
0rp«s SpeirKepoi re ko! yesos aeKurtras 
kI kvHSoR is fiOeci irapipvseas a6s' 
eSOoscris O? SimUs .
<PSa ravinrreps-fas.

‘ A beautiful peculiarity,’ says Mure (Hist. Gk. Lit. iii. 206), ‘ of this ' 
description is the vivid manner in which it shadows forth the scenery 
of the vale of L^a^<^<^d^aemon, with which the inspirations of the poet were so 
intimately associated ; from the snow-capped peaks of Tayg^etus down to 
the dark blue sea which washes the base of the mountain. The author 
would find it diiSicult to convey to the imagination of the reader the 
effect produced upon his own by the recurrence of the passage to his mind, 
durii^jgsvwalkamo^^ the ruins of Sparta, on a calm spring night, about an 
houLafter a brilliant sunset:.’

2 Frag. 26: oS f ert, TaapeviKal peKyipses l/epilpwvoi,
yvsa <(peis SSvsaas pihe SI fiaKe KTpsti.os eTijp 
8s r' ^rrl Kp-aros fos ap’ Lt^aaSveirai tarlroi 

voij^ee^l-s ?rop ixfas, a\t•rSp<pvaus etaaos Opsts.
The ter^ aipSfi-os was used for the male halcyon. On pdae, the mar
ginal note says the full word is SPii>i.e, arpavriKSs ea^css, and equa^ to 
8<|>ev.ev, a(0e, elOe.
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tory of paleography. I append the more intelligible part in a 
' note below. 1

* Its restoration has been attempted (since its first publication by Egger 
in his Memoires dhistOire ancienni) by Ten Brink and Bergk, with some 
success ; lastly, by F. Blass in Hermes, vol, xiii. p. 27, from whose text I 
quote, as it differs consider^ably from earlier restorations. After celebrating 
the victory of the Dioscuri over the Hippocoontid^, the poet proceeds to 
sing the praises of Agido and Ag^e^ichora.

. S'.
ns ^luv

US' SAfitos, H^a^ns fSppwv 
a/i^ilpav S(airA«K«t 
Ui^fatvi^Tos, iy!>v 8’ ietSiu 
'AyiSHs tS <Ps’ Spa 
f’ &>>-iov, Svsep Sips
’AyiSi) papripeTat 
<plvev. ipk 8’ OIT ivatvlv 
otiTe pwp^aOat vp i fAewii x^paybs 
oiSia^^s Soi^^<!i yip %p.e a^ra

T^s $irep al ns 
iv fiorois ffr<£(re^t•v Xsni^'v 
Tcayiv &f0^o<p6pov Kca^aoidvoSa, 
t&v ^oirei^ptSla^v '

^irp. S.
■’H ovxc ipvs ; i pSv K4\^r)s 

’EveriKiSs’ i 8e xalra 
ras ipas iveV'lSs 
'AyvirixSpas itravSii 
xpuirbs <fr’ Alrt^/<t^^^or, 
t6 t' ip/yi^ptov s^pinnovov. 
Stca^tH^cav ri roi A iyw ; 

'Ayljtrt^ipa pfv aUra' 
aSe Sewripa irtS’ 'AyiSiv ri eJ^os 
'Irnros ttfi^vcp Kij\a( Us 5plX/^<B^'^lu. 
ToJ neAciaSes yip Spiv 
'OpOq rpi/pis (^epotioats 
vii^-ra 81 ipfpoi^lav iyeajpiov 
Ser-pov abdpop'ivtu pSxovrai. 

2r^p. s'. 
OHtc yip ri r^oppipas 
r^^ros xipos Scrr’ ipivai, 
oSre iraticiKos SpdKui 
iayxpimas, pirpa
AuSla, veailSoi

Col. II.
2 3^6

5

I o

15

20

25

.30

4^0

45

50

55

60

65
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§ 125. R^eturning to the elegy, or personal poetry' of the epoch, 
we come to a very distinctive and rem;^i^l^:^l^Ilginan, Mimnermus 
(called I^ig^astades, for his sweetness), the firs^^Sn^^ser of 
purely private and'^sentimental, ' Is opposed to political, elegies. 
There are, indeed, in his fragments historical, allusions, and he 
describes (fr. 14) with much fire, and in a spirit not unworthy 
of Tjr^seus, the valour of a hero * who scattered the dense 
phalanxes of the lydian horsemen through the plain of Her- 
mus.' This he had heard from the elders who remembered 
the wars with Gyges, for the date of Mimnermus is given as 
^1. 37, or the close of the seventh century, and he was an 
early contemporary of Solon. But his other fragments are those i 
of (he greatest interest, and are chiefly .from his book^'or books, 
called N^c^nn^o, after a ^iute_El^^er-^v^licm^ie_^yed without 
success. He is himsel^'caTIeid an avXwcpc, or singer with a 
f^ute acco.mpaniment,.and^e .probably revived th^-Qd plaintive

Col. iii.

10

15

20

rial olSa ipctpwv &yafpa, 
ouSe rai N ai'a itpat, 

oOS* ’Epdra tittSSi, 
owSi SvKai^ls re teal KKe-atir-pca * 
«68’ ij Atvii<rfip6rrs iBoh artels 
* 'Amufils re pot yevotro, 
teat wortyKevot QtKvA^a, 
Aapata^a, r’ ipard re ’lavDepls,’ 
a\A 'Ayrff‘ripa p* rripet '

2r^p. C*.
Oi ydp a rnOWiirpupos 
'Ayro'ixdpa wdp' aVreT; 
’AytSnii petp' tp pevei, 
6aa'rrptr K&p’ rra«'^?, 

r3p|^S’ dpoit’ aiol,
Sei^e^ir8’‘ r•KOm|r'i pix 

kI rO\os‘ ypats ri ns 
O^■lroti^t K ‘ Pmv piv avrd 
‘Taplreros pdrev iirb Bdllo AcAatca .
y\au£' iyrv 86 r§ pOv 'Adri pdAtra 
afUdviv ipH' siiivav ydp 
dp^tf traip ryevTo•

'Amnixipas 58 vdiSes 
i j' duos iparas rref3av.'

70

75

80

85

pc
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’ elegy of . the Phrygians, in .close sympathy with the sorrowful 
laments of his sweet and tender muse. To the later Alexan
drians, and the R^omans, whose reflective age peculiarly appre
ciated the sad world-weariness of this ' bard of K^c^j^c^phon, the 
Nanno elegies of Mimnermus were a favourite model, and 
we may perhaps assign to him the position and title of the 
Petrarch of Greek literature.

It is remarkable that the contemporaries and immediate 
successors of Mimner^nus were of a different opinion. The 
poets who desired to sing of love and passion did not adopt 
his . elegig<;_metre a^ their fittest vehicle. It still remained the 
metre of political and philosophical expression, of wise advice, 
of proverb and of epigram. To early Greek love, to the pas- " 
sion of Al^us, Sappho, and Anacreon, .no form could be more 
unutterably cold than the deliberate hexameter.
When bookworms at Alexandria and Roman dilettanti • began 
to talk about love, it suited them well enough, and it was the 
subdued and resigned attitude of Mimnermus, his modernism, 
if I may so say, which made him to them, and to many of the 
modems, so sweet and perfect a singer of love.

I do not think the famous fragment (12) on the perpetual 
labours of Helios so striking or characteristic as those which 
s\nj of the delights of love, ancLihe.. miseries of —ytlpas.

1 (/ua S' Od re <vVAa ipdet voAuavBios &p 
tapos, 8 altji’ aVyis aBerat /kOv,

ToOs iiceJ^ui irfii'viov ivl xp6vov dvOerw ■
rcpriiieOa, srpPs Beiiv rSires oBre naitbv

OT iya96v • Kppes Be •vapfrfKa<ri /.iKaa/ai, 
T] /ev exova^a rkos yipaos ipyakrou,

7 S’ Bt^i^td-roio' pilvvvSd Be yly^verat 7/ts

i^df^iros, Bo'ot' S' ivl yijv p^Ektos-
airdp ^tTv S)) toSto rik^os rrapa/iel^f^e’rat Hpus, 

avrlca r^eSsd/iesai f^^^rios 1) (Horos •
sokka yap is Bvpip Kama ylyserar SAA<^’r€ oIkos 
rpsx^oSrat, seyttjs S' epy’ iSsstjpd si^k^ec .

Hik^os S aS vaSav imSevcrai, m>Te pdkfra, 
Ppelpav Ktard yis t^pprai cis “AtBiji*

&AXos vovaov ?xet BvpopDBpov ouB l ris iartv 
asBpidt^tas, § ZeSs /J-il Kara iroAAa SlSot.
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-^(^•yaX^ov, as he calls it, applying an epithet which he used with 
c^ui^ous consistency of all manner of disagreeable necessities. 
In his hatred of old-age, he struck ' a note which found response 
in many Greek hearts at all times, and Sophocles and Euripides 
repeat without improving the burden of his elegies.

Almost all 'the fragments (some 90 lines) express' the same 
gloom and the same despair. We owe the preservation of 
most of them to Stobseus ; Strabo has cited a few of geogra
phical importance, Al^l^e^r^aeus that on the sun's course. His 
ninth fragment tells how 'we left the lofty Neleion of Pylos, 
and came in ships to the lovely Asia, and into, fair K^olo- 
phon we settled with might of arms, being leaders of wild 
daring, and starting from thence by the counsel of the gods we 
took the ASolic Smyrna.' This is a very early and clear piece 
of evidence for what is called the Ionic migration, which has 
.been doubted, or relegated to the region of myths by some 
sceptical historians.

§ 126. Mimnermus ■ leads us over natutaliv_Jo Solon, f 

who addressed him in a still extant fragment, in reply to his J 
li^^^ :— I

ot yap &rep vva'aiv tc ku hpya\eav peKeSavUv 
e^ilKovtaeTit /ioipo Cxot OaviiTOv.

Solon's answer was as follo^^^:—
iU.’ et pot k&v vvv in vreioeat, roVro,

/x»jSe ptyotp' Srt aeS AWov 4'^«t>paadptjv, 
Ko! seToxoiiiiTov, AtyvaCTaS] S5e 5' KeiSe" 

’O75aK0»^'raii^J) /xotpa kI^^oi St^ivdrov.

It appears then that these elegies were well known, and 
the poet yet alive, when Solon was a literary man. The 

■events of Solon's great life form an important chapter in 
Greek history, and can be found there by the student. We are 
here only concerned with his literary side. He is remarkable 
ih having written poetry not as a profession, nor as his main < 
occupation, but as a relaxation from graver cares. He was I 
first a merchant, then a general, then a lawgiver, and, at last, 
a philosophic t^^'^^llc^r; and all these corditiors of life, except I 
the first, are reflected in his extant fragments. As usual
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with the personal poets of that epoch, he employed various, 
metres, of which the elegiac was the chief, but the iambic 
also prominent, and not for satire and invective, but for poli
tical and philosophic reflections. Some lines, apparently from 
early compositions, are cited to show his high appreciation of 
sensual pleasures, and there are features in his laws which 
prove that he made large allowance for this side of human na
ture in his philosophy. A^mid the various feelings which appear 
in his personal confessions we miss the poetical despondency 
of Mimnermus, and that peculiar beauty and sweetness of ex^ 
pression, which made him an unapproachable master of the 
elegy in our modem sense. Solon is a practical man, at times 
a philosopher who speculates on Providence and the life of 
man; again, a noble martyr for his country, who feels beset by 
foes and jealous rivals, and complains bitte'rly that he stands 
alone and unfriended in the state whiqh he has saved. But he 
is always manly, and, perhaps, somewhat hard and plain in his 
language, choosing ■ poetry as the only known vehicle of expres
sion in his day, but saying in verse what in after days would have 
been said in prose. Hence it is that the later orators foun^ 
him so suitable for quotation. His political recollections, and 
his advices to his friends, wei^e in Athens handbooks of poli
tical education.

There remain but eight lines of his famous elegy called 
Salamis, whereby he incited his people to persevere in wrest
ing this island, the place of his birth, from Megara. Of his 
Meditatio'^is ("YiroOijKai tic 'AOrvaiovc and eic lavror) several- 
long passages are quoted, one by Demosthenes,i to which the 
student can easily re^^r; several by Plutarch and Diogenes 
L^a^ertius in their lives of Solon, another by Stobaeus. The 
last, a passage of seventy lines, is of great interest as con
taining a summary of Solon's philosophy concerning human 
life, but can hardly be fairly conveyed by quoting short extracts. 
Many other snatches of proverbial wisdom, or gnomes, are 
cited from these Vnt^diii^ai, and are among the sententious frag
ments which have made historians speak of the Gnomic pods of

1 In his napai^pfcrlieia, p. 254.
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Greece as a distinct class.’ This was never the case, though 
there can be no doubt that the personal poets from this time 
onward adopted a philosophical tone which made them _ pecu
liarly fit for educational purposes. Many of his poems bore on 
their titles personal dedications, r^/^iOc Kptn'ar, irpOg ^i^X^oK^npov, 
TrpoQ Onoff t^rns preserving the personal character of the eleg^-, 
while treating public topics. The last cited was in tetrameters, 
and' told of the temptations and solicitations to which the great 
lawgiver had been exposed.2 He also composed melic poems 
for musical recitation at banquets. All these varied scraps, 
full of precious historical information,' do not now amount 
to more than 250 lines. I will quote the elegy on the nine 
ages of man (though doubted by Porson), because it seems 
preserved entire in a somewhat inaccessible treatise of Philo, 
and because it develops an idea often since repeated in philo
sophical poetry. T^his poem is, indeed, constantly referred to 
by ancient authorities.^

■ e.g.' wo\\ol yap vJAVTrvrti Kad, iyaOaO Si vivovrai. 
&XA’ rptis avTOis oil StapofipeOa '
rijs ipe-rijs rby wAoDtov, iTre! rb piy epveSov ahi, 
Xp'fll^aTa S’ dv6pi&riav SAAoTe SXXos

VliiyTp S’ &6c^i^iiTa»i aU^t^iylis vios Si^SpiimotfftViAnd
a text admirabily developed in his frag. 13, of meditations (foroSpicat ets. 
iavr^y).

8 He was thought a fool by his friends not to seize and hold the 
tyranny of A^thens when he had the power, for in their opinion it was. 
worth being ^ayed alive to have once enjoyed such a position. Euripides 
gives an admirable expression of this Greek passion for holding a tyranny in. 
the speech of Eteocles in his I^hcenissca, vv. 398, sq.—the solita^ parage 
which may have come from Euripides through George Gascoigne into. 
Shakespeare, as will be shown in a subsequent chapter.

8 wats piv &vpfios iky frt (pKOS oSivrav
(^iicras iitj^SiAjXet irpuTov iv Iwr' I

Tobs S' ir^povs Sre Sr) r^«X^<rp Oebs ivtavroVs,
?f}iis iiepaVo tTppaa yovop^ivps-

Tp TpirdTp Si yivopv aOoP'^>'‘'>v Irt yvliuv 
AaxvoiVrai, Xpotps ftvDos ipetl}op.iivis

Tf reTdprp was tis iv ipSopdSt piy' &p‘ti>s

iavAv, Vvi dvSpo^P^tip y t^p^^v ivSpa ydppi pepypPov •<-

Nz.
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It is often mainlined that Solon is the one great politician 
who holds a place in Greek literature, but this is only tr^ie ■ for 
us, and would never have been asserted had the works of his 
contemporaries reached us. It seems, on the contrary, ' to have 
been the fashion at this period for every important politica. 
man to teach his fellow-citizens in elegies, and to write con
vivial songs, as we may see from the notices of Diogenes about 
Pittacus, and Periander, and Bias.i Hence the reputation of ■ 
the so-called Wise Men, who, according to all t^ie different 
lists of them, .agree in combining poetical teaching with practi
cal politics. Thus the wild confessions of Archilochus, which 
were followed up in Lesbos by no less passionate evasions, 
led the way to confessions of far different .men, and to the 
development of the didactic side of elegiac and .iambic poetry. 
The elegy assumes from this - time onward this special charac- 

. ter, and, if we except its public side, as epigram, and a few 
imi^tions of the older social tone, appears confined . within ' 
limits unknown ill the seventh century.

§ I2|. Contemporary with ^e serious and philosophical 
poetry of Solon, we have that remarkable bux^t^,pf-genius in the 
island .of ^e^sbos, which, though it lasted but a generation, has 
affected the lyrics of the world more than all the rest of Greek 
poetry. This school, though. strifitly. melic, . and^al^ways ac- 

I companied by music, differs fundamentally from --^.^.Doric

, Kal iralSaV Qj-reiv elaot^iira yevtiiv •
tJi S ei^ji nepl wrfvrr K^^tt/n^^erri ylos ivOpis, 

obS IpSeiy iff l^/ius Ip"/ itriXapivr 6^4\cr
- 81 vovv (cal yX£rrrt’ iv l}5opid<ii> pi-/ ipinos

OktI •T' dpippriptav Tlir<rapr Kal Sck’ irri- 
rjj S' IvdTp in piv Sivarat, itaXaKti'repa S’ airoS 

irpbs rcyd}i)V ipe-riis yXSaad -re Kal trotplr)' 
rp ScKi^^p S’ 8re S^ reXlap Bsbs ei^rr lslrsroSs, 

oiK hv l^pos iSv p-^ipas l\ooi Sasirov,
I By comparing Hei-odotus, i. I|O, concerning Bias' political advice to 

the Ionians, with the verbally similar statement of Diogenes Laertius, i. 5, 
<ir^oii^<r€ Si irepl 'laylas, r-lva ptOhiffra hr rp/nrov t^irSat/ioyoh], els hn) SM^rxfXta, 

I am persuaded that in Theogpis, vv. 757-68, we have an actual fragment of 
Bias preserved^ describing the blessings of the proposed Ionian settlement 
in Sardinia. ■
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melos, in bei'pg personal, secular; and _ composed in a different I 
and local dialect, the .^^olie. ' I therefore prefer classing it with j 
the persona} jj^c^e^tryjfJhheGr^eeks, and separating it from the 
public choral poetry, with -which other historians have com
bined it. At the he^d.of this famous .^^olic poetry stand j 
Al^caeus and Sappho, contemporaries, and both of L^esbos, j 
flourishing from the 40th Olympiad onward. .

We know of Alcaeus that he was an aristocrat of Mitylene, 
that he fought against the Athenians for the possession of 
Sigeum, but fled, and threw away his shield, which was hung up , 
by his adversaries as a trophy. He was ever busy in the con
flicts of th6 aristocrats against the rising power of the people, 
and against the tyrant who professed to represent them. About , 
C^1. 45 he assisted, along with his brother Antimenidas, and with 
Pittacus, in the overthrow of the tyrant Melanchros ; .but when,' 
after much trouble and the death of another tyrant, Myrsilus, 
the great body of the citizens chose Pittacus as their dictator 
(a power which he held 589-79 b.c., and then resigned), 
Al^caeus and his pa.rty were exiled, and livedjr roving_md advenl l 
turous life. A^l^i^aeus went as far as TEgyptj A^r^t^imenidas as a. 
mercenary to fight under Nebuchadnezzar, King of Babylon, 
and distinguished himsellf by slaying an opposing Goliath. At 
some time during Pittac^uS' rule Al^c^aeus’ party attempted a for
cible return, when he was taken prisoner, but at once liberated 
by the man whom he had reviled with the greatest bitterne.ss 
and fury in his poetry. These few facts show us in Al^c^aeus the J 
perfect picture of an unprincipled, violent, lawless Greek 
aristocrat, who sacrificed all and everything to the demands of 
pleasure and power. These are the men, and this the type of 
aristocrat, which gave the tyrants all their opportunities.

§ 128. Of Sappho (in her own dialect "PaTrf^a) we know that 
she was the^^daughter of Skamandronymus (orSkq^^c^n) and of 
K.leis. She was small and dark, but, notwithstanding these 
defects, often called beautiful. The official position of her 
brother Zarichus, who was public cupbearer, and the adven- I 
tures of her brother Charaxus, who was in the wine trade with ) 
Naucratis, and spent his substance on the fair Rhcdcpis; would 1 
imply that she too was of rich and aristocratic birth. She

N 2
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is said to have had a daughter K^l^eis, and to have stood in 
friendly relations to A^l^t^aeus. She gathered about her a society 
of various maidens, who were inspired by her example to cul
tivate music and poetry. Of these the most celebrated was 
Erinna, whose poem called (the Spindle') was quoted
and admired.

There is no hint of political writing in the remains of 
Sappho. She seems to have devoted all her genius to the 
subject of love, and was decidedly the greatest erotic poet of 

1 antiquity. The exceeding passion in her extant fragments, and 
j the constant travesties of her in the middle and new comedy, 

to which her position as a literary woman made her peculiarly 
exposed, have produced a general impression against her 
moral character. Shi£j>^i^n^--af-^^^'e^- unrequited love for Phaon, 
and a legend came to be believed that she had in despair 
cast herse!^^ from the Leucadian rock, at the remote end of 
the Greek world. She is further accused having felt an 
unnaturally violent passion for her girl friends, and her poetry 
has been called licentious and immoral. There has been a 
warm controversy “between Welcker, on the one hand, who 
with over-chivalry has vindicated the honour and purity 
of Sappho, and Mure, on the other, who has turned aside 
from his patih i to undertake the unpleasant task of proving 
that her passion was no mere enthusiasm, and that she 
was no better than she ought to be. Without entering upon 
this unsavoury discussion, I venture to suggest that both ad
vocates are wrong in assuming that their own view excludes 
that of the other. If I understand the aristocratic society .of 
these time^s^" rightly, what we call purity and virtue, and what we 
call unchastity and vice, were as yet to a great extent fused in 
that larger and more human naturalism, which embraces im
pulses of both kinds in their turn, and which refuses to consi
der momentary passion a permanent stain upon honour or even 
purity. The highest virtue of the Greek aristocrats did not 
exclude all manner of physical enjo^y^t^i^t.®

* Hist, of Greek Lit. iii. pp. 315, 496, sq.
2 M. if. I5unic^uf <^L.tt. i. jj. p^oir^tj; c^ut witthl

that most literary historians have falsely imagined the society and habits of
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§ 129. Having thus summarised our scanty information 
concerning the lives of these great artists, we may approach at 
more leisure the more important question of their position and 
services in the development of Greek literature. The first 
point to be settled is their filiation, i^ any, or their utter inde
pendence from previous art, and their recurrence to the pure < 
source of popular song. It seems to me that the direct l 
heredity of A^l^t^ffius, at all events, from Archiloc^hus has-been ) 
very much overlooked.i No two poets in Greek literature are/ 
so like in temper. Not to speak of distinct copying, such 
as the confession of throwing away his shield in Al^ffius, we 
can see in the abuse of Pittacus a politick counterpart to 

dh^c: attacks on Lj^ta^mbes, we can see the same employment of 
very various metres, the same enjoyment of love and wine, of 
rambling’ about the world, and of adventure. Neither poet 
uses the unvarnished dialect of his native town, but from expe
rience of travel, and probably from purely artistic reasons, 
both write a literary form of their national speech. So fa;r as . 
the love poems of A^rchilochus are extant, they seem also the ,' 
distinct forerunners of the poetry of Sappho j there is the same J 
flow of passion, the same indescribable power of painting the!

the Pollans at L^esbos to have been exceptionally free and even loose. They 
probably differed in no social or moral respect from their Ionic neighbours 
in Samos, Teos, and elsewhere. Both contrasted with the notions deve
loped in course of time both Sparta and A^thens. 'A I’^poque de Sapho 
et d’Alcee, les cites eoliennes et ioniennes avaient encore ces m^urs ar^s- 
tocratiques qui les font ressembler, 4 beaucoup d’egards, a la republique de 
Venise du temps ohle noble Marcello composait pour la haute societe du 
Grand'^tCanal les psaumes qui ont rendu son nom celfebre : les relations 
sociales y etaient libres et faciles, quelquefois licencieuses, mais toujours 
empreintes d’elegance et de cette noblesse de ma^iferes qui appartienne aux 
aristocraties. Du reste le climat des iles et des riva^es eoliens est d’une 
douceur qui tourne 4 la mollesse, et qui engendre aisement la volupte ; 
le canal de Lesbos est eclaire le soir d’une suave lumifere et parcouru sans 
cesse par des brises tifedes, mais non enervantes, que parfument les arbustes 
odoriferants des montagnes. Les richesses et le luxe de l’Asie abondaient 
sur ces r^va^es et donnaient aux nobles Grecs de ces contrees ces habitudes 
de langueur et de poesie passionnee, dont nous retrouvons encore quelque 
chose dans leurs descendants italiens et ^iatique^.*

* Horace i. 19, v. 28) points out clearly the metrical filiation.' 
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agony of desire. In these features they both contrast with the 
gentler and more resigned complaints of Mimnermus, who , 
naturally uses the calm elegiac metre, while the others felt the 
necessity of shorter and more hurried rythms. The dialect ol 
Sappho is more strictly the local language of Mitylene, and 
not so purified as that of A^l^t^teus, but both were full of hard 
expressions, which are perpetually commented on by lexico
graphers.

On the whole, antiquity seems to have placed Sappho in 
the first rank, and despite the variety of subjects and of interests 
in Al^r^aeus, preferred the pure voice of gentle and womanly feeling’ 
in her love poems. But the AJ^e^x^a^ndrians thought differently, 
and while several of them edited critical texts of AJ^r^aeus, they 
seem to have paid no similar attention to Sappho. Never
theless, according to M. Bumiouf, both poets survived till the 
eleventh century A.D., when they were burned at Constanti
nople and at Rome,, in ..Ae, yeaar_io73, during .t^^. popedom 
of^.dj^^<2gor^ VII. Thus these inestimable exponents of Greek 
feeling have only reached us in slight and scattered fragments, 
most of them by mere grammatical or lexicographical notes.

§ 130. Their lyrics, apart from the difficult dialect, are far 
more easy to comprehend than the more elaborate rydims of 
Pindar, Aleman, or Stesichorus. For instead of long complicated ' 
systems, which required all the help of music, and even of danc
ing, to bring 'out the symmetry, and car^ on the hearer to the 

v^n^str^phe and the epode, ftlie odes of Al^<^aeus and Sappho 
1 weT^cootsjttucted in short simple stanzas, which were easily 
I comprehended, and recitable even without their musical accom

paniment. ^^Th^ey were in fact the earliest specimens of what is 
called in modem days the Songor in which the repetition
of short rythms produces a certain pleasant monotony, easy to 

•jg^tt^e^mber, andeeasy - to understand. It is this quality, in con
trast with the elaborate systems of Pindar’s metres, which 
makes Horace exclaim that Pindar is inimitable, and which led 
him to confine himself to the i'Eolic poets of Lesbos, and their 
simpler ant We know perhaps as much of -Al^c^aeus and Sappho 
through ■ Horace as through their own fragments. For though 
the genius of the R^oman poet was totally different, though
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the political and erotic passions of the Greek aristocrat were 
not only strange to his nature, but the very reverse of his 
teaching, yet he adhered so closely to the idiom as well as the 
measures of his models, t^iat much of the old Greek grace and 
Some of the fire are felt through the colder medium of his- 
translations. .

But while Romans and modems have proclaimed this side ot 
the lyric poetry as the best and the most perfect, the verdict of 
the Greeks was quite different. No one doubted the intense 
genius of both poets, or of their successor, Anacreon ; Sappho 
especially is praised through all Greek literature as a tenth Muse, 
as equal to Homer, as unapproachable in grace and sweetness. 
Yet the course and development of lyr^c poetry drifted away . 
from them ; the simple song did not' speak to the Greeks like 
the great choral systems of Stesichorus and Arion, and thus I 
the last and most perfect development of this kind of poetry, of.) 
the melos of the Greeks, was no offshoot of the school of Lesbos.' 
For the character of this Lesbian poetry was such as to dis-^ji 
pense and t^^^_was. -to_±he Greeks so important an)
element in melic poetry, that the higher kinds were not to be) 
appreciated without it. All this wi^ appear clearly when we> 
come to treat of choral lyric poetry.

The poems of Alc^us were divided according to subjects— J 
first Hymns, then Stasiotica, telling of adventures in politics and / 
war, then Skolia, then E^r^otica; nor were the latter three very] 
clearly distinguished. Two books are cited from the editic^r^s) 
of Aristophanes and Aristarchus. Sappho's poems, on the 
contrary, were divided into at leastmine books, and according to] 
metres, but all called indiscriminately /jAj. She wrote hymns, 
like Alc^us, but both poets composed in a free and secular 
spirit, nor did they take their place among the really religious v 
poets of the Greeks. Their metres are very various—some of 
them very difficult to analyse in ou^ fragments, and there is no 
reason to think that what we know as the Alcaic and Sapphic 
metres were the most prominent in their works. They are so 
fully described in the prefaces to Horace, that I need not 
detail them here. Q^appho was said to have first introduced the 
key known as Mixo-Lydian, and to have raised the epithala •
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mium to a place in artistic poetry, though, the form seems to 
h^-ve been fixed by Aleman or Stesichorus: Her two long^a 
extant fragments have been preserved as specimens of excioi- 
lence by Dionysius and Longinus.

We have no fragment equally long from the works ol 
Alcaeus, though there are many beautiful thoughts still surviv
ing, such as that cited by Plutarch, which makes Eros tie 
child of Iris and the West wind—of the sunlit showers and 
soft breezes of spring. His fragment 40 is directly copied from 
a passage in Hesiod—if both do not repeat an older pof^ulr 
s^ng. His metaphor of a storm-tossed ship for the agitOoted 
state became at once a commonplace in Greek liter^l^u^r^e^,’ 
The unusual forms of the yEolic dialect make the readings o! 
al^l these fragments very uncertain . and contested.

* pot tiros O^i^Otriv
Sppep Sens ^vavrlos rot
l£<ivet, Kai TrXairlop dSu 

t^as SraKOtirt 
yeXa^^as ipr^^ep. T6 pot plls 

KapSiav iv o^TitSetrtv iwriar^ev, 
yap et/tSov, fip^^xeas ere l^tavas 

oiSkp Sr’ eltxi^i • 
iAAci nOp pep '^V^irait eaye- Xew’rip S’ 
atSriKa XpV vip vroSe5vivtleaev • 
o‘e^•lrr.•reaetv S’ oiS^p SfrTp’, i^i^pop- 

fieva^l 6’ &Koi^at •
& Se p’ tSpiiS K^i^Kxeerat, rpip^os Se 
T!ialtv e^^^ve‘^ x^K.a>vo'reva Si votas 
(ppf reSrdln|v S’ i\^lya ’miSebrts 

iValvopal &KXa.
liKAli, r^ap roKpariv—

* ’Kovre-^ri/ti r&y ivepav trilatv •
rb p^y ybp tyBev Kvpa KtXiy'l^^rcu, 

rb S ry6ey • &itpes S i.p rb peaaov 
ySt ^opfipeSa trip pebalra, 

X^e(vayt pox^OeVpres pe^t^p pdKa' 
Tiy pip yap &^v^;\os t<oriTeSay 

XtHifos wllv (iSitXop fiStt
Kii X«Kt?^^s pi^y^aXat n^iar’ ^^o' 

S' &ylevvttt.
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§ 131. This is the proper place, in accordance with the plan 
of my work, to notice the three imitations of the dialect, metre, 
and manner of the old AEolic poets by the Ale^x’a^ndiian 
Th^e^oc^iit^us. They are the 28th, 29th, and 30th idylls in the 
•(^^c^lli^iction ascribed to him (at least in the most recent editions, 
such as Ziegler's and Fritzsche’s second editions), for the last of 
them was only recovered from a Milan MS. in the year 1864. 
The 28th is an elegant little address to an ivory spindle which , 
the poet was sending as-Tpresent to the wife of his physician- \ 
friend, Nikias of Kos, and was probably composed on the model 
of a poem of Sappho. The other two are properly called !
AioXiKa, and are jpc^e^ms on the sort ofJove most prominent in 
the society of Al<^aeus. One of them has been even suspected I 
to be the real work of A.l(^aeus. To me that last in order, 
though in a most corrupt and hopeless state, as anyone may 
see in the transcript printed by Fritzsche before his emended 
version, seems poetically the best, and is full of grace and 
elegance. The dialect is believed to be an artificial Doric, to 
some extent coloured with the later local speech. The metres 
are either the asdepiadics common in Horace’s Odes, which are 
imitated from the same source, or what are called AEolic 
dactylics. There is no trace of strophes in any of the t^iree 
poems. Though Theocritus was probably one of the best! 
imitators in any age, it cannot be said that this attempt to 1 
reproduce the love poetry of A^^taeus has made much impression 
upon the world. It is, at all events, quite eclipsed by his ( 
bucolic side, in which his originals were far less known and less 
splendid, and his imitation fresher and full of genius.
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CHAPTER XI.

THE PROGRESS OF PERSONAL POETRY.

§ 132. We now come to the epoch of Greek poetry which 
was so brilliant and many sided, that it is not possible to treat it 
in chronological order, nor to separate clearly the various threads, 
which were becoming closely connected and interlaced. We 
find 0^1. 60 mentioned as the date of the flourishing of so many 
poets, that we begin to wonder what circumstances favoured 
literature at this juncture. Of the many which suggest them
selves, three may be noted as of great breadth and importance. 
First, the caste feeling ofthe Greek aristocracy was brought out 
and intensified by the conflicts with tyrants and democracies; and 
this stimulated the bitter hate, and the complaints of travel, of 
exile, and of unfriendliness, which we find repeated in the re
mains of Theog^nis. Secondly, the rise of brilliant courts under 
the tyrants, who reached perhaps their highest point about 'this 
time—Samos, Syracuse, A^thens, Corinth were now swayed 
by them—had again created a lofty patronage for poets, and 
high remuneration for their art, not to speak of the rivalry among 
the cities of victors at the games to obtain their praises. - Most 
of the later lyric poets would have greatly disgusted A^l^t^teus or 
Solon. They had sunk back to the social position of depend
ants on princes, like the old epic rhapsodes, when they did not 
assert their liberty in turbulent exile by vehement and bitter 
railing. Still the comfoirts and luxuries of being a well-paid 
and well-honoured court poet favoured Anac^reon, and Pindar, 
and Simonides of K^eos, and many others who lived in the great 
art-centres of Greece.

There remains yet a third widely different reason. While 
education and consequently literature were being more and 

    
 



CH. xi. THE GOLDEN AGE OF G^IEEK POETRY. 187 

more disseminated, prose had not yet been adopted as a 
vehicle of thought, and thus the whole intellectual outcome 
of the nation took the form of verse. Much of what re
mains is indeed prosaic in idea. Xenophanes followed ^e 
older -wise men in attempting to cloture philosophy—and this 
time real philosophy—in a poetic form. The wisdom of Pho- 
kylides and of T^heognis is not hallf so poetical as Plato's prose. 
But ^e Greeks awoke very slowly, as is well known, to the 
necessity of laying aside metre in writing for the public, and 
even when they did, we shall find their prose never shaking off 
a painful attention to rythm.

T^hus the whole of the Hellenic world, now better informed, 
better read, better educated, had no other expression than poetry, 
and so this age, the end of the sixth century, became the greatest 
and most brilliant epoch in all the history of Greek poetry. 
Now for the first time, perhaps for the only time, the Greeks of 
Sicily, Italy, Hellas, Africa, the islands, and of Asia Minor were 
all contributing independently to the national literature. T^hey 
did not all crowd to Sparta, as formerly, or to Athens, as after
wards. They were not all epic poets, as of old, or dramatic, as 
all the great ones of later days. They kept up elegiac, iambic, 

' and hexameter verse ; they cultivated personal and choral lyrics 
with equal success ; nor was it till the close of this epoch that 
the latter form of lyrics asserted itsellf as having gained the 
sufifri^a?es of the entire Hellenic world. For this reason I have left 
the history of public choral poetry to the last, and will not take 
it up till I have sketched the varied developments of personal 
poetry in connection with the authors already discussed.

§ 133. Unfortunately, our most considerable remains from 
this epoch are those of elegiac poetry, which was perhaps the 
poorest and least characteristic species. Its day was gone, and 
with the exception of its survival in epigrams, it fell asleep till 
it was resuscitated by the A^lexandrians, and became a favourite 
form of R^oman poetry. Thus at this period, elegiacs and the 
lame iambics of Hipponax seem to have been the form adopted 
by less poe^c minds, which would in a later century have 
spoken simple prose. We have a few pithy fragments of 
Phojkylipes of Miletus, giving his experiences in short proverbs -
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with the formula This too is PhokylideS (cai rUie. «>&^»niXZS£(u), but 
we know nothing of his life. He imitates Simonides in satirising 
women by comparing them to domestic animals, he speaks of 
Nineveh familiarly as a great city, he wishes to be of the middle 
class iv ttOKu), and even ridicules the advantages of high
birth, so that he can in no wise be regarded as an instance of 
the common statement, that all the poets of the lyric age were 
aristocrats. There are similar feelings scattered through the 
collection called that of Th^eo^gn^is, not to speak of Hipponax. 
But of Phokylides nothing more can be learned.’

§ 134. Xenophanes is a clearer personality, whose life is not 
only in other respects very interesting,^ but whose extant frag
ments are far the finest left us from this epoch of the elegy, if 
not altogether the finest we possess. The first describes the 
conditions of a really pleasant feast,^ the second is an attack on

1 I purposely pass by in silence the spurious moral poem once attributed 
to him, consisting of some 250 hexameters (Bergk, pp. 45S~7S) neatly 
put together, and stating the Jewish moral code pretty completely. There 
can be no doubt that it is the work of a late Alexandrian JeW.

- He seems to have written as much in epic hexameters (on which cf. 
above, p. 122) as in elegiac form.

3 Nif y^ap SI) fajr<^Sov KaBapbv ical c^mdvrav '
Kai KvXtKes • irXeKToiis S' dpifcriBet trref^t^t^ovs,

&^Xos 8' evaSes pVpov iv iptiaXp Traparelvet •
Kpp-riip S’ fa-Tpicev psirrSs ii><poa-vvtis ‘ 

olvos S' ioTtv tr^otp^os, is oihroire <it<i irpoO^iiiTeiv, 
pttiXtxcos iv Kep^jpots i^Si/tt-vos •

iv SS pisots ayp^^}v SSpljv Xtfiat/u^Ss tt^cstv,
{/vvxpSv S’ tisstv SSaip xal yXvKb Kal KaSttp^tv • 

trapKeit^'rat 8’ ^psot £av6oi yepap^ re spdwefa
- Tvpov Kal pt^Xtsos irtovos &xS<>pivp'

ga^pSs S’ AvOetsiv av t8 p^^^ov wdvst) v^‘KrlK(^trs■at, 
p^oK■sttt S' <^/tpls %xet St^pasa Kal

Xpll SI) TTpusov pSv BeSv bpvetv eSfipovas &i^Spas 
el^^ppipots pt^Bots Kal xSy^ois.

^eia^i^^ras SS ko! evl^apevovs rd Siiu^ta St^i^aaBat 
lTp■^^<s<rslv • ravra yap &v Iwj T^poatpereov, .

ovx vi^pets irlvttv S' S-^i^aov Kev tjxaiv &<>Ikoio 
olkaS' &i/ev tspot^sIXov, pt] s^ilvv ys)paX<los •

. avSpWv S’ alvetv tovtov, ts io•r^^<j mt/v ivc^t^lvp,
$ B’ $ p^tripoaivrt Kal vtos ip<p’ dperys •
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the increasing mania for athletics and for physical training, 
which, keeping pace with the growing national importance ot 
the public games, began to infest the Greece, very much as it 
has been infesting the England of later years. We know that 
Solon had protested against this evil a generation earlier, 
and had diminished the public rewards given to victors at the 
games. In the next century Euripides (whose scholiast quotes 
this fragment of Xenophanes)■ writes in the same spirit. In v 
later days generals like Alexander and Philop^oemen set their 
faces steadily against athletic traini^ig as unserviceable for mili
tary purposes. We hear from X^enophanes that he began to- 
philosophize at the age of t^wenty-five, and had been spreading 
his, thoughts through Greece for sixty-seven years, so that it is 
probable that his activity began while Solon was yet alive, at 

■ all events early in the sixth century.* .
§ 135. The same may certainly be said of his contemporary 

Theognis, under whose name we have a little volume ot 
elegies (nearly 1,400 lines) of which the greater part, called the 
first book, contains all manner of political and social advices, 
while the rest is devoted to amorous complaints of the coldness 
or faithlessness of a favourite boy, whom the poet addressed 
throughout his works. From the allusions in these poems it 
appears that Theo^is, who belonged to Megara in Greece, 
though he is also called a citizen of the Sicilian Megara, was 
one of the old aristocratic party, which had crushed and op
pressed the lower classes, till after many internal feuds and 
troubles the dynasty of K^j^pselus in its turn defeated and 
exiled the oppressors, and gave liberty and property to the com
mon people. After the fall of the K^y^pselids the party struggles

ofSri ndxas Siei^exy Tndivuv riydvrav,
ovSk ril K.fvr^c^i^i>tov, i^J^cio^r^c^TO tuv irpi^Tepay, 

fl o-rda^uxs a'<j>^eavds • rots o/iv xpvcrby ivsartv - 
6eiOv Si irpo/trjBeliv aiiy exeiv iya96v.

* Bergk places his appearance as a philosopher so far back as ^1. 46, 7» 
so that he wou^d come quite close to Thales ; and this would account for 
his not departing from the poetical form of teaching, as Heracleitus did, 
Whose work may be fifty years later. But this explanation is unnecessary, 
cf. above, p. 123.
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recommenced, but with this difference, that the people had 
got possession of a considerable portion of the property of the 
better classes, and entered upon the conflict with some idea of 
their own rights and claims. This was of course most galling 
to the aristocrats, who remembered their opponents ‘ wandering 
about in sheepskins and goatskins,’ and glad to accept any 
benevolences in their despair. •

The genuine elegies of Theognis appear to have been 
advices to a young aristocratic favourite, K^j^nus, also called 
by the patronymic Poly^paides, on the importance of high 
breeding, on the essential vileness of the lower classes, on the 
decay of party spirit among the Megarian nobles, and the 
rising influence of wealth. The nobles are called the goo/l. as 
we call them the better classes, and the mere citizens (daroi) 
are called the bad systematically, but by no means in such a 
way as to warrant the absurd inference that in the poet's mind 
gooti (ay^afloc, ta&XoC) and bad (ica(cdf) • had a purely political 
meaning. There are ample evidences in the elegies of these 
words in their strictly moral sense, which indeed was established 
long before The^o^gn^i^s^.

There are other allusions, such as to the threatened wars of 
the Medes, which might lead us to further inferences about 
the poet's life, if the elegies now collected under his name 
were the unalloyed expressions of one poet, and not a sort of 
politico-moral ‘ elegant extracts ' put together for educational 
purposes, long after the poet’s death, and without any attempt 
to maintain his real teaching. There is no Greek poet to 
whom the application of this Wolfian theory has been more 
eminently successful. The allusions to the L^ela^ntine war on 
the one hand, and to the Medes on the other, stretch far 
beyond the life of any one man, even were he to make such fla
grantly inconsistent assertions about morals and politics as are 
found in the collection. Moreover, lines elsewhere preserved 
as Solon’s and as T^yr^t^jeus’ reappear as Theognis’; and with' 
this change, that in more than one case the opening and con
cluding lines (containing some general summary or reflection) 
are set down, omitting the body of the poem, as it appears in 
Stobseus, and as assigned to the older author. This shows clearly
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the intentions of the compiler. He only wanted moral saxys, 
and not personal poems. Bergk, who has worked all this out, 
shows furthermore that only the old elegiasts are excerpted, no. 
notice being taken of such poets as Ion or Critias. The date 
of the compilation is limited by a passage of Isocrates, who 
wishes that such a collection were made, and again in the 
other direction by a passage in Plato's Laws, who s^ys that 
some such plan was being adopted by practical educators. Ou» . 
so-called Theognis therefore probably took its present form 
about the middle of the fourth century. I have already 
noticed how there is perhaps a fragment of Bias of Priene, 
a^mong others, here preserved to us. Possibly Callinus and 
Mimnermus are also represented. Unfortunately the most
valuable parts, both historically and a^s^tl^^^l^iically, have been 
o^mitted by the dry schoolmatter who made the selection. 
The poelical value of the collection is small, and the tone 

a^p^p^i^oaches the modesty and lamenett of prose, as old critics 
•observed. The convivial fragments are perhaps the best. It 
is to be remarked that the second book, which contains love
complaints almost exclusively, breathes a manly and vigorous 
tone, and reminds us of what the ancients have reported of the 

■<^haracter of such atlachmentt among the old Cretans and 
Eut^oeant. Fragmentt of the poems seem indeed to refer to 
Eub^cea, others to Sparta, and the whole is composed in the 

■^(^i^idted Ionic dialect, which was far removed from the ordi
nary speech of the Megarians. This is accordingly the most 
striking instance of the close connection between a peculiar 
dialect and a peculiar form of poetry, to the exclusion of the 
ordinary language of the poett

§ 136. B^bl^i^ographia^. As to MSS. they are very numerous, 
at Paris and the Vatican especially, but also at Venice, Florence, 
and elsewhere. Bekker's collation has shown the paramount 
value of one (A) known as Mutinensis (which alone conlaint 
the second book), now in Paris (Cidd. Gr^cee. Suppl. 388), but he 
has not specified its age. Then one (K) of the Venetian (Marc. 
522), and one (O) of the Va^tican (Vatic. 915), which have been 

-^s^own by Bergk to be of separate and considerable value. All 
the rest are far inferior and not independent. The editii
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prin^ceps is the Aldine of 1495 (together with Thec^c^i^itus, Hesiod, 
&c.) ; the most important subsequently are those of Camerarius 
(1551), of Brunck and Gaisford (as I^c^etce G^^omici). T^l^e 
critical editions are by Bekker(2nd ed., Berlin, 1827), Welcker 
(1826), Orelli (1840), Ziegler (1868), and in Bergk’s Lyr^c I^od^s. 
There are fou^ or five German translations, and a partial 
English version in J. H. Frere’s T/icognis Rest^tutus (Works, 

, vol. iii.), which endeavours to construct the poet’s life and 
opinions from his poems ; but the whole attempt is vitiated 
by the assumption of the unity of authorship of our text The 
somewhat similar speculation of O. Miiiler in his History 
o Gi^eek Litt<^i^at^ire has been severely handled by Bergk 
(jVeues j^Jiei^n^. Mus. vol. iii. pp.' 227).

§ 137. We may here fitly sum up in a few words the later 
history of the elegy, which for us may be said to close with 
Tf^e^o^g^rus. ^here were indeed many other elegiac poets, both 
Ionic and A^ttic, of whom traces still remain, but to us they are 
lost, nor h^ve we reason to think that if extant they would occupy 
a high place in Greek L^i^terature. The last important poem 
of the species in older days was the Lyde of Antimachus, 
whose learned epic was above mentioned (§ 109). This lament 
on the death of his beloved was a sort of In Mem^^iam, like the 
great poem of our own day, passing from personal grief into 
larger questions—but in A^n^ti^machus questions of mythical and 
genealogical lore. Through good critics always speak of the poet 
as laboured and pedantic, there can be no doubt that his elegy, 
as well as his learned epic, had great influence in moulding both 
the epics arid elegiacs of A^lexandria, where these cold and 
formal qualities were in high repute. The few extant lines of 
the Lyde give us no idea of the poem.* There are other well- 
known names handed down to us as having composed social 
elegies, principally at Athens, such as Ion of Chios, Euenus of 
Paros, and a certain Dionysius (nicknamed ‘ the Copper ’), 
from all of whom a few lines survive of grace and of elegant 
workmanship. In the next generation the notorious Critias,. 
among his varied literary work, composed political elegies, 
or descriptions of polities ep/ierpoi is their title)„

* Bergk, FLG. p. 610.
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in the style, though far removed from the temper, of Solon, 
and Of these t^vo considerable and interesting fragments su^'^^. * 

§ 138. An elegiac complaint in the A^n^dr^omackie of Euripides,* 
in Doric dialect, is a curiosity in dramatic literature. But 
while we have these few formal representatives of sustained 
composition in elegiac metre, it seems that with Simonides 
came in the fashion of composing short epigrams of a votive 
cha^:^^i^i^]r,on monuments, or epitaphs on tombs, for which 
this form was generally adopted. Those of Simonides were 
most famous, but in the later collections of the anthologies we . 
have short elegiac inscriptions attributed-to all manner of lite
rary men, tragic poets like Ai^schylus and Euripides, lyric 
poets, even to prose writers like Thucydides and Plato. The 
g^enuineness of these little pieces is always a very dif^cult 
quest^i^n; but that the gener^al fashion prevailed, and that various 
literal men amused themselves in this way, apart from great 
competitions for public dedications, is certain. The reader

’ Frag. 2 : Kal T<iS’ eOos Siriprp peKTid re KlpevVv iartv, 
irlytv rtv aMii> oyoTiov itVXtKet,

ur)S’ aToSupettrSat wo’i'Taei Oyo/pufrl \4yovra, 
p»)8’ Ml S«|iT6pk xe~a kokAovv 0idaou 
^yy<(r . . . . ,
. . . AvSj) xelp up' 'Arnaro'fai/iis, 

K<a irpoTtOirtts Sptyeiv imS4^t<r, ko! tpoKtiKTBat 
^^ovo/tPKfktSry, $ wponiety 

eir’ airb roiot>ruv ir^atuv yXiiaars re \6ovatv 
«!s at<r;(poOs ptOovs, aupd r’ apavpirfpoy

* vpbS 8* upppa' &x.bVs kpf^anrbs *
Xjjrts S’ ^Kraicet pyrpoaVyijy irparlSuy • 

vous 8« rrapeatpaarat • Spues S’ kcr^^aimiv ex^’^'tiv 
■Ooo • d7rrt<r1ri1Taet S’ ohcorpibs Savdyr. 

ot AaKeSatpoyiuy St icipot slyowt aopoyaoy, 
Har'e <l>p4y’ es t^ap&v ^XtESp adyr■’ iirdyeiv, ( 

eCs re <tpor>por^y1|y yK<ippay peaplry re yiKrra. 
mairii 8a tTpis atpaTr r’ axpeb-tpos ,

y’app re Kriaet re • kpXccs S’ els epy’ 'Aapooinis, 
irps 6' Siryoy Ppporaa^, rbv mpdruv Ktpaya 

rrpbs rpy Tep1rar1■dTny re BHv ByifTris 'CyCnay, 
kP ry EbaePis yeCr-oya lSu<pporiyryp ir-'rA 

S vv. 104, sq.
' VOL. I. 0
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will find in Bergk’s I^yrid many such epigrams of great beauty 
under the authors to whom they were attributed. To discuss 
them together is rather the task of the historian of post-classical 
literature. For the A^^^ex^andrians not only revived t^^^Ionic 
elegy in the hands of Callimachus, Philetas, Eratosthenes, Par- 
thenius, and others, but exercised their wits in making subtle 
epigrams full of dainty conceits. These are well worth reading 
in the anthology, where they are confused with many specimens 
of older and simpler work, and have been tastefully reviewed in a 
special chapter of Mr. Symonds’ Greek Poets. The erotic elegy 
of Callimachus, Philetas and their school is chiefly interesting as 
having been the model of the Roman elegy, which is one of the 
g^lories of Latin literature in the hands of Ovid, Catullus, Tibul
lus, and Propertius. But the scanty remains of Callimachus,* 
and the almost-total loss of the others, relieve me of the neces
sity of disoussing them with the detail I have allowed to Apol
lonius. Yet it is from the Alexandrian and Roman elegy that 
the whole modem notion of that kind of poem has been .de
rived. Thus the exceptional Na^n^^i^o of Mimnermus was more 
lasting in idea than the far more ambitious and famous works 
of Solon and Theognis, of Xenophanes and Tjrt^ieus.

§ 139. While the elegy had taken its completed p^t^^gmatical 
form in Th^^o^gnis, and while, as we shall see, Ibycus and Ana
creon were each following up special forms of lyric poetry, the 
iambic metre, of which we hear hardly anything since the elder 
Simonides, revived with peculiar modifications under the hands 
of Hipponax of Ephesus, who is generally mentioned as the 
third iambic poet of the Greeks, along with Archilochus and 
Simonides. He lived about the 60th 01. at Claz^o^n^e^r^te, being 
exiled from his native town by the tyrants Athenagoras and 
C^mas, and was chiefly noted for his scurrilous poems on 
Bupalus and Athenio, the celebrated sculptors, who had repre
sented or exaggerated his personal deformity in a portrait statue.

* One elegy on the annual bathing of the statue of Athene at Argos in 
the Inachus, 140 lines in Doric dialect, and after the style of a Homeric 
hymn, on the adventures of Athene in Boeotia, and the blindi^^ of Teire- 
jsias. On Callimachus, cf. above, § 102.
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He seems, however, also to have attacked a contemporary 
painter, and to have been a man of violent hates, and of an 
unhappy life. Ovid (in his Ibis) says that he died of hunger, ' 
but this may be a poetical inference from the complaints of 
gold and hunger in his extant fragments, which German critics 

■ take seriously, but which are more probably the comic outbursts 
of a somewhat low and pleasure-loving nature, as we may guess 
from the many allusions to cookery quoted from him. Th^c^ugh 
he used ordinary iambic trimeters, tetrameters, and also hexa
meters in epic parodies (which he perhaps invented), his distinc
tive feature was the use of choliambics, or iambics ending with 

spondee, which, according to the Germans, gives the metre a 
halting low plebeian tone, only fit for vulgar and coarse subjects. 
Nevertheless, the refined Callimachus and Babrius came to use 
it for short fables of an innocent and even '^r^a^cfeful descrip
tion. There is no poetic beauty in the extant fragments, 
which are chiefly cited by grammarians either for peculiar 
customs, such as the sacrificing of i^upfiaKoi—the human sin offer
ings at the Thargelia, or for hard and obscene words, probably 
local or slang, in character. Though well-known and oft 
quoted, Hipponax naturally formed no school, but there are 
fragments of a certain Ananius, who wrote in the same metre, 
and who seems to have lived about the same time. The con
stant invocations of Hermes in the fragments of Hipponax are 
remarkable, and point to some unexplained cause. This god 
may possibly have been the favourite deity of the lower classes 
in Ionic cities, and represented in the streets, as we know was 
the case at Athens. The names of the later choliambists are 
not worth enumerating.’

The spirit of personal satire was transmitted to Attic 
comedy, which is generally agreed to have started with an 
iambic vein, and in its political days, the attacks of ' the 
comic poets on leading men, or on notorious libertines at 
Athens were not less direct and angry than the verses O^

’ Cf. Bergk, FLG. pp. 788, sq. Herodas alone is still of interest, and 
his fragments worth reading. But his date is variously assigned from the 
age of Xenophon to that of Callimachus, and his history unknown.

O 3
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Archilochus and Hi^p^ponax., The close alliance in spirit be
tween these two branches of Greek poetry is further illus
trated by the fact that H^e^imippus, one of the bitterest oppo
nents of .Pericles among the old comic poets, was also the 
author of a book of iambic and trochaic poems, often quoted 
both by A^l^h^e^r^£eus and the scholiasts on Aristophanes.* These 
poems were personal attacks of the same kind as those in the 
parabasis of the earlier comedies, but here even in form imi
tated from the ancient masters of satire among the Greeks.®

§ 140. The most striking possible contrast to Hipponax was 
his contemporary AaugRE^ON of Te^os, who migrated with his 
townspeople to Abdera, whenT^tey were driven out by Harpagus. 
From thence he was called to grace the court of Poly^rates of 
Samos, then the greatest man in the Greek world ; and after 
Polycrates's murder he is said to have passed his old age with the 
scarcely less splendid Hipparchus at Athens. Of his death 
nothing certain is known. Instead of the low virulence and

* bitter wants of Hipponax's life, we have here an accomplished 
courtier, a votary of love and wine, a man who enjoyed every 
human pleasure to the full, and fell^cno trouble save the touch 
of,_^iilver in his hair, and the scorn of stately youth or fair 
maiden for his advancing years. He concerned himselif with no 
polii^ti^s;; he gave no serious advice in monels; he stands aloo:f 
from all the higher aims and aspirations of his ag^; he was / 
essentially ‘ the idle singer of an empty day,' the minion in 
poetry of a luxurious and sensual court. The vigorous attack 
on Artemon (fr. 21) seems incited by erotic jealo^^i^jy; the 
hymns to Dionysus, who is with him as prominent as Hermes 
with Hipponax, were in no sense religious, but worldly compo
sitions. But this want of seriousness reached the very core of

* Cf. Meineke, Hut. Com. p. 96.
2 When the Romans lay claim to the invention of satire, as their sole 

originality in poetry, it is.to be remembered that this is only true in the 
peculiar Roman sense of satira, as a p^oetical medley, such as the satires of 
Horace and Persius ; and this we are not in a position to deny, as we have 
lost the mimes of Sophron. But we know that Sophron was the model of 
the latter, and therefore may have anticipated this phase of literature also. 
To say that satire, in the other and now received sense, was invented by 
the Romans is quite ridiculous.
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his nature. His praise of love and of wine are not the passion
ate outbursts of Archilochus or Al^c^aeus, but the elegant encomia 
of an Aristippus, who lays hold of pleasure, but is not held by 
it; The glow of passion and the pang of grie:f could not agitate • 
that worldly and selfish soul, even though he ventures to assert/ 
‘ 'that Eros struck at him with a mighty axe, and plunged hinm , , 
in a wintry torrent.' The great body of his fragments, and the 
numerous copies of his poems, spe^^lkjo ^^ye. as^an. engrossing 
amusement, of feasting as spoilt by earnest conversation, nay 
even of old age with a sort of jovial regret, very different from ' 
the dark laments of tire earnest Mimnermus.^ The poetry of 
Anacreon is no longer the outburst of pent-up passion, but the 
exercise of a graceful talent, the ornament of a luxurious 
leisure. Had the court of Augustus not affected moral reforms 
and national aims, we should have had in • Horace a very simi
lar poet In both the very absence of intensity permitted a 
peculiar polish and grace of form, so much so, that no Greek poet 
excels Anacreon in the variety and elegance of his metres, or in 
the purity of his diction.

It was for this very reason, because perfect form was 
combined with trivial and shallow sentiment, that the poe
tasters of a worn-out culture chose him above all others as 
their most suitable model. For a long time the Anacreontics ■ 
composed in the schools of the fourth century a.d., especi
ally at Gaza, imposed their conceits upon the world as the ' 
work of Anacreon—an imposture of which the brilliant trans
lations of Thomas Moore are a happy result, but an impos
ture inconceivable had they attempted to copy the redhot 
aristocrats, whose lyrics spoke their troubled and turbulent 
life. I will not discuss these well-known love- poems, whi^i^li,, 
were printed repeatedly with great elegance at Parma and at 
Rome in the last century, so much so that they have become 
of considerable value to lovers of beautiful books. The Roman 
reproduction in plates and in type of the eleventh century 
Palatine MS. (Spaletti, 1781) is particularly interesting. They

' They are elegantly characterised by Critias (in his 7th extant fragment, 
Bergk, p. 605) as m/ioaluv {pBiapa, yuvaticaiv rtpfaeupa, aiKav ivTlitaXov, , 

    
 



198 HISTORY OF GIU^IeK LITERATURE, ch. xr. 

are, again edited with more care than they deserve by Val. Rose 
and by Bergk, though they are not without a certain elegance, 
and have produced innumerable translations and imitations. 
To us they are chiefly useful as evidences of the effect pro
duced by the complete works of Anacreon upon the schools 
which studied him.

In form .Anacreon belongs to the yEolic school of Sappho and 
, .AJ^eoeus, and his poems were sung without chorus to the accom
paniment of a lyre of twenty strings. His verses were mono- 
strophic, like theirs, repeating simple but varied rythms, mixed 
iambics, choriambics, and tribrachs, after the manner of the 
verses of our modem songs. But he seems to have avoided 
the special metres called by us Alcaic and Sapphic, and to have 
preferred glyconics. In adopting this simple and personal 
form of the Hiolic bards, he was led by a truer instinct than his 
contemporary Ibycus, who attempted to combine the erotic tone 
of the Lesbian school with the choral lyric form of the Dorians.' 
But it will be better to class Ibycus with the latter and we 
shall accordingly return to him.
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CHAPTER XII.

THE PUBLIC LYRIC POETRY OF THE GREERS

§ 141. We have already recognised the first beginnings of this 
strictly Greek form of poetry in our notice of Alc^man, though 
personal allusions are still frequent in his fragments, and his 
provincial character was noted in contrast to the broader fea
tures of his successors. The first of these who is' sufifi^i^iiently 
important for this brief history is Arion of Methymna, specially 
celebrated as having organised the dithyrambic! choruses in 
honour of Diony^s^us, whose worship, orgiastic and oriental in 
character, had hitherto been unsanctioned by either states or 
literary men, but was popular about the Isthmus. He a^anged 
the chorus of fifty, so as to produce antistrophic effects, and 
brought into Uje dancing—the science-^ orchesti^c—as sub
sidiary to music and poetry. Historians of the drama have 
laid great stress on this improvement of the popular dithyramb. 
Arion was the first to introduce it into a Doric town, Corinth, 
and to give the chorus an artistic form, called cyclic, which was 
not changed till T^hespis rearranged his tragic chorus to a square 
form. It seems, furthermore, that the dithyrambic choruses of 
Arion were not wildly joyous and licentious, like the original 
country dances which were his model, but honoured Dionysus 
as Zagreus, or god of the nether world, in a solemn Doric tone. 
Arion is even called the inventor of the tragic tropos, which 
corresponded to the e/^nie^Eia, or solemn dance of subsequent 
tragedy. It seems that his cyclic chorus did not wear masks,

■ The derivation of the word dithyrambos, which appears to have been 
another name for Dionysus, is not yet satisfactorily explained. It was 
always used to designate those mimic combinations of music, poetry, and 
dancing which were performed in honour of t^e god.
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but' was a serious body of men, so-'that the dithyramb assum^^id' 
in his hands something of the dignity of the choral worship of 
Apollo. The rude wild dithyramb of t^ie country folks no 
doubt still subsisted, but Arion created a new literary form.

These important innovations are indirect inferences, in some 
cases 'Hot ver^ certain, from the stray notes surviving about his 
literary position, which is little discussed by the ancients. 
Yet his personal fame was very great, as appears from the 
story of his being compelled by sailors, who coveted his 
amassed wealth, to jump into the sea on his return route from 
Italy, when a dolphin carried him to Taenarum. I-Ie re
appeared at the court of Periander, to the dismay of his would-be 
murderers. He seems, in fact, as intimate with Periander as 
Anacreon was with Polycrates. ' This fixes his date, and 'he 
is besides called a pupil of Alcman.. As to the story of the 
dolphin, our evidence for it is C^^i^i^i>usly old and respect
able. There is the charming narrative of Herodotus (i. 23), 
who mentions die figure of the poet on a dolphin, dedicated at 
Taenarum. ‘ This figure was well known, and was copied, or 
paralleled, by numerous coins of Methymna, Corinth, l^a^^^e^ntum, 
Brundusium, and other cities in Italy. Legends of Ta^r^e^ntum, 
however, connect both Tairas and Phalanthus in a similar way • 
with dolphins, so that we cannot be sure that all the coins 
represent Arion. But /Elian, in repeating the story, quotes a 
passage from Arion himself, distinctly alleging the facts. This 
elegant poem * has been, of course, declared spurious, because

* "TiJ'io'tc OcS^v,
' v&vvso )':pv(roTplatf( TldtristiOov,

yf^iao^x' iyKvpoV aV akpav.
’ fipayx'fois ntpl 5« ah 

Opcs x°pi^ovat n^inckp, 
aoSav pippaaiv 

ikajip’ i^t^av^akJiPpvi^P^t, atpol, 
ippiativxcves, uKuS/ioftot aiCikaKiS, C^i^kiptovaot 
Sc)«p'ipts, evaka appftpuvra 
Kovpav NqpetSav pav, 
fir hyelyar’ PApu^ir-pWa • 
o' p' «!t n^ko^os yap Uvl Tatvaplav 
aurav hvopni'atvrf vk^a£ipw>ov SttKckSp W vt^vry, 
K^f^foiiri ydr^ots ix^Cfras,
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it asserts a miracle, or because it is unworthy of. such a poet as 
Arion—that poet’s works being otherwise unknown ! !—or be
cause it is supposed to contain modernisms. All these are 
matters of opinion, and, on the whole, the absence of any men-" 
tion of the poem by earlier authorities makes me doubt its 
genuineness, though I suspect it must be the ancient work of 

. some immediate pupil, who passed it off as the poet’s own.
It has not, I think, been suggested that the close con

nection between Arion and the cult of Dionysus may have 
suggested the dolphin legend, for we see from the Homeric 
hy^nn to Dionysus (above, p. 135) how that god was early 
identified with marine adventure, and more especially with 
dolphins, as a sort of sporting sea satyrs, whose gambollings 
might be thought analogous to a dancing chorus.

§ 142. There is yet another alleged composer of tr-agic choruses 
—like Arion’s; whose work Herodotus notices in one of. his 
precious literary dig^^^^ii^i^^—E^pigencs of Sicyon. Hero
dotus says that the Sicyonians honoured- Ac^rastus in every 
possible way, and even celebrated his sufferings in tragic 
choruses, honouring not Dionysus, but Adrastus. Cleisthenes, 
for political reasons, restored the due honours to the god. 
But this early attempt to substitute a mortal hero’s sufferings 
for those of Dionysus is a curious anticipation of the great stride 
to tragedy made in Attica at the close of the same century.

§ 143. Before passing on, a word may be said on the melic 
fragments quoted by Diogenes Laertius, as the most favourite of 
the songs composed by the seven wise men. He cites with this 
formula (ru/v Se Ct^OfjLE^'iav na^^irra E^^loxt/j^rjirev avrov tuBe') from 
Pittacus, Bias, Chilo, Thales, and Clec^l^ulus. The metres are 
dactyls and trochees combined in logooedic manner. The dic
tion seems antique. Yet I agree with the sceptical critics 
who deny their genuineness. Diogenes borrowed most of 
them from the book of the Argive Lobo, about whose age or 
authority we know nothing.

&AoKa NitpCias irXaicCis 
re/tvovres, aoTt^rj s^iipov, SoKioi
Ss jU a\ti'r}^6^ou yfaaipupas ve<>s
els olS/t,’ aftvi^P^pipupov \ttf^t>as (piipav.
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§ 144. The inscription of E^chemb-rot^tus the Arcadian, quoted 
by Pausanias from a tripod at Thebes, is genuine, and relates that 
this man contended at Delphi (evidently after the wide growth 
of the festival) and composed, ^^orthe Hell^enes, soni^santl elegies. 

, But his date is unknown. A^nother poet, Xanthus, is distinctly 
mentioned as older than Stesichorus, and his model in some 
thing^s. But he too is a mere name, and only serves us to
introduce his successor.

§ 145. Stesichorus of Himera was a great figure in Greek 
literature, and evidently a man of the first importance, but his 
fragments, though numerous (above 50), do not afford us the 
materials for an independent judgment. His family was said to' 
proceed from the Locrian colony Metaurus in Sicily, and, as we 
have seen (p. 105, note), the Locrian legends connect him with 
Hesiod. His original name is said by Suidas to have been 
Tj^si^as. He lived about 630-550 Bi^-.-and appears to have died 

/ at an advanced age in Catana, where a curious octagon monu
ment,- with eight pillars and eight steps, marked his tomb. As 
the oldest poet of Sicily, he was specially distinguished. More 
particularly he is praised for his Homeric tone, and only slightly 
censured by the later Roman rhetoricians for redundancy. 
His poems once comprised twenty-six books, of which a 
group of twelve poems with epic titles is specially noticedl,' 
such as E^iip^^yla^ the Fall of Troy, Helena, the Orest^^a, &c. _ 
of these we shall speak again. There were also religious 
poems, of which we know very litt^^; songs of revelry, sung in 
Athens at wine-]^:^i^t^i<^Si; bucolic love poems about shepherds ' 
(particularly Da^phnis), which are called by ..Lilian the fore
runners of Theoc^ritus’ poetry, and lastly love stories in verse, 
which seem to have been unlike anything in . Greek literature, 
except the Milesian tales, and their successors, the late Greek 

f novels. Of these the K^a^yke, much in fashion among women, 
told of that maiden being enamoured of a youth, and praying 
to A^f^hrodite that she might be joined to him in lawful wed- 

j loc^k; but when her desire could not be accomplished, she took 
away her own life. This sentimental poetic novel was re
markable for its moral tone, and indeed all Stesichorus’ poetry 
produces the same impression.
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§ 146. His position in the history of Greek religion is vei^\ 
important, for finding the taste for' epic recitation decaying, he 1 
undertook to reproduce epic stories in lyric dress, and present | 
the substance of the old epics in rich and varied metres, and, 
with the measured movements of a trained chorus. This was' 
a direct step to the drama, for when any one member of the 
chorus came to stand apart and address the rest of the choir, 
we have already the essence of Greek tragedy before us. He 
added to the strophe and antistrophe the epode, and so gave 
choral lyric poetry .the complete form, found in Pindar and the 
tragic choruses. But apart from these formal changes, he freely 
altered and modified the substance of the legends, or perhaps 
broughtinto notoriety old and little-known variations which from 
his day became popular, and passed into Attic tragedy. To judge 
from like variations in Pindar, some of these changes were 
suggested by moral reasons, but possibly most of them merely 
by a love of variety, and of refreshing the somewhat worn-out 
epicv legends. On the siege of Troy especially he differed 
much from our Homer, and his famous palinodia about Helen 
gave rise to the most celebrated stor^ about him.* He had, in 
the opening of .a poem, spoken disparagingly of the heroine, 
who struck him with blindness. He then composed his re
cantation (the 'EXera), which asserted that not the real but a 
phantom Helen had gone to Troy (a legend recurring In 
Euripides' H^el^ena), and he accordingly recovered his sight.*

The poet was apparently no politician, though his apologue ot 
the horse who called in a rider to help him against the stag was 
reported to have been composed for the citizens of Ag^rig^entum, 
to open their eyes to the danger of giving Phalaris the power

■ From the authorities cited by Bergk {FLG. p. 981), It appears that 
Plato (Phad. 243 A) Is our earliest authority for the legend; then Iso
crates (in his Eneont. Eel. p. 64). But the fullest account Is In Pausanias 
(iii. 19. n). A host of other allusions Is also cited. It Is important 
to observe, that a^^og them a scholion on Ly^cophron speaks of HesIod as 
the first deviser of the story of an i-fSwAav of Helen.

* The first lines of this palinodia have survived :— 
oIk tar tTv/ios X6’yos oVros, 
ovS ifias Iv vavdlv ti^^A/iois 
oil? Iitto nlpya/it Tpolas,
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hich he afterwards so grievously misused. The language of 
fc^iesic^liorus, as befitted public choral poetry, was not a local 
idiom, and is seldom quoted as peculiar by the grammarians, 
but is epic in tone, and pure and classical in its diction. 
Unfoi^tunately, his fragments, chiefly cited for new versions of 
legends, are more barren than usual for us; nor is there any 
poet of whom so much has remained who now presents so 
cndefcnite and vague a figure in Greek literature. But he has 
a certain family lckenssi to Pindar, whose 4th Pythian ode is 
probably similar in type to his poems on epic subjects.

§ 147. The rsmacni of the .poet Ibycus are of a far more 
defincte complexion. This poet, a native of Rhsncum, flourished 
about Ol. 60, and has been variously regarded as a successor 
of Stssichorus, and as an offshoot of the vEolic school. There 
are strong reasons for both these views, but that which main
tains the former is, in my opinion, the more correct. The 
poems of Ibycus were essentially choral poems, and intended 
for public peIformancss. They have the complicated structure 
of Stsscchorus’ poems, and some fragments on epic subjects 
ascribed in turn to either poet, show how strong was the simi
larity between them. There are indeed a great many refsrsncsi 
in gsogTaphers and scholiasti to Ibycus as an authority 6n epic 
legends. But, on the other hand, the exceedingly glowing and 
^ieauuiul .con£sssjoI:ni-)f.lo'ye, and the fact that these were some- 
tij^s addreissd to indcvcdual youths, seem to place the poet 
among the personal lyrists of the AEolic school, and suggest 
that he should be treated along with Sappho and A^nacreon.

It has been iurmcsed that these love poems were not 
really personal, that the Chalcidians had of old contests of 
beauty among boys, and openly legalised the love of them, 
and that Ibycus composed these passionate addresiei as the 
public expression of the love of beauty among his fellow
citizens, so that we have here a literary effort even more 
artificial and sslf-consccoui than the phcloiophcc gaiety of 
A^nacreon. But such excessive refinements are surely an ana- 

■c^h^r^onism in Ibycus' age, and we ought rather to regard his 
poetry as a very important attempt to combine the chief merits 

I of the yEolic school with the richer and more popular forms of
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<he Doric choral poetry. We know that many-of his- poems 
were of this strictly Stesichorean character, and it does not at 
a^l appear that he devoted himself wholly to love, like Sappho, 
or that he touched politics, like Al^c^aeus. On the other hand, \ 
we find the feeling of love almost avoided by the public choral 1 
lyrics, so that these fragments stand out in peculiar relief. It is 
very remarkable that this noble attempt of Ibycus did not find , 
imitators. Anacreon _ and Ibycu^are the ..la^t Greek poets \ 
who touched these magic chords in human nature. The ) 
poetry of love disappears (except in skolia) during the period 
of the pohtical„g^eatness of Greece, and only revives as an 
artificial plant in the decay of its literature. It may have been 
felt that such personal and private feelings were unsuitable to 
public choirs, and the artistic sense of the Greeks may have 
forbidden such a combination. When this artistic sense was 
rapidly developing the rich antistrophic periods, and various 
metres, with orchestic to expound them to the eye as well as to 
the ear—it may have been felt that these complicated forms 
were greater and more national than the simple songs of Sappho 
and Anacreon, however pathetic and beautiful these latter 
might be. So it came that Ibyc^us, who is quoted with great 
enthusiasm by Alhe^n^seus, and other critics of late date, is not, 
so far as I can remember, commonly praised among the an
cients, or placed at all on the level with Stesichorus. To us 
the extant fragments justify the reversing of this judgment, 
those of Ibycus being exceptionally beautiful.’

The legend of the cranes which exposed his murderers has 
been best told in a famous poem by Schiller, but does not rest 
on any very ancient authority.

* Frag. 2 : "Epos ad fe KvavVom bb fKeipapois TOKop' on/airt 
SepKifOVos

vavroSaTTots is iirotpa Sii^Tva KbpiSi fiX-ei' 
tI fap ppof.a pip Spopxitipop, 
&irpe <epipvyos Pssos heB—oppos sorl yj/pai 

oP^p S^^icipi DooTs is itptPKap fa.
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CHAPTER XIII.

THE AGE OF SIMONIDES AND PINDAR.

§ 148. We come at last to the two great masters of what 
the Germans call universc^l- melic, Simonides and Pindar. Uni
versal melic implies that these men rose [above all local 
idioms and parochial interests, and were acknowledged as 
national poei^is * and composers of all sorts of lyric poetry. It 
must, however, be remembered, in limitation of these notions, 
that the love-songs of the Aeolic school are not reproduced, 
that the personal experiences of the pjee^i* are no longer promi
nent, and that these men distinctly represent the triumph of 
the public lyrics over the personal lyrics of earlier schools. 
This change was either the cause or the effect, or both, of a 
changed social position in the poets themselves. Neither 
Simonides nor Pindar has anything in common with the tur
bulent aristocrats of earlier lyric days. The rise and pre
valence of tyrants in Greece, and their desire of spreading cul
ture about them, had created a demand, and a comfortable 
prospect, for professional court poets, of whom Anacreon has 
already been noticed as a specimen. Thus both Simonides 
and Pindar lived and composed at the courts of tyrants. But 
fortunately for them their epoch coincided with the outburst of 
democracy after the Persian wars, and the rise of free states 
which could rival the tyrants in patronising letters. Thus we 
find these distinguished men equal favourites with despots and 
with their bitterest enemies, and we can see how carefully they 
must have avoided politics. In the great national contest 
against P^ersia, Simonides took part by his numerous elegies

* This claim is, however, made by an earlier poet, Echeml>rotus, the 
A^i^cadian ; cf. above, p. 202.
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and epigra.ms,* for which he seems to have revived the elegiac 
metre, which had fallen into disuse for philosophical and moral 
purposes. But Pindar, whose city had taken the wrong side, 
and had Medized, was unable to glorify the Greek cause ade
quately at the expense of the l^h^et^ans, and hence Simonides 
maintained, among his contemporaries, a higher reputation.

SiMoi^ii^DEs-s^r-oof-L^eoprepes.. was born at lulis, on the 
island of Keos—an island afterwards noted for good laws and 
for culture—^and was consequently distinguished from his older 
namesake as 6 KeToc. As his life reached from 556 to 469 b.c., 
he may be said to have lived through the most glorious and 
certainly the most eventful period of Greek history. Coming 
forward at a time when the tyrants had made poetry a matter 
of culture, and dissociated it from politics, we ^i-d him a pro
fessional artist, free from all part^ struggles, alike welcome at 
the courts of tyrants and among the citizens of free states ; he 
was respected throughout all the Greek world, and knew well 
how to suit himself,' ^‘o<cially and artistically, to his patrons. 
The great national struggle with Persia gave him the oppor
tunity of becoming the spokesman of the nation, in celebrating 
the glories of t^e victors, and the heroism of the fallen patriot;;., 
This exceptional opportunity made him quite the foremost 
poet of his day, and decidedly better known and more admired 
than Pindar, who has so completely eclipsed him in the atten
tion of posterity. I- one department of poetry, in his eleg^<^^. 
and epigrams, he indeed always held the foremost rank, but 
the -sacerdotal and grandiloquent splendour.-olF Pindar has 
long gained the day over the smoother and mori-Pworldly 
compositions of Simonides, which were more obvious and are 
believed to have been less profound. He wrote concer-i-gi 
L^y^f^urgus, and his influence on Sparta, probably in some choral I 
piece intended for recitation there. He was intimate with both! 
Pausanias and Themistocles ; he was long the favourite lead£^ir| 
of the cyclic choruses (in Spite of his plain appearance) and com-' 
poser of dithyrambic hymns at the Dionysiac festivals, which • 

• had become popular since the days of Peisistratus. He was 
intimate with the Skopa^c^as, the hereditary grandees of Thessaly,

* Frag^. gio-li^o.
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who may have been far behind Athenian culture, but were able 
to pay princely fees for the praise even of their dogs. He was- 
alsO intimate with the great tyrants in Sicily, with Theron and 
H^ieron, whose quarrels he allayed by his prudent advice. It 
seems that anyone could purchase his ser^ces, and this purely 
professional attitude appeared mean to most Greeks when 
compared with the red-hot passion of the old aristocratic lyrist, 
or the national importance of the Attic dramatist, whose aims 
were far above pecuniary rewards.

/ Most unfortunately we have no complete poem (sa'^ie' 
epigrams and epitaphs) now remaining from this great po^t;

, but the exquisite beauty, the pellucid clearness, and the ,deep 
' but chastened pathos of his fragments make us wish to ex

change a few of Pindar's more laboured odes for the master
pieces of his rival. Besides sepulchral inscriptions, we have 
remains of Epinikia, of Hy^mns, Dithyrambs, Parthenia, Hy
porchemes, and Threni, or laments. Our finest fragments be
long to the latter, and lead us to suppose that pathos was the 
peculiar gift in which he excelled. It was that calm and digni
fied grief which is so marked a feature in the monumental art 
of the Greeks, and of which the specimens in sculpture reach 
from the Attic tomb reliefs to the famous Laocoon.

Simonides was, moreover, famed for wise and witty sayings, 
-^nd paid attention to the art of mnemonics. His modifications 

of the Greek alphabet point rather to his having brought ad
i ditional letters, already known, into fashion in monumental 

inscriptions, than to his being the actual discoverer. He de
scribed poetry as word^-pa^i^tiHng, a remark witl^^’which Lessing 
opens his lao^c^oon, and styles Simonides_ ‘ the Greek, Vc^ltaire,' 
a vei^ unhappy comparison. Of the great number of epigrams 
handed down to us in the A^nhuiOc^gy under his name, many are 
doubtless spurious, nor is it easy to detect a clever imitator in 
such short and simple pieces, where a far inferior poet might 
often succeed in rivalling his master. Some of ’ them however 
are attested by indubitable authority, such as that of Herodotus, 
or by respectable scholiasts. These are rather remarkable for 
extreme simplicity and for an avoidance of the conceits of
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later epigrammatist^.’ But in any case they are of inferior in- 
te^^st to the fragments of his greater poems, as, for example, 
the exquisite lament ODanae. 2

A^part from his splendid expressions qf nationality and of 
patriotism,^there is, apparently for the reasons above cited, an 
avoidance of politics in the remains of Simonides. On the 
other hand, we find a considerable advance in the critical and 
philosophical temper which pervades them. He dissects and 
censures the current saws of elder sages,* and sometimes

His high esteem for terse clear utterance, as a privilege of Greeks 
and of educated men, appears from the proverbs about his paxpss Xiyos 
(cf. Bergk, frag. 189).

1 Frag.37 : "Otc XdpvoKt iv SatSaXea Ux/j^is ri ptv
' KtivrOeinrd re X(^va

Se^^^rt ^ptirev, oVk irapeiais
iptpl re T^epcrt fidXXe xpa
eli^ii re • & r/Kos, oTov ix<> irivov'

. oil 8' iare's yaXaOyvV! r’ ijOeii KVffaets Iv irepret 
St^iux^t xa^Keoyi^it^'p, 

vuKetKapwet Kvevi< re SvVpt) revvoOels, 
ebeKeav 8’ 8veppe reav xKpav l^9etav 
Kaptivros i^iparos oo>k KxKyets, 
068’ iiipov ^Oiyyov,
Keipevos iv Troop>vpec %Xor(6i, irpimirov Kal^iv.
E» 8C rol S^vbv ri ye Setviv ■v,

■ kK Kev Kpav foqP'’'av Xeiriv inre'^^^eis o8as.
KXopai 8’ eSSe ffpetpos, eKirw SK iivros, 
ebeifa S’ dperpov xaiciv • 
per^u^ioO^(e 64 ns (aveir, Zeu idrep, 
iit aZo • Srrt 8e Bapa■a^iov tiros 
e6-Xopat, rcKvitpi StKca> crv/yvaH pot.

8 Frag. ; TWv iv ©eppoivKati Bavivrav 
cAicXcIjs piv a rbxa, KaXhs S' i crirpos, 
ffapbs S’ 6 rdpos, ipi yiov Si pvU^arls, 6 8 olicros KKrau'os. 
ivr^dlptov Si roioirov ebpds 
oW 6 KavUapdro>p dpavpdffet xpivos.
iuSpav S’ ayaSaiv 88e iaaKs otKiTay evSo£lav 
'EXXdftos elKero • paprupel Si AeoviSas 
6 ^idpras fiaaX^eds, apeias piyav XeXoiirds 
Kitapov if^vaiv re KXe7os.

* See also among his draicrot Kiyoi, or ‘ wit and wisdom,’ the advice
■ (fr^. 192) iatev iv rf fip Kal icpl prSiv airXSs anouSdev
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repeats them in a finer and richer form. Thus Hesiod’s 
famous lines on the ‘ narrow way that leadeth unto virtue ’ 
are beautifully rendered.* But the leading feature in his philo
sophy seems a gentle and resigned fatalism, dwelling patiently 
on the weakness and the ills of men, and the inscrutable 
paths of Divine Providence.2 The longer elegiac fragment 
{85) bears quite the stamp of Mimnermus, and may, as Bergk 
suggests, have strayed here (through Stobaeus) from the older 
Simonides. It seems a nat^iral consequence of this fatalism, 
which is curiously at varia:nce with the splendid speculations 
of Pindar on the future life of the blessed, that there should 
be passages in Simonides asserting the paramount importance 
of pleasure.3 His other rival in cyclic choruses was lasus 
of Hermione, the teacher of Pindar, and one of the literary 
men employed at the court of Peisistratus, of whose works 
but a single fragment of three lines remains.

In concluding our account of these manifold fragments of'

* Frag. 58 :
Tis Aiyos,

rdv ’Aperim valeiv Svaapf^d-rots M 
yvy Be ptv x^Spov ayvbv &f<pfir^tiy,
oVSe iravToiv PAe<f^i^ois ^t^c^a^rav ec^uvros, 
$ pb) SaiciBvpos 
it^Vioflev p^i^Kp, impral t' is i^i^Speias.

3 Thus (fn^g. 38, 39) :
Tldvra yhp play iK^ie^Tai SoOTJ^ijTO X^a^pvflSty, 
ai peydKat t’ i^ptTol l^al i urAoi^'ros.

, TloXAbs T^dp S|^fflv eh rb r^eSyayai x^pi^i^os,
£ipfy S’ uraypa kokus Itea.

A^nd ag^in:
’A^ySpCnrtay iAlyov pbv rnlp'ros, (crr^aite-ot Be p^eAtiSives, 
alWvi Sb ^a6pp vi^i^os &p<p, vi^yp • 
d S’ idiviei^os ipas ivuKpipar-ai B^i^ia^os' 
Kel^ov y^ap Itaoy Ad%ov p^ipos ol t' i^'^i^Sol 
S^'^is re Kai^ds.

• As we have in frajgg. 70 and 71. His rivalry with Pindar and 
jealousy of him are said to have been expressed in the words Of fr^g- 7S» 

& veos oivos, &c.
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■G^reek poetry T^<^t:‘w(een Hesiod and Pindar, it may be well to 
mention that English versions of the most striking pieces will 
be found appended to Milman’s Agamemnon, to Mr. Fitz- 
g^erald’s Hippolytt^is, and in the chapters which Mr: Symonds 
has devoted to them in his Greek Poets.

§ 149. The Theban Pindar is the only Greek lyric poet of / 
whose works any considerable or complete portion has been 
preserved, and it is fortunate that even this scanty dole should 
come from an artist of the highest name and fame. He was. 
born at Cynoscep^l^tllae, close to Thebes, the son of Daiphantus, 
in the spring of 521, or end of C^1. 64,3.I His ancestors were 
known as flute-players, and apparently connected, through the 
^Egidse, with Doric blood, as we may infer from his 5 th Pythian , 
ode. Lasus of Hermione was his master,^ and indeed Thebes! 
was generally celebrated at the time for flute-playing,® though \ 
an old proverb, which he twice quotes, spoke of his people as ' 
‘-Boeotian swine.’ Yet celebrated’women, Myrtis^td^Co^l^i^nna, I 

•^c^i^t^iended against him and conquered him in his early youth' 
in poetical contests, and from the latter he is said to have 
received advice and encouragem'^i^^ ^^ut he became known! 
and esteemed at an early age, for we have one poem (Pytk. x.)l 
apparently written when he was not above twenty. Two 
others (P^yth. vi. and xii.), which date from before the Persian 
wars, are simpler and less ambitious than his later poems, 
and may be regarded as showing the earliest phase of Pindar’s

1 He was certainly bom at the very time of the 17th Pythian, but 
there is a grave doubt whether this may not correspond with OI. 65, 3 
(418 Bc.), for though the Pythian contest seems to have originated in the 
48th Ol., the first contest was an iytnv x^fiarir^Tis, for money prizes, 
whereas in Ol. 49, 3 it was made i^rei^i^i^l^Tiis, and from this date the 
scholiasts on Pindar begin their reckoning. Boeckh, who counts from 
C^1. 48, 4, depends on Pausanias only, who seems hardly so good an 
authority as the excellent scholiasts on Pindar. Cf. on the question Bergk, 
PI^G. p. 9, who says he probably lost his father early, and that his 
stepfather Scopelinus was a flute-player.

2 Apollodorus and Agjsit^hocles are also mentioned, and it is more 
than probable that he received his instruction from all three masters at 
Athens.

3 This fashion was not introduced at Athens till later, and is mentioned 
in connection with A^l^c^^t^^ades.

F 2

    
 



212 HISTOR'Y OF GR]^jEK LITERATURE, ch. xnr.

style. The great crisis of the Persian wars seems to have 
affected him' as little as was possible, for being a Theban and 
opposed to the pat^iot^c states of Greece, he could not offend 
his townsmen, and would not offend the greater states with 
whom his sympathy piobably lay. From this time on he was 
employed writing occasional poems for the kings or citizens of 
various Hellenic cities, and'ijt^seems almost certain, from his 
allusions, that he visited Thessaly, ^Egina, Argos, and, of 
course, Delphi and Olympiia.?, He probably knew all the great 
citii^ij; but wrote very littldTor At^henians, and not at all (I be
lieve) for Sparta?) He went to visit Hieron at Syracuse in C^1. 
76 or 77, and made friends in most of the Sicilian cities, but 
seems to have been annoyed at the rivalry and fame of Simo
nides and Bacchylides. Thus he may fairly be called a national 

| lyric poet, and one who was honoured and rewarded by all 
manner of Hellenes alike. The end of his life was without in- 

'cidei^t; he died in his eight^ethjeemaittheB^tpotia^ -Argo.s (4,41
B^.).i There was. a brori'Ze~^(^i^1^'ue_erected to him at Athens, 
and he was specially paid by the Athenians for one of his poems. 
His house was spared by Alexander when destroying Thebes. / 
HeUadt^he character of a pious reserved ^^n^specralllydevoted ( 
to the worship of Apollo among the gods, and learned in the;' 

, myths and ceremonies of local cults. He often gave proyerbial 
advice like the older elegiasts, to whose tone and style his 
wisdom bears much resemblance. A closer estimate of his 
genius will occupy us presently.

\?Iis poems comprised Hymns, Pehans, Prosodia (^^ which J 
two remain among our collection), Parthenia, Hypc^rc^hemes, 
Encomia, Skolia, Dithyrambs (of which one considerable frag
ment remains), Threni,2 which seem to have been exceptionally

1 Other euthoritihs place hi^ death in his sixty-sixth year (C^1. 82, i). 
That the obscure Argos, mentioned as the birthplace of A^usilaus, is in
tended, seems likely from the other account, which sp^ks of him as dying 
in his own country. The various lives of Pindar from Suidas, the MSS. 
and elshwthrh, were collhcthd by Boeck^, and are copied from him into 
later editions. The fullest and best seems to be that in a Breslau MS. 
(Vratisl. A, which also contains the best scholia), which was first edited by 
Schneider.

2 Suidas gives sevhnthhn shperate titles for the seventeen books, if we
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fine, and the Epinikia, or hymns of victory, which form the 
chief part of the poems we possess. I do not believe the 
notice in Suidas that he w^ote tragedies. For the theory that 
there existed lyrical tragedies, intermediate between the choral 
lyrics and the Attic tragedy, though sustained by Bockh and 
O. Muller, seems devoid of any better foundation than that 
grammarian's notice.

§ 150. The general features of all these varied poems may be 1 
gathered up under the following heads. In the first place, they 
were non-political. The poet seems to have carefully avoided 
identifying himsel:f with any party or for^i of government. His 
patrons were sometimes free aristocrats, sometimes hereditary! 
rulers, sometimes ty^^t^ss; and the poet is willing for pay to praise 1 
the good points in all of them. Secondly, they are religious, and 
here a strong feature in the man shines through every line that 
he wrote. He was honestly attached to the national religion, 
and to.'/ its varieties in old local cults. He lived a somei^^l^t^^' 
sacerdotal life, labouring in honour of the gods, and seeking to 
spread a reverence for old traditional beliefs. He, moreover, 
shows an acquaintance with Orphic rites and Pyt^hag^c^i^e^a^n 
mysteries, which led him to preach the doctrine of immortality, 
and of rewards and punishments in the life hereafter. * This strik
ing feature was not generally adopted by late^ moral teachers, 
and shows that the religious teaching of Pindar had no lasting 
effect on the nation. Thirdly, the poems of Pindar are learned, 
and learned in this particular sense, that while he repudiates 
the newer philosophy, he lays great stress on mythical histories, 
on genealogies, and on ritual. He is indeed more affected by 
the advance of freethinking than he imagines ; he borrows from 

omit t^e tragedies. The author of his life in some of the MSS. has only 
eight titles, giving two or more books under some of them. From the 
fact that Theophrastus, A^iistoxenus, and other old authorities quote from 
the skolia, which do not appear in the second list, Bergk (FLG. pp. 
280, sq.) infers that there an old Attic collection in seventeen books, 
which Suidas' authority knew ; and that the more systematic list, reduced 
under fewer heads, w^ the Al^t^x^ndrian recension, probably f^rst edited by 
A^I^isto^ha^es.

’ The most explicit fr^jment (BpTj’oh 3) is, however, not considered 
genuine by recent critics.
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the neologians thie habit of rationalising myths, and explaining 
away immoral acts and motives in the gods;; but these thing^s- 
are isolated attempts with him, and have no deep effect upon 
his general thinking. Fourthly, J^t^i^yyExre^a/feV, often grandilo- j 
quent, often obscure, but never smooth or witty, never playful/ 
with success, but striking from their splendid diction and! 
strange imagery. The extant odes are exceedingly difficult, not '1 
as the choruses of /Eschylus are difficult, from an inability to ( 
compass sublime thoughts with words, but from the involved ' ' 
constructions, the inverted order, and the imperfect logic of his 

; long and complicated sentences. Possibly the requirem^nt^iji 
of his elaborate metres may have further increased these 
difficulties. And yet Eustathius tells us that these Epinikia 
were more popular than his other works.' If this be so, what 
must the other poems have been? for the extant odes teem 
with myths, often local and obscure, myths of little interest, and 
full of difficulty.

, Nevertheless, it is certain that Pindar has kept his place as 
the very highest and noblest representative of Greek lyric 
pfietry. He was honoured and courted all over Greece- 
One of his poems was inscribed on a stele _ii_the temple 
of Jupiter -Ammon at Thebes.’ The Athenians certainly 
set up a statue in his honour, and are said (in a letter of 
the pseudo-AEschines) to have paid him double the fine im
posed upon him by the Thebans for calling At^hens the main
stay of Greece,® as well as for calling Athens the gl^orious 
(Kn^^apai). Tf^ese silly stories represent both Athens and Thebes 
as infinitely more childish than we know them to have been. 
As for calling Athens Xnra^^i, the epithet is applied in his 
extant remains to Marathon, Orchomenus, Naxos, Smyrna, 
Egypt, and Theb^!^; nor do I think the story anything but

* 8(ck rb ivOptoiriKcCrepoi ejt^at /cal ob^iyfinvfot, /cal fiiiSii iriivv ex(‘v SuraifiOs 
HOTid y€ rd bWa.

2 Paus. ix. 16, 1.
* Tijs 'EWdSos. I ask the reader to observe the growth of the 

sto^. Isocrates (gn^^osis, § 166) merely says that for the sake of the 
one phrase the Athenians made him a proxenus, with a present of io,oo^ 
drachmae ; the later letter embellishes the matter.
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a scholiast's invention d propos of a W^ll-k^own passage in 
Aristophanes.* As for the Th^eh^ans fining a professional poet 
for praising his patrons, I cannot believe such an absurdity. 
Pindar was quite ready to praise tyrants, to praise democracies, 
to praise Dorians, with whom he felt special sympathies, to 
praise lonians, and he did this professionally and for pay.2 He 1, 
was a good friend of all parties, a religious and respectable 
man, and hated nobody except rival poets, at whom he is 
always sneering, and philosophers, who were becoming serious , 
rivals to the poets generally, as teachers of morals and ex- 
pouni^^i^s of nascent science. These two classes of people , 
Pindar is constantly att^i^lki^j^; he is constantly asserting his ' 
own powers and achievements against them in a rather un- J 
dignified way—in fact, the personal allusions in Pindar's poei^^' 
are not at all pleasant or in good taste.

But as my own judgment of Pindar is somewhat at variance 
with Atlhcit of most classical scholars, I advise the reader to 
turn to the texts themselves, and decide for himself. Apart from 
exceptional compositions, like that above alluded to as inscribed 
on stone, Pindar's works, being all occasional and special, sobn 
passed out of note, and were forgotten by the masses. He wasl 
not a patriotic poet, in the larger Hellenic sense. He wrote) 
little e^e^en for the greater Greek states, Sparta and Athens. 
Above all, he appeared at the close of the lyric epoch, and at 
the season when his contemporary /Eschylus had found a newer 
and better way of touching public sympathy. So Pindar came 
to be ‘ silenced by the want of taste in the public,' as an early 
comic poet says. Yet Plato often quotes him with respect, and 
we may feel sure that he at no time wanted readers.

* Acham. 636.
- He alludes feelingly to this lower condition of his muse, as compared 

with the older lyric poets, in Istkm. ii. 6, et sqq.
o Moura yap ou (ptiaKfpS)' ia tST i> ovS' ipyari • 
oiS' UwepaVvao yKvKttat p..rt(pff6yyov Topfxfpi
ip-yvpaifft^iirat vpio^wira pta^PaKi^^cuvot hoiSia^. 
Vv S’ UpSmru ab rapyflov <>vXd(at 
ffn' UkaPdas iSciv &yx‘<rTa ffaivov, 
XpijuoTa XP^Par’ &vfip, bs <>« Kredva>v 6apA X«i))6ds
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§ 151. But when the learned men of Alexandria began study
ing old Greek poetry, and analysing and explaining myths, Pindar 
was a welcome and much prized field for research. To such 
poets as Apollonius Rhodius, who revelled in mythological 
lore, Pindar's accounts of the local genealogies and legends 
afforded endless material, and so we find full and excellent 
scholia upon his works. We have ninety quotations from 
him in Plutarch, who specially studied and prized him for 
patriotic reasons, as ' he was the greatest of Boeotian poets, a 
very small class in Greek literature. The Romans, who took 
most of their opinions about Greek literature from the Alexan
drians, esteemed Pindar ver^ highly, and Horace speaks con
stantly of him in terms of the most extravagant praise. His 
metres were, of course, impossible to reproduce for mere readers 
like the R^omans, and Horace saw well (what some obscurer 
Romans failed to see) that any attempt at imitating the rich 
and complicated systems of Pindar's verse would be ridiculous. 
He therefore confined himself to the simpler forms of .^(^lic 
poetry, while he often borrows a thought from Pindar. Cicero 
(like ourselves) read the choral odes of the Greeks as if they 
were prose ; he could not realise the effect of such verse. In fact, 
without orchestic, without the rythmical motions of a chorus, 
of which the figures corresponded to the strophes of the odes, 
such vast and intricate structures are perfectly incomprehensible. ‘ 
Anyone who questions this may study the whole subject in the 
learned essays of Boeckh's edition, and in the discussions of 
Von L^eutsch, and of Westphal and Rossbach.

I pass it by in this history as unsuited to a handbook of 
Greek literature.

§ 152. As to the structure of the odes of Pindar in the way 
of argument, a curious revolution of opinion has taken place. 
The Greek scholiasts seem, from various hints, to have thought 
that the many sudden changes, the many covert allusions, 
and interrupted digressions in the odes are due to some fixed 
plan in the poet's mind. But the R^c^mans and the general 
public, from that day onward, rather looked upon him as an 
intoxicated bard, whose poetic fervour carried him along 
(as he himsi^^if often pretends) by a sort of inspiration alien
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to the laws of sober argum^i^lt This opinion prevailed till the 
present century, when the Germans have revived the old theory 
with great exaggeration, and' have endeavoured to show that 
•^i^ch ode is based on one central idea, and that there is not a 
single clause without special reference to, and a logical nexus 
with, the leading idea of the poem. Boeckh, Heimann, Dissen, 
Rauchenstein, Schneidewin, and others, have ridden this theory 
to death, and nothing can be more laboured and unpoetical 
than their lumbering importation of poetical beauties into 
Pindar. Nevertheless, their theory seems so far true, that 
the circumstances of the victory, or of the victor, constantly 
suggested to Pindar casual and transient allusions, of which the 
point has now been lost. Thus, much of his apparent obscurity 
or irrelevancy has arisen from the speciality of his compositions. 
We must also remember that the introduction of local myths, 
to us wearisome, was another feature specially pleasing to the 
hearers, of the poems.

An ingenious French critic, Havet, has shown great general ) 
resemblances between the stately lyrics of Pindar and the stately 
orations of Isocrates. The main object of both was ei)ideictical, 1 
that is, both encomiastic in subject and elaborate in form. The I 
complicated strophes of the poet may have even directly sug
gested the elaborate periods of the sophii^^ It is also to be 
noted that neither of them touches the heart, though they as
tonish the reason and fire the imagination ; both were too arti
ficial for that deepest of all functions in great poetry and oratory. 
In both, again, we may admire the consummate skill with 
which they manage their transitions from one topic to another :. 
Pindar, as I have explained already, with long-concealed art J 
Isocrates with ev<j^r^is^(^-.aadd<^^i^ireedin^ye^ntion. On the 
whole, we may say of Pindar that he is so intensely Greek as 
to have lost much of his beauty by transference from his 
native soil and soc^^t^^; and, again, that his work was so strictly 
special and occasional that, of all the great poets left to us, he 
suffers most by being removed from his own time and cir
cumstances. Taking all these things into account, and, more
over, that he worked for pay, his lasting and deserved reputa
tion is perhaps the most wonderful tribute to Greek genius.
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N § 153. The extant. j^i^««^_.^^Qif.^I?u^cau_are-dilvided into four 
books, determined (without strict accuracy) by the feasts at which 
the victories they celebrate were won, viz. Olympian, Pythian, 
Nemean^and Isthmian od^s>: ’ the three last Nemean, and 2nd 
Py^t^hian, and perhaps others, are intended for other occasions. 
None of these poems has had its authenti^^t^ji. questioned ex
cept the 5th Olympian, for metrical reasons, as • it approaches 
in structure to the ri^olic schi^c^l; and it is remarkable that as 
soon as the critics doubted its genuineness they immediately 
discovered that it was feeble and unpoetical, and unworthy of 
Pindar's greatness. I have no doubt that many of'Pi^ndar’s 
poems, were they taken from under the areg's of his name, 
would suffer the same injustice.

The ,(ythins. _are divided into Dorian,-yEolian,_a,n(^]^]fdian ; 
and the researches bl the commentators have pointed out that 
the Dorian are chiefly dactyls and trochaic dipodies, giving a 
slower and more solemn movement, with which the tenor of 
these odes corresponds. The .E^o^l^ian and Lydian are lighter 
in^l^a^i^E^c^t^er, and the latter specially used in plaintive subjje<^l^t^,/5' 
Why the metres should var^ with the quality of the scales em
ployed is a matter for which we can now see no solid reason, 
and, indeed, we are told that Do^rian melody might be set, and 

'^was set by Pindar, to an .E^o^lian accompaniment. The odes 
are generally strophic and antistrophic, and meant for k 

(marching or dancing chorus, which stood still when epodes 
were added. Some were performed at Olympia after the 

, victory; some at the victor's home, far away, and even a 
klogtin^e afte^trrhe victitrr hhiabeengained.

> The general treatment of the subject shows that Pindar was 
expected to make the rejoicigg a public one, re^^ectigg on the 
whole clan and ancestry of the victor; still more on his city, and 

, on its tutelary heroes. Thus the poet conforms to the gegeral 
law of Greek art, which ordained that it should be public, 
and not cog^innd to private igterests or private appreciatiog.*

* There were at this period lgguIeer:tbln athletic iand musical contests 
throughout Greece, but these were the most celebrated, and properly 
natlogal. .

* See this developed in Soc-ial Life in Greece (4th ed.), Chap. xiv.
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He usually starts from the mythical splendours of the victor's 
family or city, selects such points in their history as have- 
some practical lesson bearing upon the present circumstances- 
of his hearers, and insists upon the importance of inborn 
qualities and high traditions. Such a line of argument was, of 
course, peculiarly meant for aristocrats. He then passes to the 
victor’s family, enumerates any prizes gained by his relations, 
and ends with some sort of summary or moral reflection.

This general sketch is, however, so much varied, that it 
must be regarded only as the vaguest description of Pindar's- 
odes. In some, such as the 4th Pythian, the longest and most 
important of those extant, an account of the adventures of 
the Argonauts, in relation to Thera and Cyrene, is developed 
at almost epical leni^li; in others, such as the two odes 
addressed to Athenians,* the mythical narrative is left out. 
But the Athenians, being at this time poor, and doubtless 
devoted to higher objects than athlet^ii^'^,, come in for little 
share of Pindar's praise. The wealthy mercantile j^^jg^^etans, 
on the contrary, and the luxurious Sicilians (especially the 
tyrants) occupy a very large- place in his poetry. He must 
have been a peculiar favourite with both, for fifteen odes cele
brate Sicilian, and eleven ^^jgi^etan victors. At Nemea espe
cially, which was ver^ close to them, the H^c^ii^<etans contended 
with great success.

§ 154. If we proceed to consider the extant poems and A 
fragments more specially, we find that the Olympian odes are. I 
perhaps, the most splendid, not only as celebrating victories in j 
the greatest Greek games, but as being composed for grea/ 
personages, and probably most splendidly rewarded. The PyV 
thian are more difficult, and replete with mythical lore, on 
account of Pindar’s close connection with the worship of 
Apollo, and his probable intimacy with the colleges of priests 
at Delphi. About hal^ the odes, in both cases, are for victors- 
with chariots or mul^-^<c^£i; both of which implied wealthy 
owners, such as th,ie Sicilian or Cyrensean tyrants. The narra
tive of the-birth of lamus,® the opening of the 12th, and the- 
14th Olympian odes, seem to me particularly fine.

• Pyth. vii., Nem. ii. * 01- vi. 25, sq.
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The last, being a short and ver^ perfect specimen 'of Pindar's 
•^j^c^i^lEl^'ence, may here be quot^^dl.’

Among the Pythian, the opening of the first is splendid.^

* KatpKThup H^c^rav 
«(( al re vaie're KaAAivtoAop C- 
Spav, & Apirap^ iulStpot PatsiAetat 

XdptTes 'Opx^op^epoS, 
traAatyi^t^oip WtPuap ivlirKotrot, 
kAvt', 4ir«l e6x(»P-at.
trVv yap upup rbt repi^pi /cio^ to yAwoia 
^tperat wdvra P^porots' 
ci trotpSs, ei K<aAds, et ns ayAais 

. ippjp. oSre ^Hp fleoJ
vepippip Xaplraup &rep ,
Kot/^ap^t^iprt x»pois, 
oSre Satras" iAAbk ■pd^vr'iop

' ra/tiat ^pyap ip oipapy,
Xpucrir^ofop 
trapa rtpOiop ’AtrbAAwpo Opipous, 
iii^awp aiPoprt ttarpbs 
'OAuptrtoto r^d^u. , .
nUs-pt’ 'Ay^Aata, 
r' Eiippoiripa, Oep^p KHartc^rou itatScs, 
itraxoot pup, QaAla re '

patripoAtre, IZotcta ri^i^Se .
K&ritop it^‘ eipepei ri‘̂ ?
KoSipa Ptpupra • ApSUp yap ■
’A<r&)^(Xop ip r^pi^^ip 

' ip peAerats re l^^Hap 
pt^AoV oupeiC ^OKu|^■atipatos a Mtpi'Cta 
o'eiJ €K<^i^«. pvp SOpor
^epweipiptiis lOt, ’Ax^ot, 
ttarpi KAiur&p <pipot<?- iy- 

^eAtap, KAeSSapop 6lt^t>a tSo't<r' pt- 
hp ettrps oi piap 

KiAtroiat pap' eiSt^oto Totems 
iar'epd^poia'e KpSit^'ap t^irtAap 
■ur^^tM>ta^^ xpdrap.

2 Xpusfa <pl^/^t^'ty^, 'ApiAAal- 
pos /eeO iopAoKapotp 

tripStKOP MtoKrOp l^rislpop• 
rds tiKoiei ptp Pdats, ty^A^dtas apxd, 
peiSoprat S' iotSoi tn(/taa^lp,
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There is a very picturesque narrative of the youth and adven
tures of the nymph Cyrene in the 9th.1 TheN^e^m^ean (wit^rl 
their appendix) and the Isthmian, though not less difficult,. 1 
are, I think, less striking, both in general elevation and also in / 
those peculiar beauties which I have pointed out in the Olym-y 

, pian and Pythian odes.
§ 155. The fragments left to us axe very numerous (more 

than 300), and very various in form and style. Perhaps foremost 
in interest are the Opijvot., or JUne^td l^aments, in which he was 
wont to preach the purer doctrines either of the Pythagoreans, 
or of the Orphic and other mysteries. The first three fragments 
transmitted to us under this head support the famous passaj^^ 
in the 2nd Olympian ode,® in which this new hope, and this 
higher aspiration, is set forth with no faltering tongue. But it 
is not a little remarkable that in other poems—the ist Olympian 
and sth Pythian®—the older, or, perhaps, the more general 
view of the state of the dead is maintained, and we have here 
the doctrine of A^i^ichylus preached, which is quite distinct from 
the more modern view. Acc^ordingly the most explicit fragment 
in the new doctrine (fr. ioo) is declared spurious by the best 
recent critics.* From his DtUy^i^a^mbs we have a fine pas
sage, w^tten for one of the Dionysiac feasts at Athens, and 
preserved by Dionysius of Ha^l^it^ar^nassus. The metre is re
markable for the frequent resolutions of long syllables, so

ipl^oka.! rCucjis 

Kal rby aixfiartti' aftfvviets ,
ievdov eS-

Set 5’ Albs aieviis, <!>-
Kfav iTpuy' ipjoipo)- 
Ott xa\ai-<as, 

ipxbs oltyav, (teXaivS- ■
mv 8’ ill ol voyeav 

hfK6\ip Kparl, yXcppap 
ttSb KXtatTpov, KTex**as • 8 Sb Kfilo'irftU' 
i'jfpbv vtroy aiapft, reals

• .lualai Ktaaaxpofos.

i vv. 14, sq. - * vv. 56, sq.
* Zeller, /iiZ. der Grieche^, t. p. 56, note.

’ vv. 85, sq.
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giving a peculiarly rapid efiFe<^)t The same critic has pre
served another poem of similar character, a hyporcheme com
posed for the Tl^e^b^ans, which treai^is. of a recent eclipse of the 
sun (probably April 30, 463 b.c.), and which in diction and 
style reminds us strongly of .some of the choral odes in the 
tragedies, especially those of Sophocles.’

I will close these details with a word about Pindar's skolia. 
His ponderous and splendid style was not suited to light or 
frivolous subjects, and we can note, even in the scanty remains, 
a’great contrast to the more favourite skolia of other poets. ' In 

I fact, Pindar's lighter effusions seem to differ only in subject, 
not in style, from his solemn odes ; and the prominent subject 

. in the skolia seems to have been love. The first was composed 
for a chorus of xoo tTalpa., whom the Corinthian Xenophon 
offered to bring to the temple of Aphrodite, to obtain the 
goddess' favour for an Olympic competition. The poet ex
cuses the trade of these women on the ground of necessity, 
but in another fragment apologises for appearing at Corinth in 
connection with such company. This poem, which was com
posed in his best style, shows how completely professional his

1
* 'AktIs ’A«X(ou, iroAitricow’ Ooiit’ pUrcp

ippdruv;
Hrrpoy imiprarov apipo kKes^iipevov, 

itblK ipixasov sporatvl
&Spd(ri Koi mpas iSV ivUickrov 
irpavby iar^op^iva 
iKa&vetv rt vedrtpov i) mapos.

tr vpPs Als "meus re Oohs iKereiu, 
iarlipov' els Olpov rti'i rpdiroto

' & irirvla, iriyiioivov ripas.
roXepov S’ el irripa <pipeis rivis, 1 rr^dtriv 

obKopivav,
P vayerSv Kipvov ^/Dbrtv, 1) cKpeeroS fOevs 

iKip<l>arov, .
f TrCvou KeviuKSiv ivd viSUr
XDo^s, 1) virtov Bipus, .
SSari (aKprtp £e(piv 
el yiuav KvraicKilaaiaa Oi(reis 
kifSpSv vPov ipxds ypi'tis,
OXoppopai oSS'v i r-i ■irii.vrtav ppra wrlao/iiU.
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work was, and how little his moral saws need be taken as evi- 
d^ences of a lofty character. The second skolion in the modem ' 
collections is addressed to T^h^eo^x^enus of Tenedos, a boy whom 
the poet loved passionately in his old age. Indeed, this Greek! 
form of the passion is prominent enough all through his works, 
as we should expect from a Theban poi^t; and we find it in/ 
other scraps of his skolia. , .

I have already spoken of his philosophy. If in religion he 
shows great advance beyond earlier lyric and elegiac poets, 
this is probably to be attributed to the influences of th’e 
Delphic priesthood. In politics his opinions are not valuable, 
because they were accommodated to the views of his patrons. 

'• In morals he expresses the average feelings of-the Greeks of 
his da;^; while he is sometimes raised above them by his lofty 
c^c^nc^e^ptions of the unity and power of God, he often preaches 
the suspicion, the jealousy, and the selfishness which we find in 
T^heognis. The resignation which he constantly inculcates is 
based on the same gentle fatalism which meets us in the con
solations of Simonides.

§ 156. Bibliographical. I turn to the MSS., editions, and 
translations of note. We know that the greatest of the Alexan
drians expended critical care on Pinda;r; and the notes of 
Zenodotus and Aristarchus, with others, were put together by 
the indefatigable Didymus into a commentary, from which our 
best sets of scholia are excerpts. Other Byzantine scholars 
a^dded inferior work. The commentary of Eustathius is lost all 
Ibut the preface. *

As to our extant MSS., Ty^ho Mommsen has established 
several failles, and has collated a vast number of copies 
under each. The oldest and best are the Ambrosian C, 122, 
of the i2th centt (called by him A); the MS. of Ursini in the 
Va^tican (No. 1312), called B; and a Medicean of the thir
teenth century—all furnished with scholia. These older MSS. 
are far better than the T^h^omani or Moschopulei. The earli
est edition was the Aldine of 1513, followed by Calergi’s 
(Rome) in 1515; then Stephanus (1560 and 1599); Erasmus 
Schmid (1616); an Oxford edition by West and Walsted in 1697. 
Modem studies began with Heyne’s great book (1778, and
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then A. Boeckh's monumental work (1811-^22), 
supplemented by G. Hermann's notes, and Dissen and 
Schneidewin's elaborate commentary. The latest texts in 
Germany are Bergk's (in his I^yrict), and the exhaustive 
critical edition of Ty^cho Mommsen (Berlin, 1864), who first 
ordered and classified the legion of MSS. In England we 
have three good recent editions : Donaldson's (i84i), a-careful 
and scholarly work ; Cookesley's (Eton, 1852) ; and the newest 
by Mr. C. A. M. Fennell (Cambridge University Series, 1879), 
of which the Olympian and Pythian odes have just appeared. 
Th^ese, together with H. Bindseil's elaborate Concordance (Ber
lin, 1875), are qu^te adequate for the study of this difficult 
poet.

. The translations of Pindar form a whole library, and are- 
remarkable for having so many important prose versions 
among them. The earliest, in Latin verses, by Sudorius (in 
1575), was followed in Germany by Damm (prose), 1771 ; then 
by Bothe, Th^i^ersch, Hartung, Tycho Mommsen,- W. Hum
boldt, and Donner, all weighty names. The Italians had a 
full text and Italian verse translation with notes, by G. Gautier, 
in four vols., a handsome work (Rome, 1762-8) ; and since.,. 
Borghi (1824). Our own Cowley, approaching the study of 
Pindar about 1650, speaks very severely of the extant transla
tions, and, indeed, of the very attempt to render him into 
literal prose.7‘If a man,' says he, ‘would undertake to 
translate Pindar word for word, it would be thouj^l^t. that 
one madman had translated another, as may appear when he 
that understands not the original reads the verbal translations 
of hijn into Latin prose, than which nothing seems more 
rav^i^jEg; and sure rhyme, without the addition of wit and 
the spirit of poetry, would but make it ten times more dis
tracted.' He proceeds to give specimens of loose versions of t^vo 
‘ Pindarique odes ' 1—so loose that all the Pindar vanishes, and 
only Cowley remains—the English Pindar, Virgil, and Horace, 
as_he is called on his fulsome tombstone. Gilbert West m^de 
av^i^i^'^ion in 1749; there was an Oxford prose translation in 
1824 ; then very beautiful paraphrases by Bishop Heber in

* C^1. ii. and Nem. i.
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1840, and a highly praised version of A. Moore (with Tarnier’s 
prose, Bohn, 1852). We have also Wheelwright (1830), Caxy 
(1833), Ti^emenheere (1866), with a good preface, and omitting 
the mythical narratives, except in sumi^:^iT^; also T. C. Baring 
(1875), into irregular rhymed verse ; Frank D. Morice (1876, 
Ol. and Pyth. onl^^); and an anonymous version (Winch^es^ter, 
1876). L^astly, there are the new prose versions by Mr. Paley 
and Mr. Ernest Myers (1874), the latter of peculiar meruit 
Almost all these translations are enriched with dissertations 
on Pindar’s genius, on the Olympic games, and on the diffi
culties' of translating choral lyr^c odes into English. Their 
laudations of Pindar are, I think, indiscrimit^j^tte; but I am 
bound to say that they show a general agreement against the 
view I have taken of the poet’s position in his age.

§ 157. The other rival of Pindar’s mature life was the nephew/ 
qf Simonides, Bacchylides of Keos, son of Meidon, or 
Meidylus. He lived with his uncle at the court of Hiero, and 
.flourished about the 70th to 80th Olympiads. Tlie scholiasts' 
■on Pindar tell us constan^l;^* of the jealousy of Pindar', and 
even of the preference shown to Bacchy^l^i^des. His art, and 
the subjects he treated, seem quite similar to those of Simonides 
and Pind^ir; but it has been the modem fashion, following the 
judgment of Longinus, and of Lc^nginus only, to describe him 
as a man of no genius, who by careful st^idy and great correctness 
attained a moderate position, and never rose to real fame. 
There is no doubt that he was not equal to either of his 
great contemporaries, but the extant fragments show that later 
criticism has underrated the man. Had they been attributed 
to the greater poets, many of the critics who now barely 
condescend to approve of them would have been full of en
thusiasm about them. It should be noticed particularly that 
the ideas developed in ' the few extant fragments seem copied 
by the greatest writers of the next generation. T^hus the second 
and third

fJ- <vvai
fiyS irpoffidetv <p'^os*
uj\$tos 6^ ovS^^s ndy(a xpdvoy,

On ii. 154, Pyth, ii. 97, 161-7, iii. 143.

Q
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Taipoiii Si Bt'cerSi' riv. Saavra '
Salp.an> iSaKv 

tpiaaova-a^'B) Kupf htO.uiKpi'rafor 
yipas iKvrio'Da.r irplr tynipaat

contain the substance and almost the ‘words qf ' thie. famous 
chorus in Sophocles’ second QEdipus, and the no less splendid 
prose paraphrase in He^i^c^c^ou^!,,'*’’ The beautiful paan on 
peace bas more than one parialfiel in thfe choruses 'of 'Euri
pides :— ' * ’

Tli^-ret S4 ae Ocantmr Eipivai peydAa '
rAorToy Kal peA.ir’Xtt’Oirwp aoiSar &r8e<v 
SatSaA^ar a’ fiepHv Deotatr aWeeBar Boirr
£av8r (Aoyl prpa, 'aa^'vrplxvr ae pitAtDr, 
yv/ivaaiar ae viott aiiAwr ae K< KAfmivAAe^v. 
ir Si ttSapoOeaor r6ArTjitr aiOua T 
rpaxytiv iaaoi ireADvrap' ,
^yed ae XoyxwTi £<& a’ iA<Adrea SdA>'aT(U eipiis' 
XoAKeau 8’ oiiA ^aat o•ah1^{■yy<<)p Krijos ■ 
oOSi ffrApTca AeXlAp) STifS 4^ yArdpa)p,

* ipbr Ss OdXirn Ktctp, t w . 
avAvl><riaP S’ fyfrair Bpleoiia’ dyvial vatSmoi O’ Spi'ot 

lA^iAyoppTi. ' •

It is surprising that great German critics s^^o^uld depreciate this 
beautiful fragment, and call it a mere correct school-exercise ; 
but as I have quoted it in full, the reader may judge the matter 
for himself. A good many liries of erotic skolia are also extant, 
which appear to approach milch nearer to the /Eolie metres 
and style than the skolia of Pindar. Oh the whole, then, Bac- 
chylides seems hardly to have ref^e^iiyed justice, if the extant 
pieces are not far above his average performance.

Brittle is known of either Myrtis or Corinna, the Boeotian 
rivals of Pindar. Myrtis seems to have composed lyric love 
stories, like the Cal^yce of Stesichorus, and Corinna is chiefly 
cited by grammarians for her local dialect, of which some forty 
specimens are given. Two Dorian poetesses, Te^l^esilla of ' 
Argos, and Praxilla of Sicyon, are cited as of the same age, 
and of the same character, the few lines we have of Praxilla 
indicating a somewhat erotic tone.

* O. C. v. I2II, Herod, vii. 46,
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§ 158. A more distinct and interesting personalty is that 
of Timocreon the BJ^c^ci$n. Ha .was an athlete of renown, 
and an aristocrat., Ia.lysus,^who was banished through sus
picion. of ^^ii^se^IlT asserts that he bribed The-
mistoCles . to-'obtain^.h.is recall, ani^ he reviles him for his 
refusal to interfere. He ajso qUarrelled with Simonides, and 
the two poets gav,e' ve^l:.tp ^their anger in verses, of which 
those of ’Tj^mocredn were the stronger, those of Simonides per
haps the keener. What is really interesting in Timocreon is 
hi%<^iq^:ious position as $n aristocratic poet born out of due 
time. He wrote not for pay, but dtroo^uih passion, like Archi
lochus, like A^^seus, and the other storey-lived bards of an 
earlier gener^t^te^o! ^-Nevertheless, so firmly had the choral 
lyric form take® hold of the Greek mind, that this man’s 
lampoons and satires are produced in the elaborate strophes 
of the Dorian hymns, and have puzzled the critics to assign 
them a title, which Bemhardy .has, made that of antistrophic 
skolion. This misfortune of a false form prevented Timdcredn 
from pouring out his pai^i^ii^i^'with thg simple vigour of Archi
lochus ; for the choraj forms are not lyric in the modem 
sense, but epical and didactic, while real passion will not deck 
itself with such pomp and circumstance. We can imagine, too, 
how the paid poets of the early fifth century combined against 
this turbulent aristocrat, whose life was spent in war and travel, 
and who doubtless despised t^ieir mercenary muse. The ancient 
authorities cdnceming him are collected concisely by Bemhai^c^j^; * 
the chief of them is Plutarch, who quotes a famous pass^sijei.® 

' H. p. 744.
2 Themist. 21: *AAX’ ei riye natxrat'ta*' D (cal rVye Zit'divrok api^is

1) Tiiye AeuTKxISai, iyii S’ 'ApwrelSap hratveu 
&pp’ ie/ua' i-T 'ASavav ixOne 
Aiaro'' el, isei Qf/tifroKA'Q’ IxBaoe Aarw, 
ifiiaTa' HiKov, sToOSrap 8s T'oicpeoora 
(etvop ipyuploti OKufisfaKToiin ireio-Tels o' Karaye
is nUrpav ’IdAuaov, 
Aafiav Si rpi’ ipyvpiou rihapr’ Hfia iAap €is SxOpov, 
robs nip Koad-yap iS Ikus, robs S’ iicStioap, robs Si tolpupy 
ipyvpiap iriirKeas, ’laOpoo Si iapSdoeve yXotus 
iuxpi Kp^’a vapdxop, ol S’ ijiDtop, 
KtIjxoT %pap 0e/ioroKAvs yepirSot.

0 2
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The scholiast on Aristophanes ’ cites also a well-known skolion 
pn Wealth, because it is parodied in the text with reference 
to a decree of Pericles.

§ 159. The student who examines Bergk’s Lyric Fragme^its 
will perhaps wonder at the numerous poets in his list which iare 
not mentioned in this chapter. It is due to him, and to myself, 
that I should explain that, in the first place, ‘several of them, 
such as Aristotle, will be considered again under that species 
of literature which they cultivated with most success. Others 
are post-c^^^^ii^^l; and this objection is brought by the critics 
against many fragments attributed by Al^l^^^E^leus and Stobaeus to 
classic names. Many others are known to us merely from a 
single citation, and neither their age nor their character can 
now be determined. T^h^us I have felt justified in avoiding 
here another list of barren names, such as we f^nd at the close 
of the history of both epic and tragic poetry. Yet there are a 
few who are still interesting, and. concerning whom I should 
gladly have said something in a more elaborate work. The 

, fragments worth reading are those df Euenus, above mentioned; 
of the philosopher Cra^^^; of Herodas, a writer of 'Mimtambics 
in the style of Hippoi^i^jc; of Praxilla, a poetess who composed 
social lyrics; of Ariphron—a fine Ode to Health; of Timo- 
theus, a celebrated musical composer at the end of the classical 
peri^i^d; of Philoxenus, whose culinary ode, of which long 
fragments are extant, was in Aristotle’s day very popular; and 
of Telestes. Inhere are also many fine anonymous fragments, 
which seem to come from the greatest poets, such as Stesi- 
chorusor Pindar, and a few piquant popular songs, in addition 
to those already mentioned in this book. They indicate to us 
how small a fraction of,Greek lyric poetry has survived, and- 
how many great artists yet .await a literary resurrection from 
the research of some fortunate explorer.

With the angry Ti^mocreon I 'close the history of Greek lyric 
poetry, for though Pratinas and others were the contem
poraries of the latter mentioned, they are closely connected 
with the dithyramb, and will be better discussed in the intro^

1 Acha^^t. 532 (frag. 8).
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duction to tragic than at the close of lyric poetry. The student 
should be reminded that in studying Greek Literature chrono
logically, he must now turn, before approaching the Attic 
Drama, to the history of prose writing, which was growin,g 
silently, and almost secretly, all through the sixth century b.c., 
though its bloom did not come till after the completion of 
Greek poetry by /Eschylus and Sophocles. He will find this * 
side of the subject treated in the opening chapters of my Second 
Volume.
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CHAPTER XIV.

dramatic Tendencies in the sixth Century, the rise 
OF TRAGEDY AND SATYRIC DRAMA. THE EXTERNAL AP

PLIANCES OF GREEK PLAYS.

§ i6o. The first beginnings of the tragedy are enveloped in 
mi^(t They did not become interesting till the details had been 
forgotten, and we can now only patch together scanty shreds of 
late tradition on this subjet^lt A few facts, however, are indis
putable. In the first place, it is certain that tragedy arose from 
the choruses which danced and recited in honour of Diony^sus. 
T^hese dithyrambs, as they were called, were the last form of 
lyric poetry to assume a literary shape, and seem to have been 
especially cultivated by the Dorians and Ac^l^Eeans near the 
isthmus. I have already mentioned Arion and Epigenes in 
connection with them (above, p. 200), but both of these appear 
to' represent only one side of the dithyramb—its serious side. 
This phase was probably suggested by, or connected with, 
the solemn mysteries which identified Dionysus with Zagreus, 
with the decay and death of nature as a condition of its resur
rection. The worship of this gloomy and mysterious Dionysus 
was certainly in the mysteries performed by some sort of cere
mony imitating his sufferings and death, and this must have 
suggested in the dithyramb that serious vein which enabled 
Epigenes to substitute the sorrows of Adrastus for those of the 
god. This respectable and literary form of dithyramb was early 
transplanted to A^t^hens, where, under the hands of Lasus, it 
assumed so elaborate a mimetic character, by means of the 
higher development of music and dancing, that (like our 
ballet) it almost became a drama, and has made many scholars
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imagine the existence of a lyrical drama, alongside and inde
pendent of the real tragedy. All this development of the 
dithyramb seems to have been distinctly Dorian, as might be 
expected from its choral lyric charact^ei^. •

§ 161. There was also a rustic and jovial dithyramb' cOmmon 
among the lower classes in the same districts, where the choruses 
imitated the sports and mhnners of satyrs in attendance on the 
god, and it is not improbable that these came more into 
fashion according as the serious dithyramb wandered from its 
original purpose, and'w^as even applied to celebrate other 
personages than the god Dionysus. The proverb i-pur
Toy Aioi^virov (‘there is no Dionysus in it') preserves the objec
tions of old-fashioned people to such innovations, and these 
objections were permanently respected by the essentially safyric 
dithyramb, which was brought to Athens by Pratinas * of Phlius, 
who with Choerilus and other poets put it on die st^ge as a 
proper completion, and necessary adjunct to the nascent ’ 
tragedy. This Pratinas was a brilliant poet, to judge from a 
fragment preserved by Athenaeus, in wh^ch he complains of the 
increasing prominence of the instrumental accompaniments to 
the dithyrambs, possibly those of L^asus, and vindicates for his 
chorus their proper functions.^ He is called the son of

' According to Fick (Grieeh. Persone^namen, p. xxxv), this name, 
which is derived' from the Doric form for wpiOros, and is a collateral form 
for irpartvas ( = irpturiovos), should be pronounced nparTvas. I cannot find 
any direct authority in the classics for this quantity.

5 Th i 66pvBos HC; t( rdSe Ttt ; •
, tIs Sfipts efioKev iirt AtovvataSa Ta}Anriraya, 6vp.el\<a’;

, 4p}>s 4pbs & Bpipuos • Set tpb Set irarayeiv
o-V Upex aVpfVov pcxX NataSay 
ela re kvkvov iyoi^Ta wi^iKiKJhr'repoii p4Aos. 
txv &otSdv Kar^iTTa^e T^^/Ps BatoiAeiav • i S’ avAbs 
Sarepoy x^opev^ra' i^cOt yi^p iaff vniippTas.
K&pt pivov OvpapPxoi re tvyppxclaiai vVetv 04Aet TrapoVwv 
ippevai arparoAdras.
ireSe, irate rbv ^pity' iotSoP 
iroulAop irpoaxceowp • 
<p\e'ye rby iAer^tataAo^t^iA^/POv, 
AaAoPapudTa iraoapeAoovSppf&iTav ff
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Pyrrhonides, and said to have composed thirty-two satyri<c 
dramas with fifty tragedies; he contested in. Ok 70 with 
yEschylus' and Cfiairlws, but was only once successful in carry
ing off the first prize. His son Aristias was equally celebrated 
as a satyric dramatist, and was second when yEschylus won 
with the Seven Thebes, but apparently with a satyric
drama of his father's. Che^i^^lus was active from 524 to 468 b.c. 
(if we believe Suidas), and is celebrated as one of the old trage
dians, but still moire for his satyric drama, which appears from 
the proverb, ‘ When Choerilus was king among the Satyrs.''

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

Vrol Tpiivt Stuns rraffpivov
) iSab &Se not Seijik
K(t! sroObs Stalfrd, BtanPoOtOvpa/iP e '
Kntrbt'afr’ &a£ hove rdv 4ftdv Aiptov xoptav.
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such as Sinbad' or Beard, in which t^iere are horrible and
tragic adventures, and generally a respectable chief character, 
coupled with grotesque accessories and conventional dancing^,. 
This curious parallel will illustrate to the English reader many 
of the difficulties in the position of the satyric drama at Athens.

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

§ 163., All our authorities are agreed that despite the various 
approaches and hints at tragedy before Thespis—the Pelopon
nesians counted sixteen poets of Dorian tragedy before him— 
he was really the originator of that sort of poetry. We only 
know that he belonged to the deme or village of Icaria, on the 
borders of the Megarid, and doubtless in constant intercourse - 
with these people, among whom the worship of Dionysus- 
was said to be particularly at home. It is to be noticed that the
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neighbouring town of Eleusis, to which aU Icarians must have 
constantly come, was apparently the chief place for the deeper 
worship of Dionysus Zagreus, and it is not unreasonable to 
suppose that this double experience of the local choruses to 

.Di^c^r^j^sus at Icaria, and the solemn mim:ic rites of the /mys
teries, were the determining features of his great discovery.

For in what did this discovery consist ? As was well known, 
tragic elements were present in Homer, and the characteristic 
dialogues in the old epics were far more dramatic than the 
early tragedies not only of Th^e^s^pis, but of riSschylus. The 
misfortunes of heroes had already been sung by the dithyrambic 
choruses at Sicyon, and a mimetic character given to such per
formances by the expressive gestures of the choirs of I^asus. 

' We have no reason to think that Thespis added a dialogue to 
the cyclic choruses, or lyrical element from which he started. 
From what is told us we merely infer that he to some extent 
separated the leader of the chorus from the rest, and,made him 
introduce and interrupt the choral parts with some sort of epic 
recitation. What metre he used for this recitation we know 
not, nor the subjects he treated, for the tides transmitted by 
Suidas are of forgeries by Heracleides Ponticus, and Thespis 
probably left nothing written. Yet he certainly aimed at some 
illusion, by which he escaped from himself, and entered into 
the feelings of another person, when he undertook, as we are 
told, to perform the part of leader to his chorus. For he dis
guised himself, and so far imitated reality that Solon is said (by 
Plutarch) to have been greatly offended at the performance, and 
to have indignantly denounced the deliberate lying implied in his 
acting. Of course we must cast aside the nonsense, talked by 
Horace, of his being a strolling player, going about in a cart to 
fairs and markets. Not only did Horace confuse the origins 
of tragedy and of comedy, but the poetical requirements of 
the Athenian public trained by the enlightened policies of 
Solon and Peisistratus. In the Athens where ^asus, and 
Simonides, and A^nacreon, and presently Pindar, found favour, 
no-rude village song could find favour ; nay, we rather see an 
over-artificial taste prevailing in the ly^c poetry of that date.

Thespis composed his dramas from about OI 61 for city

    
 



CH. XIV. PHRYNl^C^HJJS TRAGIC POET. 235
- r ‘ ' ■

feasts and for an educated audience. The mere setting up of a 
stage, and donning oT a mask, 20uld not in such an atmosphere 
give to any poet the title of a great originator. Though the 
stor^ just cited' from Plutarch contradicts the inference, we 
would, fain believe that an acquaintance with the mysteries, and 
deeper theology of the daj^^’ suggested to Thespis the represen
tation of human sorrow for a moral purpose. There seems no 
trace of this idea in the earlier dithyrambs, which sang or acted 
the adventures of Dionysus me^^ly as a cult, and not as a 
moral lesson. But it seems that with Thespis may have arisen 
the great conception which we see full-blown in YEschylus—the 
intention of the drama to purify human sympathy by exercising 
it on great and apparently disproportioned afflictions of heroic 
men, when the iron hand of a stem and unforgiving Providence 
chastises old transgressions, or represses the revolt of private 
judgment against established ordinance.

§ 164. It is quite plain that the portraiture of suffering was 
fully comprehended by the next among the old tragedians, 
Phrymchus, son of Polyphradmon, whom Aristoplno^i^si* often 
refers to as an old master of quaint sweetness, and in his 
day still a favourite with the last generation. There are several 
other persons of the name, one of them a comic poet,2 so that 
we cannot be sure concerning the allusions to him. His son 
Polyphradmon, evidently called after the grandfather, seems to 
have contended with yEschylus. We have not sufficient fragments 
remaining to form a strict judgment, nor can we now decide 
how much of the development of tragedy was directly due to him. 
He is said to have been the first to introduce female characters, 
and to use the trochaic tetrameter in tragedy. It is also cer 
tain that he understood the use of dialogue, by separating the

> Av. 750 :

Vep. 219 :

ipU’yix.os hpPp<^irl^v p,e\.ea)ii i.refi6^KeTO Kapvbv 
tpepaiv yhvKttay i^Sav.

&pX.«>fieKe<riSti>j/tij>pwi)(,'flpaTa.

Cf. also v. 269. I quote uniformly from the Sth ed. of Dindorl^s PoeU 
Scet^ici.

2 Cf. on these various persons the discussion of Meineke, Hist. Com. 
Grac. pp; 146, sq.
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actor from the leader of the chorus, and making them respond 
to each other. Tii^met^ers and Ionics a minore were metres not 
unknown to him, but he was most esteemed among later Greeks 
for his lyrical excellence, as the scholiasts on Aristophanes tell us. 
Pausani^ 1 alludes to his having first introduced the fatal brand 
in the story of Meleager in Greek tragedy, not, however, as an 
invention of his own, and quotes the lines in question.^ His 

■ I^Jx^nisste was a particularly celebrated play; but we must 
imagine chiefliy a succession of lyrical choruses, with little or, 
no action, like the earlier tragedies of ASschylus. It seems 
that the play was brought out; 3 by Themistocles as Choregus, 
and with special reference to his own achievements, which were 
growing old in the memories of the A^t^henians, in C^1. 75,4; 
and this is the earliest exact notice we have of a tragic com
petition such as was afterwards the rule at A^t^hens. It is said 
that this play was the model on which ALsichylus formed his 
F^ir-ste. More celebrated is t^ie story of the Capture M^l^etus
(MiKijTov aXoiotic), brought out by the poet in Ol. 71, which 
described lyrically the capture and dest^ction of the greatest 
of Ionic cities. The whole theatre, says Herodotus, burst into . 
tears, fined him 1,000 drachmas for having reminded them 
of their domestic troubles, and directed that no one for the 
future' should use this drama.4 There has been a great deal 
of a^s^tt^iet’c lucubration on this celebrated act of the Athenian 
public—much t^lk of the ideal, and the desire to escape from 
the woes of common life into an ideal atmosphere. I feel 
more confidence in the critics who suspect a political reason 
for the play, and still more for the heavy fine. Possibly 
the poet belonged to a party who had urged active aid for 
Miletus, and his drama was a bitter and telling reprooif to 
the timid or peace party, who may, nevertheless, have been 
politically the leaders of the people, and able to inflict upon 
him a fine for harrowing t^e public mind with his painful and

* x. 31, a
2 Kpvepbv yi^p OVk 

ijAul-ey fiipov, &K(7a 5^ viv <p\b£ Kc^^tSaitraro, 
SaAov irepOoptii^ov p^earpis in? alxas KaKopnx<^’'‘'- 

8 TJumist. 5, as Plutarch tells us.
* vi. 21. I suppose he means—use this stor^ for a drama.
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play. We see f^om the success of • -I^sc^Ih^lus’ 
PerscR that they had no objection to being reminded of their 
domestic successes—certainly domestic in as real ' a sense as 
the events of Miletus—and I fancy covert allusions to present 
politics or other events -\^(ere always well received by the 
Athenians; but they were certainly right to discourage the pre
senting of recent events upon the st^ge, for Greek tragedy was 
in no way suited for historical purposes.

There remain about seven titles of Phi^nichus’ plays, most 
of them the names of nations, which seems to imply the im
portance of his chorus. All the older tragic poets were said to 
he dancing-masters, and to have taught anyone who wished to 
learn; it is even said that the A^t^henians appointed Phiy^^ic^h^us 
to a military command, on account of his skill in perform^g 
the Pyrrhic war dance.

§ 165. Having now given a sufficient account of the forerun
ners of ALschylus, it may be well to say something of the ma
terials at t^e disposal of the Greek tragic poets, of their theatres 
stage, actors, and general appointments. When these things 
have been made as plain as our authorities permit, we can pro
ceed to consider at our leisure the works of t^e three great 
dramatists which have survived.

It is necessary to give a brie^ description of the Greek 
theatres themselves, in order to help the reader better to imagine 
for himself the old tragic performances, and in order to obviate 
c^ertain errors which were current on the subject, and have only 
been removed by recent researches. The earliest stone theatre 
of which we know the date was the theatre of Dionysus at 
A^t^hens, built (C^1. 70) against the south slope of t^e Acropolis. 
It was adorned and enlarged by the orator l^^c^urgus (about OL 
112), when administering the finances. We are told that before 
its building a wooden structure was used for plays, but that on 
the occasion of a contest between yEschylus and Pratinas it 
broke down, and then the Athenians determined to erect a 
permanent one for the purpose! We are not told where 
the old wooden theatre was situated, but as the story implies 
that the spectators fell (for the stage always remained a 
wooden platform), it is unlikely t^at the old site could have 
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coincided with the new, where the steep incline of . the hil£ 
tnade all artificial scaffolding unnecessary. If the site was re
tained, we should imagine the audience of the primitive trage
dies and, no doubt, ofthe older cyclic choruses, to have sat all
round the performance, so that while at one side the hill served 
for tiers of seats, on the other a corresponding incline was con
structed of wood. It would then have been this side only 
which could break down, and the new stone theatre may ha-ve- 
been on the modified principle of enlarging one side of the, 
primitive amphitheatre to hold all the spectators, and giving the 
actors a better stage with a rear and side entrances—a necessary 
change when' the various illusions of varying dress and scenery- 
were invented and came into use. While this conjecture would 
explain the occurrence of the accident on the present site of 
the theatre, it must be carefu^y noted that quite a different place 
at Athens also bore the name of orchestra, or dancing place, 
and may have had wooden seats applied in the same way. This- 
orchestra was a small platform on the north slope of the Areo
pagus, just above the agora, on which the statues of Harmodius - 
and Aristogeiton, and these only, were set up. Being above the 
throng of the agora, it seems to have been used in later days 
as a place for book-stalls. However this may be, the stone 
theatre of Dionysus became the model for similar buildings all 
over the Greek world, which everywhere (except at Mantinea)- 
utilised the slope of a hill for the erection of stone seats in 
ascending tiers. These great buildings were also used by 
democracies for their public assemblies, and we cannot be sure 
that some of them did not precede in date the theatre of Dio
nysus. A great number of them still remain, though in no 
case, of course, has the wooden stage survived ; but most of 
them have been modified by Roman work, especially in the 
form of permanent and lofty walls of masonry at the back of 
the stage. Happily in some cities the Roman theatre vVsrs 
built separately, and near the Greek, a^d this is the case at 
Athens and at Syracuse. The others which a^e most perfect, 
such as that of Aspendus in Pamphylia, and Tac^rmina in Sicily, 
contain Greek and Rodman work jumbled together. But there 
are remains throughout all Greek-speaking lands of these
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theatres, in which plays were performed as soon as Athens had 
shown the way. At Epidauros, Argos, Mantinea, Megalopolis, 
in .the 'Peloponne^i^s;. alone, there are huge remains of Greek 
theatres. The smallest and steepest known to me is that of 
Chseronea in Boeotia.

The whole circuit of seats, generally semicircular (sometimes 
even a greater, but never a less segment of a circle), was called to 

koXkov, and held.the sitting room (khiOX^-ov) of the spectators, who 
'were called the theatre, as we say the house, in old times. It was 
separated into concentric strips by one or more walks called 
cta^wytira. A radiating series of flights of steps (m^T^t^ropai), as
cending from below, divided these strips of seats into wedge- 
formed divisions In most cases, the spectators came
in at the sides, bet^veen the stage and the seats, and ascended 
by these steps. ■ The seats were broad and comfortable, but each 
person brought a cushion, or had it brought for him by a slave, 
who was not allowed to wait during the performance. In some 
later theatres there were outside staircases, which brought the 
spectators to the' top of the theatre, where they entered the 
highest level through a colonnade. The audience had no cover
ing over them, and were exposed to all extremes of weather. 
We do not know what was done in the case of rain, but 
it is probable that the stage had a penthouse projecting from 
the back wall, which protected the actors. The price of 
admission was fixed at two obols for the Athenian theatre, v 
which went to the manager for its support, and which was paid 
from the public funds to the poorer citizens at Athens, in the 
days of the A^l^henian Empire, by way of affording all of them the 
opportunity of joint religious enjoyment which the feast of 
Dionysus offered. Women and boys were admitted to the tra
gedies, but the former were certainly excluded from the comedies 
in older days, and for obvious reasons. There were reserved 
seats in front, and the privilege of admission to them (T!pnte:yi.a) 
was highly prized. It was given to magistrates and foreign 
ambassadors in early days, but on the marble armchairs of the 
front row in the theatre of Dionysus, as re-discovered in 1862, 
the names of religious dignitaries are inscribed, the priest 
of Dionysus Eleutherios possessing the central stall. This
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does not, however, date before the days ' of He- 
rodes A^tticus. T^here is no ev’dence whatever that the A^thenian 
^emoora^<^iy allowed the front seats to be reserved for the richer 
classes who could pay a higher entrance fee.’

The number' of spectators must often have comprised the
- whole male population of a large town and its suburbs, besides 

sundry strangers, women and children. Some of the remaining 
theatres would easily hold 10,000 people. It is consequently 
evident that all could not have seen or heard delicate points 
upon the stage. T^his, as will be seen, had no small effect upon 
the way in ' which Greek tragedies were brought upon the stage. 
Nev^f^rf^heless, Iwill observe, that in the great theatre of Syra
cuse, I mysi^^if tested its acoustic properties, and found that a 
friend talking in his ordinary tone could be heard perfectly at 
the farthest seat—this, too, with the back of the stage open ; 
whereas it was in the old performances closed by lofty scenes, 
and an upper story from which gods were shown and oft 
descended upon the stage.

§ x 66. We pass from the circle of spectators to the part of the 
building (op'^oTpa) corresponding to the pit of modem theat^<^^., 
The greater part of this was smoothed, empty, and strewed with 
sand, hence called Kovli^-rpa. In the centre was an altar to Dio
nysus (dvftiXji), the relic of the old times when nothing but 

. choral dances had been held in the area round the altar. But 
in the part nearest the stage, which corresponds to our stage 
boxes and orchestra, was a raised floor of wood, called, more 
specially and scenically, orchestra, or dancing place of the 
chorus, beginning at the altar, and communicating by steps 
with the stage, which was Somewhat higher. The chorus was a 
sort of stajge audience, at times addressing the actors, and 
answering them through their leader, at times reflecting upon 
them independently, especially in the choral songs, which 
divided what we may call the acts of the play. The chorus vy^s 
not an ideal spectator, far from it, but rather represented the 
average morality or courage of the public, as contrasted with

* This has been often asserted, owing to a misconception of the pas
sage in Plato, Apol. Socr. § 26, which speaks of buying the work of Anaxa
goras at the other orchestra above mentioned for a drachme.
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the heroic character of the protagonist, or chief actor. Thus 
we find it frequently supporting t^ie deuteragonist, or secoi^d' 
actor, who was a foil for the principal personage. As M. Patin 
admirably remarks, apropos of the chorus of the Antigone :* ‘It 
has not been sufficiently observed what moral defects the Greek 
poets attach to the part which in these plays represents the 
interests of general morality. While assigning to the chorus 
those lofty ideas of order and of justice which dwell in every 

‘ heart, and come naturally from the lips of all as the voice ot 
conscience, they took care to add to this somewhat imaginary 
role, by way of realism, the vulgar features common to ever^ 
multitude. T^he speech of the chorus was pure and noble ; its 
conduct cowardly, cautious, selfish, and marked by the weak
ness and egotism which are the vice of the.comm^on herd, and 
are only wanting in the exceptional few, both of tragedy and 
of.r^eal life.' But when it watched the progress of the play, the 
scenes must have been not unlike the play within the play in 
Hamlet, except that the great personages were in the Greek play 
the observed of the inferior observers. The entrances to the 
orchestra were the same as those of the audience, from the 
sides (irapodoi), between the stage and the tiers of seats, and it is 
certain that there was no separate place for musicians, as the 
accompaniments to the choral songs, which were sung ap 
parently in unison, were of the slightest kind—^perhaps a single 
fluteplayer beliind the scenes. ’ ■

From the orchestra we mount by a few steps to the stage, 
and its appurtenances. It was technically called Trpoat^j^'iov, or 
the place in, front of the oKr/vt), which was originally the king’s, 
tent, or dwelling of the chie^ character, but, in ordinary Greek 
parlance, nothi^ig more than the background of the stage. A 
particular place in rhe centre of the proscenium, or stage, ap
pears to have been slightly raised, and specially used in great 
declamations: this was called the \^oyeiov. The whole stage was. 
very long and narrow, spanning all the way from one side of the 
huge circle of spectators to the other. As the chorus were 
brought forward to their place in the orchestra, the Greek 
theatre required no deep stage room, and had ample space for

* Sophocle, p. 260.

RVOL. I.

    
 



242 • HISTORY OF GREEK LITERATURE, ch. xtv.

its very few characters within a narrow place.’ There was cer
tainly one passage leading out from under the stage, and known 
technically as Charon's stai:n5; but the old stages which I have 
examined show such complicated substructures, so many separate 
sl^ort walls and passages in their foundations, that I fancy there 
must have been more to be done under the Greek stage than 
most scholars imagine. The front of the raised stage, which 

•was hidden by the scenic orchestra, was called
§ 167. There was not much change of dress in the Greek ' 

plays, but still some green room must have been required ; it is 
never alluded to by our authorities, and was, I fancy, a wooden 
s^tructure at the side of the stage, which could be removed 
with ' the other woodwork. In the back wall of the stage, the 
doors, three in number, indicated the position of the actor 
who first entered through them.2 The middle' door was for 
the chief actor, the right for his foil or supporter (deuteragonist), 
•tlie left for his contrast or opponent (tritagonist). These 
parts were as much fixed as those of the soprano, tenor, and 
baritone in modem operas, but of course for musical and ses- , 
thetical reasons the two principal voices are there co-ordinated, 
whereas this was never done by the Greeks. Messengers, who 
played an important part in reciting stirr^g scenes, came in, if 
from the home or city of the actors, by the. right par^c^c^^; if 
from abroad, by the left side of the theatre, and went out by 
the orch^i^^Ji; we find that in some theatres an additional door 
at each end of the stage was provided for this purpose. These 
fixed arrangements served to a certain extent instead of play 
bills, which the Greeks did not use. The back scene was, as I 
have said, lofty, and made of painted wooden panels and hang-

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

2 It is not to be imagined that this was an absolute rule. The chief 
personage was in most plays easily to be distinguished without any such for
mality. Cf. Bernhardy, ii. p. 93.
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ings, for when the Romans came to build similar theatres, they 
built up . this scene of masonry, which still remains in many 
places—most perfectly at the splendid theatre of Aspendus in 
Pamphylia. The upper story • represented by this architectural 
front was called episcenium, and the wings, when they came for
ward and closed the ends of the stage, para^sce^^a. When 
change of place was required, there existed scene shifting, in 
the sense of drawing back to the ' sides temporary structures. 
As there was seldom, if ever, more than one change of scene 
in a Greek tragedy, we can imagine the movable scenes used 
first, and drawn away, along with the revolution of the per-ia/^ii, 
to make way for the view painted on the permanent back 
scene of the stage. For it is certain that at the para^cenia 
were fixed two lofty triangular prisms, called revolvers (irepiaKroi), 
on each face of which a different scene was painted, so 
th^l^,.according as the ‘foreign parl^^’ especially of the play 
changed, the right irepiatcToz pr'vavil was turned (eKKvi^e'u''). 
These prisms must also have served to conceal such scenes as 
were drawn back, when not required. There was some compli
cated machinery in the upper story of the back scene, which 
enabled the gods to appear in the air, and address the actors 
from a place called the gods’ stage (di^i^O^f^o^^iioV). This machinery 
seems to have been hidden by a large curtain (rara/^?^x^a) hung 
from above, but I suspect that this device did not exist in the 
early days of tragedy.

It is important to notice the lofty and permanent character 
of the wooden, and afterwards brick, structures at the back of 
the stage, as it destroys various sentimental notions of modern 
art critics about the lovely natural scenery selected by the Greeks 
to form the background of their stage. It is still believed by 
many that the Greeks desired to combine the beauties of a 
lovely view with the ideal splendour of mythical tragic heroes. 
Modern research ha^ completely exploded the absurd idea. It 
is possible that, at the highest and worst back seats, some 
lofty mountain behind the stage might have been visible, 
but I am sure the intention of all the arrangements was to 
exclude such disturbance, and to fix the attention of the 
spectators on the play and its scenic surroundings. The 

B2
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sites of the Greek theatres were simply determined by the 
ground, and if almost every ascending slope near a city in 
Greece affords a fair prospect of sea and islands, and rugged 
outlines, we know that the Greeks of all civilised people thought 
least about landscapes as such, and neglected the picturesque.

§ 168. This reflection leads me naturally to say a few words 
about the scene-painting of the Greeks. When ..d^s^ch^ylus arose, 
painting was in its infancy, and it was not till the empire of Athens 
was well established that the first great artist Polygnotus (about 
C^1. 78) rose into fame. But he was altogether a figure painter, 
and seems to have known nothing of perspective. Tc^wards the 
ehd of .ii^i^chylus’ life, Ag^atharchus first began to study the art 
of scene-painting, with the view of producing some illusion by 
means of perspective, and wrote a treatise on the subject. The 
optical questions involved were taken up by Anaxagoras and 

. Democritus, and Apollodorus (about 400 b.c.) may be regarded 
as having brought to perfection this branch of art. Both he 
and Ag^a^tharchus are classed as skenographers, or skiographers 

aKioypa^ioi), these terms being used as synonymous, 
and shewing that the parting of shadows was first attempted in 
order to produce effects of perspective in scene-painting. There 
can be no doubt, from an analysis of the scenes of our extant 
plays, that the great majority of these paintings was architectu
ral, and the representation of Greek palaces and temples, with 
their many long straight lines, particularly required a knowledge 
of perspective. It is not certain that the old Greeks, in spite 
of their philosophic studies, were very perfect in this respect, 
for the architectural subjects in the Pompeian frescoes are very 
faulty, perhaps, however, because they were the work of igno
rant persons, who never learnt the better traditions of the 
ancients. Some few plays were laid in camps, and wild deserts, 
such as the Ajax and Phi.loctetes of Soph<^<^]^l^^; but by this time 
scene-painting had become an established art. To judge from 
the landscapes of Pompeii, these scenes had a very lofty blue 

• sky painted above them, which was doubtless intended to ex
clude the natural background from the spectators. In the 
comedies, concerning which we have but little information in 
detail, familiar and everyday scenes in Attica must have been
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•painted, and it would be most interesting to know what amount 
of reality satisfied the A^t^henian' audience. In the tragedies, the 
scenes were either of remote palaces, or at least of palaces and 
k^iities in ancient and mythical times, so that no close approxi
mation -to the cities of the period would be required.

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

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

As soon as tragic choruses and other dramatic performances 
became recognised by the state at Athens, they were not left to 
chance or to individual enterprise. The chorus was dressed 
and trained at t^e public expense, and the poet who desired to 
have his piece perfor^^ied must go to the archon,’ and ask 
to have a chorus assigned to him. The actors were said to 
have been distributed by lot, but in later days, we find parti
cular actors so associated with poets that some more permanent

’ The eponymus at the Dionysia, the king archon at the Letuza, 
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connection must be assumed. The archon granted choruses to 
the most' promising applicants, so that young and unknown 
poets were fain to produce their piece under, the name of an 
infituential friend. The poet, with the aid of a professional 
choir master, trained his chorus, in the lyrical songs, and in 
early days took the chief acting part himself?

§ 170. Unfortunately we know hardly anything of the way in 
which the competitions were managed, or how many plays were, 
produced on the same day, and in succession. We know certainly 
that they were composed (even by Euripides) in tetralogies, in 
groups of four, and their average length being moderate, I fancy a 
trilogy would not take up more time than the playing of Ham
let, followed by a short farce or satyric drama. But how could 
the audience endure more than this at one time ; and yet we 
know that many of our extant plays obtained the third prize, 
showing that t^welve plays must have been acted. It is abso
lutely certain that such a competition must have lasted several 
days, and I believe that twelve plays was the limit; for when I 
note the difficulty of ‘ obtaining a chorus,' and that even go(^d. 
poets were refused ; when I also observe that the third place 

‘ was considered a disgrace, -I infer that the number of competi
tors must have been limited, and that there were not lower 
places than the third to be assign^i^. But when we hear that 
Sophocles contended, ‘ play against play,' by way of novelty, 
and that single plays from a group were called victorious, and 
yet that Euripides competed with groups, none of which has 
survived entire, we find ourselves in hopeless perplexities.

As to the adjudication of the prizes, it was made by judges 
selected from the audience by lot, and no doubt led by the 
public reception of the pi^c^e; but their decision seems often to 
have been exceedingly ba^ As we have not the rival pieces of 
any competition for comparison, we may not dogmatise ; but 
still, when the scholiasts wonder at the CEdipus Rex being de
feated, and when we find the Medea disgraced by obtaining the 
third place, we cannot help suspecting that the judgment of the 
day was utterly wrong. Each victory was commemorated by a 
tripod, which wa£ erected on an ornamental pillar or building 
like the choragic monument of Lj^s^i^Crates, still extant at Athens,
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and from these inscribed monuments were drawn the valu
able didascalia which Aristotle first collected, and from which 
Aristophanes (of Byzantium) afterwards compiled his invaluable- 
'prefaces to all the plays. Our extant prefaces ?^ism to copy 
their chronological data—the ye^r of the play, its competitors, 
and its place—^whenever they vouchsafe us such information. 
Had Aristophanes’ work been preserved, the whole history of 
the drama would be in a far different condition.

§171. There is still some hope of further light on this im
portant poi:^^ Fragments of lists of dramatic authors, and their 
victories, are still being found about the acropolis and the theatre 
at A^t^hens, and from the publications of them by K^c^manudes 
in the Bergk has endeavoured to reconstruct the
chronology of the drama,’ His conclusions have been con
tested by K^ohler,® and are as yet uncertain. But he has pro
bably established this much, that while the tragic contests were 
carried on at the greater Dionysia in the city, and in spring , 
time, and recorded since about Ol. 64, the winter feast of the 1 
Lensea in the suburbs was originally devoted to comedy, which 
was not recognised by the state till about C^1. 79. In C^1. 84 
new regulations were introduced, probably by Pericles, accord
ing to which tragic contests were established at the Le^nsea* and 
comic admitted to the greater Dionysia. From this time both 
kinds of contests were carried on at both feasts, and in the great 
theatre.8 But as the Lencea was only a home feast, and not 
attended by strangers, a victory gained there was by no means 
of the same importance as a victory before the great concourse 
of citizens and visitors in the spring, and consequently they 
were sepa^jately catalogued. This accounts for variations in the 
number of prizes ascribed to the poets, some lists comprising 
all, others only the city prizes. No poet (except Sophocles) 
seems to have gained this latter distinction often, and many 
prolific authors obtained it only' once or twice. But, as has been 
already remarked, the verdict of the judges is not to be taken 
as a conclusive estimate of real merit.

1 Cf. Rhein. Mus. for 1879, pp. 292, sq.
1 In the Memoirs of the German Arch. Inst. of^Athens, vol. iii. pp. IC4, sq.
* The tesser or c^ntry Dionysia were celebrated at a theatre in the 

Piraeus.
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CHAPTER XV.

-iEschylus.

§ 172. The facts known to us about the life of A^j^ichylus are 
ffew, and decked out with many fables. He was the son of 

' Euphorion, bom at Eleusis, the town of the Mysteries, in 525 
b.c. He contended with Chcerilus and Pratinas, as well as 
Phrynichus, from about 500 b.c., and there is no doubt that 
he learned a great deal from the art of the latter. His first 
tragic victory was in Ol. 73, 4 (485), and from this time down to 
the middle of the century he worked with all the energy and 
patience of a great genius at his art. He fought in the battles 
of the great Persian war, and was wounded, it is slid, at 
Marathon, at which his brother K^y^n^segirus fell. He contended 
against Simonides with an eleg^ to be inscribed over the fallen, 
but was defeated. Ac^c^ording to the most credible account’ 
he won thirteen tragic victories. He confessed it impossible 
to excel the Hymn , tb Zeus of the obscure Ty^nnic^hus, on 
account of its antique piety, which gave it the character of 
an inspiriation.* And yet he is reported to have been exceed
ingly hurt at the success of Sophocles in tragedy, by whom he 
was defeated in 468 b.c. This may have induced him to leave 
Al^hens and go to Sicily, an island which he had already visited 
in. C^1. 76 at the invitation of Hiero, for whom he had written a 
local piece called the Y^tnaans, to celebrate the foundation of 
the city of .dStna on the site of the earlier (and later) Catana. 
He also brought out at Syracuse a new edition of his Persians. 
A better cause alleged for his second departure from Athens 
was the suspicion or accusation under which he lay of having 
divulged the Mysteries. He is even said to have been publicly

* Cf. Bergk, FLG., p. mi
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attacked, and, though he pleaded that he was unaware of his 
crime, was saved with difficulty by the Ar^eopagus. If this be 
so, we can understand his splendid advocacy of that ancient 
and venerable court, when attacked by Ephialtes, in his 
Eu^menides, the third play of the extant trilogy with which 
he conquered in 0^1. 80, 2 (458). He must have been at this 
moment one of the most important leader^ of the conser
vative party, and have had far more weight through his plays 
than most men could attain by their eloquence on the.l^e^ma. 
Nevertheless we hear of him dying at Gela in Sicily within three 
y^ears of this great triumph. The people of Gela erected 
him a splendid tomia; the Athenians not only set up his statue 
in public, but rewarded and equipped any choregus in after 
days who would bring out again the works of so great and 
acknowledged a master.

Even tetris brief sketch can hardly be called certaiin-as to 
its facts ; the many fables about his relationships, about his 
death, and about his professional jealousies have been here 
deliberately, omitted. I only know of two personal recollections 
of him which still survive, beyond the ' on-Ty^r^nichus
above mentioned. He was sitting beside Ion of Chios at the 
Isthmian gam^ij; the audience cried out when one of the 

•boxers got a severe blow, whereupon he nudged Ion, and said : 
‘See what training does, the man who is struck aays nothing, 
while the spectators cry ou^’ * He is said to have described 
his tragedies as morsels (rep<l;^j/) gathered from .tthe mighty 
feasts of Homer. This very humble claim and loyal feeling 
towards the old epics do not bespeak a jealous or self-asserting 
character. Of his plays there remain seventy-t^vo titles, of 
which over sixty seem genuine, and a good many fragments, 
but only seven actual pieces : the Supplices probably _
brought out in OL yr or 72; the Persce, 76, 4; the Seven 
aga'inst Thebes, 78, the P^r^ometheus Vinctus, ,not before 
75, 2, in which the eruption of .I^t^na alluded to in the play

1 This is reported by Plutarch, De project, in virt. c. 8.
2 The statement put into yEschylus' mouth in the Frogs (v. 1026, sq.)

seems as if this usually received order were wrong, and the Seven against 
Thebes came earlier than the Pei-cce. '
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occurred, but probably as late as C^1. 79. Lastly, his greatest 
and most perfect work, the Orestean trilogy, consisting of the 
A^gamemn^n, Choeph^^, and E^u^^enides, in C^1. 80, 2, shortl^^y 
before his death. .

§ 173. I take the ^upplices first, because it is decidedly a 
specimen of the early and simple tragedy developed by iE^schy- 
lus; nor do I agree with some great critics who have thought it 
composed as late as 0^1. 79, on account of its complimentary 
allusions to Arg;os. In the first place the chorus is the principal 
actor in this play—the daughters, of Danaus, .who have come as 
Suppliants to Argos, to escape the marriage of their cousins, 
the sons of ^Egyptus. In the next place, the number of the 
chorus in the play seems to have been fifty, whereas in yEs
chylus’ later days it was reduced- to fifteen or twelve persons. 
There is indeed a notice of Suidas that Sophocles raised 
the old number twelve to fifteen, which would imply twelve 
Suppliants onljr; but • the fixed traditional number of the 
Danaides, and the ample space on the orchestra, in a play 
where there was no dancing, seem to make the full number not 
impossible in this piay. I have no doubt that it was the 
requirements of this play which at all events made the critics 
think of fifty choristers. The main body of the piece consists in 
long choric songs complaining of the violence of the sons of 
ASgyptus, the unholy character of the marriage they proposed, 
and the anxieties of the fugitives. These odes are merely 
interrupted by the actors—their father Danaus, Pelasgus, the 
King of Argos, and the petulant Egyptian herald, who endea
vours to hurry them off to the ship which has just arrived to 
bring them Back. The King of Argos is represented as a 
respectable monarch, who, though absolute, w^ll not decide 
without appealing to the vote of his people, who generously 
accept the risk of protecting the Suppliants. But the cautious 
benevolence of Pelasgus, and the insolence of the Egy^ptian 
herald, can hardly be called character-drawing, and the whole 
drama, having hardly any plot, is a good specimen of that 
simple structure with which Attic tragedy developed itself out 
of a mere cyclic chorus. It is remarkable, however, jthat 
though the individuals are so slightly sketched, there is the
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most distinct characterising of nationalities throughout the 
play. Not only is the very speech of the Danaides full of 
strange-sounding words, as if to suggest their foreign origin, 
but there is the strongest aversion conveyed by the poet for 
the'E^gy^plians, as a violent and barbarous people, whose better 
few can only find protection in Argos. The Argives, again, 
are described as an honourable, somewhat democratic people,' 
not perhaps ver^ different from the stage Al^henians under 
Theseus. There is little known of the other plays in the 
trilogy, or of the satiric piece Wii^ch followed. The horror 
of a marriage with cousins seems so absurd in the Egyptian 
princesses that it must have been explained by the course 
of a preceding play, and the critics are agreed that „the so- 
called Dc^naides followed, wherein the marriage and murder 
of the sons of A^jgyptus took place, and the trial of Hyperm- 
nestra, who alone disobeyed her father. She seems to have 
been acquitted by the interference of Aphrodite herself, on the 
ground of her own all-powerful influence on the human mi^d, 
and from her speech A^t^l^e^r^seus has preserved for us some fi^e 

JI lines.* • ,
Though this play is the least striking of those extant, and, 

from the little attention paid to it, very corrupt, and often 
hard to decipher, there are all the highest vEschylean features 
in germ throughout it Thus in the very first chorus, not to 
speak of the elegant allusion to the nightingale, already cele
brated in the Odyssey, there is a splendid passage on the 
Divine Providence, which breathes all the lofty theology so 
admirable in A^sschylus.^

ipq pv ayvbs oipavhs rpaaat xSPa, 
Si yaiav ydpou ruxeii'*

Spfipos S’ H .eivVoiTOS obpvoV Treirinr 
inuire youaa' V Si riKTfriu fiporois '
p-\v re PoffKiu! rnxl fOp 
PePpPru Spa S’ 4k vo-ri^oj^TOS ypav 
riXeiis {(Tti. rpv P’ iyi) irapalrtos.

w. 86, sq. : All's Ipps oVk eliBippTos M6x'n, 
irfvTO rot tpPfyigrt 
Kiv iVv rbxf

p^ep6-i^<^<^<^t Aaots,

1
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So also future punishments are threatened.’ The concluding 
prayer of blessing on Argos, sung by. the gratelul Suppliants, is 
very fine, and there is all through the play an abundance of 
that mighty diction in which the epithets and figures come 
rolling in upon us like Atlantic waves. It is this feature in 
yEschylus which makes him so untra^slateable.2

1 wi^l observe, in conclusion, that the description of lo's wan- 
<^i^iri^:ngs (in the ode, wt. 525, sq.) is a foretaste of the much 
fuller treatment of the same subject in the later Pt^ometheus. .

iriirrei S ouS iii v&t),
' KOpwr><a Aibs KpavOj irp^y/ia, re^XeiOf.

SavAol y&p wpairrSav 
SiacKti^l re relpovoiv iripot, , 

' narSelv t^ippi^irroi. '
idirret 8" lAirlSoiv 
iUp* UJ^ttirUpyeuy iruvtiAeis /3porobs, 
play 8" i^oiXitJei,
rly S-iToiyoy Se^uoi^li^y- fipeyov <ppvmftii irws 
ain^i^Bov H-inaa^ey tp^^as, iSpdvuy iip' ay^i^iv.

A^nd w. 590, sq. :
rlyt fta BeSov iySi^KofTG^ftriy 
KeKXoipiay eil^Oyus iir’ tpyois. 
irarfyp (^i^'rovp'yds, ai-rixt^i^p &taa 
yt^i^ovs ■iraAaiSr>pay pt^aes ,
retcruy, ri iray pVxap oSpios Zeus. 
vtr’ i^pxfis S’ ot^rtvos Bc^n^ffay 
ri pe’iov Kp^^Ulltrl^luy K^cai^^veiy 
oirtyos iyaBey ruiteyov <e^3el Kdrta. ■
ydpeyrl S’ ipyov &s tiros 
nrevif^ai ri rWy fiopAios ^ipoi

’ vv. 22^7-33, and v. 416.
2 Thus we have (w. 34, sq.):

ivBa St AalAam
Xf:^pui^|^ori'rrlp, f^poyrj r^rrepoirp r’ 
l^p^f^potpipoirly r' i^t^ep^ots iy^/^^^as 
aAis dyr^ia■avres SXotvro.
XuKoSlaKroy Sis SapaAty in -fr^e'ptus 
ilXtPdrots, tv iAicif irle^vyos pepvKe 
<pd£oyffa Porrpi pi^oBovs.

ifopov dxlBapty SaKpueydyoy 'Api).
And the wonderful—

Aircrds alylAitp &irpirSe^^ps o!Pf>pay Kpephs yuir^bs iri'rpa.

Again, v. 35° :

And
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§ 174. The Persa is profoundly interesting, apart from literary 
questions, for it is the first approach to a piece of contem
porary history among the Greeks. Here we have the battle 
of Salamis described by an eyewitness, and the impressions 
made on the heroes of Marathon recorded with a poet's 
uttera.nce.* The problem of making an ideal picture from 
materials of the present day was more imperative foi a Greek 
than for any modem poet, and it is with no small acuteness 
that Racine (in the preface to his Bajazei) explains the artifice, 
and applies it in his own way. As M. Patin well puts it : ‘ il 
ddpaysa, en quelque sorte, son sujet, et lui donna cette per
spective iointaine n^cessaire h l'illusion tragique. 2 Racine 
thought that to his audience the Turks were strange and mys
terious enough for ideal purposes, just as ^schylus had de
vised the plan of laying his scene at the Persian coui^t^. where 
even living characters would not strike the audience as too 
close to themselves. By this means ^sc^hylus avoids all the 
dif^culties which beset him, and moreover was able to convey 
certain moral lessons to his ardience by his picture of the 
despotic society in which Xa xec lived. It has been re
marked that though the play teems with Persian names, not 
a single A^thenian is mentioned ; nay, even the celebrated 
Ameinias, whom many commentators call the poet's brother, is 
anonymous, and his ship only noted as a ‘ Greek ship.' 3 Of 
course, the mention of any special name in the Attic theatre 
would have excited all manner of disturbing sympathies and 
antipathies. ' '

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

1 The differences between .S^st^liylus and Herodotus, which are less 
than might be expected, have often been discussed by critics. Cf. 
biakesley’s Herod, vol. ii. p. 404. The introduction df modem subjects 
had already been attempted by Phrynichus (above, p. 236), not only in 
his Capture of Miletus, but in his Phc^’̂iissa:. It was again attempted in 
later days by Moschion and Philiscus in their Themistocles, and probably 
by others also. Cf. Meineke, Hist. Com. Grac. p. 522.

2 Cf. Patin, Tragiques grecs. i. p. 211. • v: 409.
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action, and ver^ little play of various feeling. The chorus is 
here also of the first importance, and takes its place as an actor 
in the play. It is composed of elders left in charge of Xerxes' 
kingdom during his absence, who in the opening scenes, express 
their anxieties concerning the state of the Persian Empire. 
A^t^o^ssa, the king's mother, next appears to tell her alarms, and 
then a breathless messenger narrates the defeat and destruction 
of the great host in a ver^ splendid narrative. The chorus, in 
despair, are advised by Atossa to help her in calling up the spirit 
of Darius, who is represented as a great and just ruler, whos^ 
prophetic advice might still save his people. But he merely 
foretells, with calm dignity, the remaining defeat at Platsea, and 
gives no hope of returning fortune. A^fter a choral song in 
praise of his great conquests, Xerxes appears in strong con
trast, and the play ends with a long con^^os or ode of lamenta
tion for him and the chorus—a common feature at the close 
of Greek tragedies, for which we modems feel little sympathy.

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

‘ w. 706-8, and 840-2.
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is in him that fullness and explicitness of detail which mark 
the self-importance of a man of little dignity, when he be
comes the bearer of weighty, even though lamentable, news. 
The .grie:f of the queen is personal, she has her mind fixed 
-3n .her son. That of the chorus is vehement and headstrong,, 
almost seditious ; that of Xerxes, gloomy and despairing ; that ’ 
of Darius, as we have said, is a calm and divine melancholy, . 
which cannot disturb his eternal serenity. T^hus a single

■ theme is varied through all manner of tempers. Through the 
. .general merit of the piece is greater than that of the Supplices, 

there are not so many fine and striking passages. More espe- 
c^ially the theology preached by Darius is by no means so lofty 
as that cited above from the earlier play. The lines in which 
A^tossa describes the offerings of the dead are very beautiful, 
and ver^ like in grace to the writing of Sophocles.’

The invocation of Darius also shows the use of the refrain, 
which is so effective in ^^s^hylus, and is not common in the 

, otht^iT tragedians. We are told in the didascali® that this trilogy 
—viz. the Ph^neus, I^ersa, Glauius, with the ^i^c^metheus Pyrphoros 
—gained the first prize. Of the other plays we know hardly 
^nytbing, save that the Boeotian campaign, and the Carthaginian 
defeat in Sicily, seem to have been treated in them.

§ 175. The Seven agc^^^sit Thebe; brings us to a more ad
vanced stage of the poet's development. Though the plot 
is still simple, it is not the chorus, but Eteocles who opens 
the play, and sustains the principal part. Moreover, the drawing 

his character is very clear and sharp, and quite as striking 
-^s the warlike characters of the most developed tragedies. 
After his patriotic speech, a messenger details, with great

’ vv. 610-18 :
veKpoiai /ietAtKrhpta, 

^oiis r' ip ayvfis Aevicbv eS'OOTOv yt^a, 
tTs r” itirBeptoviryov ardypa, Trap^ais p-fKi, 
Aifidirtp ISpriKats papBivov voiyiis itera 
ixiipi^riv re ptii^pbs. aypias tiro ,
rorbv iraKaias ifiiriKov ydvos ri^Se • 
riis r’ aitv iv (^bXAoifft BdKAoOtnis tirov 
l-avOirs iAalas KapirSs eSdiSiis irdpa, 
&>/Sr re Tra/ii)^ip<^v ya^a^ rerva.
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beauty, the sacrifice ^ud oath of the seven hostile chiefs, wh<^ 
swear to meet death rather than to turn back from Thebes.* t
The parodos of the chorus is composed with great skill,-the pre
cipitous hurried rythms and apparent disorder of the str^ctur^ 
speaking clearly the agitation of the Theban maidens at the 
approach of the enemy. Eteocles breaks in upon them, and 
reproves them sharply for disturbi^^ the town, and dispiriting 
the citizens with thei^ lamentations, and prayers to. the gods. 
After a long dialogue, he exhorts them to raise a pasan to the 
gods, and encourage the people. But the chorus, in ah 
anxious and very beautiful strain, still harp upon their fears, 
upon the horrors of war, and upon the miseries of captured 
cities.4

1 He addo a pathetic touch :
fLVjLi abr&v rots T€Koi^(riv S6povs
TfPis &pfX '/iZpoiffrioxv x^pfffv %rT€<ov BaKpv 
Keif^i^t^Tes' oOktos 8 ovSels 8iii <riiua.

7 vv. 321-^62 :
OiKTpbv ykp vrx.tv £8* Wyvyiav 
'AfSci TTpotdipau Sophs i^ypav, 
SovKlav \/a<ffaa(a <rnroS<V 
vTF* avSp&s ^AxaioV 0i£60i£v 
7€pdt>ofXt^av ari/xfos,' 
T^s 8h Kexeif)(^p^€ya5 &y€<0at 
4$, vias re Kal iraKaiks 
luinjShi icKf^Kdfjnai/, 
iepippTyvvfjiipa^if ^apiov. 
3o0a 8* iKKet^oovL^ifa irS^ita, 
KatSos bKKvp.i^as fxioQpif^v' 
fiapelas roi T^^ay irporapf^to. 
nX-avrby 8’ aprir^f^iirois Wuobpdntcv 
voiifico 1^po‘Trpaa^et' SiajueTt/ai 
Safj^tdrioiv <r vycpay SSiv, 
ri ; rbv <0^i^€^foo ykp o'aoKiy^<a 
f}i7\T€pa r&vSe ^caa^^ffely. 
iroowa ydp, cStc irrdXis bafxaffO'y, 
44, Sva^'ro^ri re ■•paaC€l. 
dKKos 8* 
<ovvi^^ih 8e Kal
Kairvt^ Xpal^Tai ^r6KlHa'' ^'rav. 
aat^l'oa^^oos 8’ im^^vee KaaSdaas
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Then follows the celebrated scene in which the messenger 
describes the appearance of each chief, while Eteocles and 
the chorus answer. The length to which it is expanded 
has been criticised by Euripides. The picture of t^ie sixth, 
the seer Amphiaraus,* is said by Plutarch to have ‘brought 
down the ho^^i^’ by its plain allusion to Ar^isteides, then in. 
the theatre. When Polynices is described, last of all, the 
rage of Eteocles bursts forth uncontrollably, and the awful 
curse resting upon the house of Laius urges him consciously to 
meet his brother in the field, in spite of the deprecating 
entreaties of the chorus. After an ode on the sorrows of 
GEdipus, the news of the Theban victory and the death of the 
brothers arrives. Presently the bodies are brought in, fol
lowed by Antigone and Ismene, who sing a commos over them, 
consisting of doleful reproaches and laments.

But in the last seventy lines the poet blocks out the whole 
subject of Sophocles’ Antigone. The herald forbids the burial of 
Polynices, Antigone rebels, and by a curious device the chorus, 
dividing, take sides with both Antigone and Ismene, in upholding

tbcefietav ‘'Aprjs. 
KOfUcopivyaX 5 ^iV &'rv, 
vorl vr6\^iy 5* Spttdva ‘tnffpywTts. 
Lrpbs avtybs 5* ^v'^p SopP 
/i?^o,%aa 5* ctpccT&^Ti^at 
Twv LirixtaTridlMV 
&prt f^petpWv f}p4(oov‘ai. 
apira'yal StaSpofiOLV ifLolpoves*
^vfjffoKel <pp(0V 
koL K^i^Vis KoKei,
^Vvvopf^tf 9€\<^<i)V e^€iy, 
o{/T€ fxCTov ofa* Kaov KeKipf^evot. 
tIi? 4ic TOiib' €iKd(rat Ao'yos ndpa ; 
TTi^'roSarT^^ tL^ Kapirbs 
XaixAbis ^€<(11)0 KvpU^aas.
irtKpp^ie 8 bfipa T&v StO^^a^piTi^dJo 

8* dKptT0<vpTos 
yds 86ffis ovTibayois 
le poO(ot appuiTai.

‘ vv. 592^
VOL. I. • S
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and rejecting the decree of the city.i M. Patin notes that the 
same device has been adopted by Schiller in his Bride of 
Messina, and that such a division was not at all unnatural in a 
Greek chorus. Far from being an ideal spectator, ‘ les pontes 
grecs ne se piquaient pas de donner au chmur, r^pr^sent- 
ant de la foule, des sentiments h^roi'ques, et il me semble 
qu’Eschyle, dans cette peinture rapide, a fort ing^nieusement 
caractdris^ les commodes apologies de la poltronnerie politique.’ 

Aristophanes, in his Frogs, makes ^schylus quote this play 
specially for its warlike tone, and for the good effects it pro
duced upon the spirit of the spectators. It won the f^rst prize 
with its trilogy, consisting of the Laius, the (Fdipius, the 
S^eptan, and as a satyric afterpiece, the Sphiti^. This information 
having been copied from the Medicean didascali$ discovered in 
1828, it is interesting to study the earlier lucubrations of the 
Germans as to the place of the Septem in its trilogy. Only one 
of their guesses Was true, and that was shortly abandoned by 
its author, Hermann, for more elaborate hypotheses. This 
collapse of the learned combinations about the grouping of ' 
Greek plays has decided me to pass them by in silence, merely 
giving the facts when preserved in the Greek prefaces, which 
are acknowledged trustworthy. ,

§ tyd. The Pr^ometheus Vinctus brings us to the perfection 
of ^^schylus’ art, and to a specimen, unique and unapproach
able, of what that wonderful genius could do in sample tragedy, 
that is to say, in the old plotless, motionless, surpriseless 
drama, made up of speeches and nothing more. There is cer
tainly no other play of ^schylus which has produced a greater 
impression upon the world, and few remnants of Greek 
literature are to be compared with it in its eternal freshness 
and its eternal mystery. We know nothing of the plays 
connected with it, save that it was followed by a Promeihe^is 
Unbound, with a chorus of Ti^tans condoling with the god, 

who was delivered by Heracles from the vulture that gnawed 
his vitals, and was reconciled with Zeus. Thus this group may

’ So A^r-istophanes, in his Acharnians (w. 520, sq.) divides his chorus, 
halif of which is persuaded by Dicsopolis, while the other half remains 
obstinate and hostile.
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have had a peaceful and happy termination, like the great 
extant trilogy; and we can fancy that the pious /Eschylus, 
when, he brought upon the stage conflicts among the gods, 
would, not allow his plays to close in wraith and anguish, as he 
did ithe (Edipodean trilogy just discussed. The work before 
us shows clear marks of development above the earlier plays. 
Three actors appear in the first scene, the silent figure of 
Prometheus being evidently a lay figure, from behind which 
the actor afterwards spoke. The chorus is even more re
stricted than in the Seven a'^e^irn^t Thebes, and occupies a posi
tion not more prominent than in the average plays of Sophocles 
or Euripides. The dialogue is paramount, and possesses a 
terseness and power not exceeded by any of the poet’s later 
work. As Eteocles, the heroic warrior, is in the Seven the 
central and the only developed character, so here Prome
theus, the heroic sufferer, sustains the whole play. In the first 
scene he is riven, with taunt and insult, to the rocks by the 
cruel or timid servants of Zeus. Then he soliloquises. Then 
he discourses with the sympathetic chorus of ocean nymphs and 
their cautious father. Then he condoles with the frantic Io, and 

•I prophesies her future fates. Lastly, he bids defiance to Zeus, 
through hi.s herald Hermes, and disappears amid whirlwind and 
thunder. Yet the interest and pathos of the play never flag.

With a very usual artifice of the poet’s, satirised by Aristo
phanes, the chief actor is kept upon the stage silent for some 
time, during which the expectation of the spectators must 
have been greatly excited, even though diverted by the ex
quisite pathos of Hep^haestus’ address to the suffering- god. 
The outburst of Prometheus, as soon as the insolent minis
ters of Zeus have left him manacled, but have freed him from 
the far more galling shackles of proud reserve, is among the 
great things in the world’s poetry. The approach of the 
ocean nymphs is picturesquely conceived : indeed the whole 
scenery, laid in the Scythian deserts beyond the Euxine, among 
gloomy cliffs and caverns, with no interests upon the scene 
save those of the gods and their colossal conflicts, is weird and 
wild beyond comparison. The choral odes are not so fine as in 
the earlier plays, but the dialogue and soliloquies more than com

s 2
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pensate for them. The play is probably the easiest of the extant 
seven, and the text in a good condition, though the critics sus
pect a good ma^y interpolations made by actors in their stage 
copies.

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

How did the Athenian audience, who vehemently attacked 
the poet for divulging the Mysteries, tolerate such a drama ? and 
Still more, how did .F^sc^hylus, a pious and serious thinker, venture 
to bring such a subject on the stage with a moral purpose ? As 
to the former question, we know that in all traditional religions, 
many old things survive which shock the moral sense of more 
developed ages, and which are yet tolerated even in public 
services, being hallowed by age and their better surroundings. 
So we can imagine that any tragic poet, who adhered to the fa^ts 
of a received myth, would be allowed to draw his characters in 
accordance with it, especially as these characters were not 
regarded as fixed, but only held good for the single piece. In 
the Middle Ages much license was allowed in the mystery plays, 
but it was condoned and connived at because of the general 
religiousness of the practice, and because the main outlines of 
biblical story were the frame for these vagaries. Thus a very 
extreme distortion of their gods will not offend many who 
would feel outraged at any open denial of them. It is also to 
be remembered that despotic sovereignty was the Greek's ideal 
of happiness for him^i^Jf, and that most nations have thought it 
not only reconcileable with, but conformable to, the dignity of
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the great Father who rules the world. No At^henian, however 
he sympathised with Prometheus, would tli^nk of blaming Zeus 
for asserting his power and crushing all resistance to his wilL 
I d6 not therefore think it difficult to understand how the 
Athenians not only tolerated but appreciated the play.

The question of the poet's intention is far more difficult, 
and will probably never be satisfactorily answered. The number 
of interpretations put upon the myth by commentators is as
tonishing, and yet it is possible that the poet had none of them 
consciously before his mind's eye. They have been well 
summed up by Pati^* under s^ heads. There are first the 
historical, theories, such as that of Diodorus Siculus, a , scholiast . 
of Apollonius Rhod^ius, and others, that make Prometheus a 
ruler of. Egypt or ■ Scythia, who suffered in his struggles to
reclaim his country and its people. Secondly, the philo
sophical, which hold it to be^ the image of the struggles and 
trials of humanity against natural obstacles. This seems the 
view of Welcker, and is certainly that of M. Guignautt Thirdly, 
the mo'^ral, which place the struggle within the breast of the 
individual, and against his passions, as was done by Bacon, by 

I Ca^lderon, and also by Schlegel, as well as by several older 
French critics. Fourthly, the Christian, much favoured by 
Catholic divines in France, supported by Jos. de Maistre, 
Edgar Quinet, Ch. Maquin, and others, who see in the story 
either the redemption of man, the fall of Satan, or the fall of 
man, dimly echoed by some tradition from the sacred Scriptures. 
Garbitius, a Basle editor of the Prometheus in 1559, seems 
to have led the way in this direction. But as Lord Lj^tton 
justly observes, ‘ whatever theological system it shadows fort^i 
was rather the gigantic conception of the poet himself than the 
imperfect revival of any forgotten creed, or the poetical dis
guise of any existing philosophy.' Yet there is cer^inly some
thing of disbelielf or defiance of the creed of the populace. 
Fifthly, the scientific, which regard it as a mere personification 
of astronomical facts, as is the fashion with comparative 
mythologies. Similar attempts seem to have been made of old 
by the alchemists. Sixthly, there is the political interpretation

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

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

§ 178. The history of opinion about the ^r^ometheius is some
what curious. The great French critics of the seventeenth cen
tury could not comprehend it, and Voltaire, Fontenelle, and la 
Harpe were agreed thatitw^s^s^, simply a monstrous play, and the 

' Cf. Bernhardy's Comm, on most of these theories, LG. iii. p. 272, sq.
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work of an uncultivated boor with some sparks of genius. The 
colossal conceptions of the great Greek, and the gigantic words 
with which he strove to compass his thought, were essentially 
foreign to the rigid form and smooth polish of the French 
tragedians. Of late years all this feeling has changed. 
Lemercier, Andrieux, and Edgar Quinet^ have adopted the 
tone' of Schlegel and Goethe, and everybody is now agreed as to 
the merit of the play. I would they were equally persuaded 
of the impossibility of imitating it There are allusions to t^'o 
translations or adaptations by the Redmans, attributed to Attius, 
Varro, or Maecenas. Cicero seems to have been particularly 
attracted by it. In modem days Calderon’s Estatuta de 
F^r^ometheo is said to be a moral allegory on the conflicts in 
human nature. Milton’s Satan is full of recollections of Pro
metheus, and even the Samson Ag^onistes, though rather built 
on an Euripidean model, has many like traits. Byron tells us 
that this was his great model for all the rebellious heroes who 
conflict with the course of Providence. Shelley so loved to 
depict the struggle with a tyrannous deit^ that he reconstructed 
for us the Promethe^^is U^ibt^t^u^d on his own model. But as Lord 
Lytton observes, ^^sc^hylus’ power lies in concentration, 
whereas the quality of Shelley is diffuseness. Keats’ Hyperion 
shows the impress of the same original. Goethe attempted, 
but never finished a Prometheus. Apart from the unworthy
portraits in the- Pandora of Voltaire and the P^r^ometheus 01 
Lefranc de Pompignan, E. Quinet has symbolised the fall of 
paganism and rise of Christianity in his drama (Paris, 1838), 
and several later French poets, MM. Lodin de Lalaire, V. de 
Laprade, and Senneville, have touched the subject—the latter 
in a tragedy on Pr^ometheus Del^vered\ 1844). Thus we have 
before us in this play of ^schylus one of the greatest and 
most lasting creations in human art, a model to succeeding 
ages, and commanding their homage. But no modern in

’ I am surprised to find in Villemain (Litt, du xviiimt sHcle, iii. 299) 
the expression : ‘ piece monstrueuse, ou l’on voit arriver l’Ocean qui vole, 
porte sur un animal aiie, et d’autres folies po^tiques de l’imagination 
grecque.’ This is a curious sentence for so enlightened and elegant a 
critic.
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terpreter has ever equalled the mighty original. As M. Patin 
says, it is owing to the unequal satisfaction provided for two 
very diverse requirements—a combination of great poetic 
clearness with a religious and philosophic twilight—that the 
work of .E^s^c^hylus preserves its immortal freshness. There 
are German translations by Hartung and F. Jacobs. All earlier 
E^nglish versions may be forgotten in the presence of that of 
Mrs. Browning,

§ 179. We now arrive at the Oresteia, the three plays on the 
fortunes of the house of Atreus, which were EJs^l^j^^^us’ last and' 
greatest work. These plays, the A^gamenvno'^i, Choepfh^-^, and 
Ev^menides, are the only extant specimen of a trilogy, and 
are inestimable in showing us the W^^ in which the older tragic 
poets combined three plays on a single subject. But unfor
tunately our single specimen is quite insufficient to afford us 
materials for an established theory. .

The first of the series, the Agamemno'^, is the longest and 
the greatest play left us by EE^^h^j^^us, and, in my opinion,, the 
greatest of the Greek tragedies we know. Inhere is still no 
complication in the pl^t; the scenes follow one’ another in 
simple and natural or^i^ir; but the splendid and consistent' 
drawing of the characters, the deep philosophy o^ the choral 
songs, and the general grandeur and gloom which pervade the 
whole piece, raise it above all that his successors were able to 
achieve. The central po^t of interest is the matchless scene be
tween Cassandra and the chorus—a scene which drew even from 
the writer of the dry didasca^liiae an expression of the universal ad
miration it produced. The play opens with a night view of 
the palace at Argos, from the roof of which a watchman, in a 
most picturesque prologue of a homely type, details the long 
weariness of his watch, and betrays in vague hints the secret 
sores that fester within the house. But his soliloquy is broken 
by a shout at the sudden flashing out of the long-expected 
beacon-light that heralded the fall of Troy. Then follows a 
long and difficult chorus which reviews all the course of the 
Trojan war, the omen of the eagles, the prophecies of Calchas, 
and the sacrifice of Iphigeneia. ^The hymn marches on in its 
course, each member closing with the solemn refrain aiXivoy
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<U\ivnv tine, to S’ tv viKarw. The moral views of God and ol 
his Providence are ver^ pure and great, and remind us of the 
passages above quoted from the Supplices..

It is not necessary to follow step by step the plot of a play 
so, .easily read in good translations. The character of Cly- 
temnestra is boldly and finely drawn. She is evidently the 
master spirit of the palace, and seems stronger, not only 
than yEgisthus, but than Agamemnon, who does not awake 

. in us much interest. Cassandra is of course a character of 
situation, but is remarkable as the pure creation of the poet, 
and not suggested by the old forms of the myth. Her pro
phetic frenzy, her attempts to speak plainly to the sympathetic 
chorus, her ■ ultimate clearness, and noble despair as she 
casts away the fillets of the god and enters the ’ house of 
her doom—all combine to form a scene without parallel in the 
Greek drama, and which has never been approached by the 
highest effort of either Sophocles or Euripides. But the play 
not only stands out alone for dramatic greati^^i^:>; it abounds 
everywhere in picturesqueness—in picturesqueness of descrip-

1 Zeus, o<Tm ei au-

T# <IKov 
ToVr6 viv

Aids, el fLdray hW l^;xQ°s
Xpb ^(OAeiv 
ov5* hfrrns fiv

Opdff^t l^pV^ioVt 
ttv \^e%a( wphv &rf 

bs 8* e^^iT* 4<pifi 
K^rpos o'ixe'rat Tv^&r.

■ ZT^ra Be wfjopp^^t'os ^wirtc^a
Ted^t^e^iai ^ppet^VCtv rb •
rbr pp^t^^itt fipo'T^^s dSc?’-

rbr waQ^i 
Ki/p^w^ 

i^'rdfei 8’ ^r iwrip rrpb Kapblas 

fimri(rn^-f)pi^Qai/ i^ta^ &-
^\^0e ar^<pppveiif.

8ai(i6r^^ 84 %dpis,
(iialws fftKun (■cpi^I^v
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tiop, as in the speeches of t^ie and the herald
in picturesqueness of lyric utterance, as in the- 

famous chorus on the flight of Helen, and the anguish of the 
deserved Menelaus.’ Most striking also- is the picture of the 
treacherous beauty under the image of a lion's whelp, brought 
up and petted i^ the house, and suddenly turning to its native 
fierceness.2

I fryovo'a T’ dvrfpepvov 'lAlw ^Oopav, 
liefiaKev 8<a wt/KSv, 
ii-Ajra rAaffa • itoAAa S’ learftHn' 

■ ■ rSS' iweitot'res S^)uav spottpjfu'
!i> a SSfia S&fa Kol wifo- 

Aaxos xal aTifiot <tt\.<it>opes 
wdp^^^'r.t atyaa', irtitos, iA^piSopos, ■
SStaros aC^itUav iSeiv. 
wiOif S’ iwepwoivrlas 
tpacfia Si(et Sifttov ivicrtrctv. 
cbpipQtov Si KoAoaaSv 
exOe^a« i^i^Spl.
ififtarav S’ iv axvVaa ippet 'A—imSlra.

' iveipitMuvroi Si wevSrtl^^ovts 
wdpettrtv Soxai (p^poiuiaat xip,v fiaraiav. 
fiirav yap eS"!-’ tlv (a8Ad rts SokOv ipav, 
vap^Wafaaa Sta xcppSv, 
fieliaxev Sjis ou peSiarepov 
wrepots o—aSois Swvoo xe^evOots. 
to piiv xar' ofxovs it/)’ {arias &xtl 
riS' iart Kal r^vS' i^xtpliar^epa. 
ri wav S’ a<>’ 'EAAiSos atas avvopftivots 
wevOeta rA1|<^tKapStos 
SSituv {xadrou wpiwet. 
sroAAa yovv Oyyivft wpbs §wap' .
otis fiiv yap rts Uwefol/ev 
oJSev • ivri Si t^p^'rov .
reixn xal iwoihs els ixiirov Sifiovs iUixi^terat. 
S xp»<^a|to^^s S’ "Apits aiof^iirov 
K<«1 TaXovTo^rxos iv fiix$ Sophs 
sru/palliv 'iAiou
ifiAouri weptwet Hapv

~ t'rypta SoaSixpuTov etv—
r'{i>opoS~0’iroOov yp- 
guv Aelii^t-as tifferoo.

■ “ w. sq*
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There is one passage which has excited much criticism con
cerning the chorus. When the voice of Agamemnon is heard 
witjiin, crying that he is fatally wounded, there seems to be a 
regular deliberation of the chorus, each member offering his 
opinion, and summed up by the leader at the end of twenty- 
five lines. This delay seems very absurd, except we have re
course to the natural solution, that the various members of the 
chorus were made to speak simultaneously., so producing a con
fused sound of agitated voices, which is precisely what is most 
dramatic at such a moment. It is well known to actors now 
that this confused talking of a crowd is only to be produced 
by making each person on the stage say something definite 
at the same moment; and I believe to have here
used this expedient. W^ry has this natural explanation oc
curred to no critic? It is remarkable how the chorus, who 
even after the murder treat Clytemnestra with respect, and 
only bewail before her their lost king in bitter grief, start up 
into ungovernable rage when the craven ^Egisthus appears to 
boast of his success. They will not endure from him one word 
of direction ; and so the play ends with the entreaty of the over
wrought queen to avoid further violence on this awful day.

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

A^mong English translations I may specially notice the ele
gant but not accurate one of the late Dean Milman, in a volume 
a^i^e^a^dy often cited on the lyric poets. Mr. Fitzgerald, the well- 
known translator of Omar K^ha^yyam. has given us a fine, but 
free and modified version of the play in his ‘ Aga^memnon, a 
tragedy taken from the Greek,' most of which, and the best parts 
of which, are literal translations. There is also that of Pro
fessor Conington, and of Miss Swanwick, which latter has been 
published in a magnificent edition with Flaxman’s illustrations. 
Lastly, Mr. Robert Browning has given us an over-faithful 
version from his matchless hand—matchll^s^s^,. I conceive, in 
conveying the deeper spirit of the Greek poets. But in this 
instance he has outdone his original in ruggedness, owing to 
his excess of conscience as a translator.

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

Orest^t^S! 1 in the opening scene declares his return to Argos to
* In a passage criticised for its redundant language by Aristophanes in 

the Frogs^
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( avenge the murder of his father, but he and Pylades stand aside 
when the chorus of female domestics (probably Trojans) come 
out in solemn procession to offer libations to the dead. Here 
Orestes sees and recognises Electra, who discusses with the 
chorus how she is to . perform the commands of Clytemnestra, 
lately terrified by an ominous dream. They then find the lock of 
hair offered at the tomb by Orestes, and his foot-tracks, by which 
Electra is at once convinced of his return. It is evident that 
.d^sc^l^j^ll^s^-laid ho stress on the recognition scene, and that any 
marks sufficed for his purpose. But he has naturally not 
escaped the censure of Euripides, ,who ridicules this scene 
in the parallel passage of his E,e^ctra. When Orestes discovers 
himself, there follows a splendid dialogue and chorus, I had 
almost said duet .and chorus, in which the children of Agamem
non and their friends pr^y for help and favour in their vengeance. 
T^his scene occupies a large part of the play. At its close 
Orestes tells his plan of coming as a Phocian stranger and an
nouncing his own death, so as to disarm suspicion, and thus 
obtaining access .to the palace. Here we see the first dawning 
of a or of that complex tragedy which soon supplanted the 
simpler form. The chorus, who in this play are strictly not only 
the confidants but accomplices of the royal children, aid in the 
deception, and when Orestes has been invited within by Clytem
nestra, persuade the nurse, who is sent for JEgisthus, to disobey 
her instructions, and desire him to come alone. This character 
(K^i^lissa), with her homely lament over Orestes, and her memories 
of the vulgar troubles of the nursery, gives great relief to the 
uniform gloom of the play, and, in her coarsely expressed 
real grief, contrasts well with the stately but affected lamentation 
of the queen.* After JEgisthus has passed in, and his death
cry has been heard, comes the magnificent scene in which Cly
temnestra, suddenly acquainted with the disaster, calls for her 
double-axe, but is inst^tly confronted by her son, and sees her- 
sellf doomed to die. There is here not an idle word, not a 
touch of surprise or inquiry. She sees and recognises all in a

’ Sophocles seems to have produced a similar character in his Ni^obe, 
cf. fr. 400 ; and this nurse was translated into marble in the famous Niobe 
group, of which we see a Roman copy at Florence.
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moment. An instant of weakness, the protest of Pylades, a 
short, hurraed dialogue between mother and son, and she is 
brought in to be slain beside her paramour. The scene is then 
rolled back, and shows Orestes standing over the dead, but 
already stricken in conscience, and terrified at the dread Furies 
with which his mother had threatened him. With his flight the 
play concludes.

So great a subject could not but find imitators. Yet 
Sophocles and Euripides took quite a different course, as the 
very title of their plays indicates. Their Elidras bring into 
the foreground the sorrows and hopes of the princess, who 
was doomed by her unnatural mother to long servitude and 
disgrace, and was sick at heart with hope deferred of her 
brother's return. Her despair at the announcement of his death, 
the ill-disguised mental relie:f of Clytemnestra, the sudden return 

' of Electra's hope, the recognition of Orestes—these have afforded 
to Sophocles one of his most splendid, and to Euripides a 
very afifecti:ng tragedy. But a far more interesting analogy is 
suggested by the unconscious parallel of Shakspeare, whose 
Hamlit, dealing with the very same moral problem, gathers into 
one the parts of Electra and of Orestes, and represents not only 
the vengeance of the murdered king's son, but the long mental 
doubts and conflicts of the avenger, living in the palace, and 
within sight of his adulterous mother and her paramour. 
Shakespeare has made the queen-mother a weaker, and far less 
guilty character, and therefore has consistently recoiled from the 
dreadful crisis of matri^ioide.’. With him the uncertainty of evi
dence, in Hamlet, takes the place of the uncertainty of hope, in 
E^e^c^fra, whether her brother would indeed return. Instead 
of the oracles that urge Orestes, and the ever-present tomb 
of Ag^amemnon, he employs the apparition of the king in per
son. These, and other kindred features, make Hamh^t a very 
curious and instructive parallel to the Ckoephh^i, the more 
curious because accidental. But, like all modems (even in
cluding the later Greeks), Shakespeare has turned from the dis
cussion of great world-problems to personal and psychological

’ There is also, of course, the influence of Christianity in its repugnance 
to bloodshed, a repugnance which the Greek poet would not feel.
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interests, and therefore his magnificent play wants the colossal 
grandeur and the mystic gloom of the less developed, less 
elaborated, but greater conception of iE^s^c^h^y^l^us.

§ 181. The E^u^menides forms a fitting conclusion to the 
trilogy. It is a play remarkable for many curious features. First, 
we may notice the quick changes of scene, which violate the 
ordinary niceties of time and place. We have the rocky fane 
at Delphi, and its surroundings,, in the opening scene, then the 
ihside of the temple, with the sleeping Furies camped about the 
suppliiinit; then again the A^cropolis of Athens, and then, 
apparently, the neighbouring Areopag^us. The extraordinary' 
character of the chorus is also to be noted. They are not only 
the chief actors in the play, but in hostility to the other-players 
and representing "a separate principle. Thei^ terrible ap
pearance, their awful attributes, and the dread incantations 
whereby they seek to charm their victim, so impressed the 
ancients, that all manner of anecdotes are current as to the 
effect they produced. The refrain of their song is very

1 iirl 5e ry reOvp^vcp 
r^SSe pe\.os, sapaKotdi, 
sapappht <p€tfoO(Ars, 
vpvos 4 'E,pVov 
beffuos <tp€vcivf &<p6p- 
piKTOS, aVoV fpOTOtS. 

tovto yap Kaxos Sta'raP 
fotp* ^TCxo'r epprSdis 4x*V 
QvaTWV roPpiv av'rovpyiai fvpTrt^Matv pdraioi, 
Tois PpaprUUf 6<p^ t ya.v ViexOp* Qopr»v S* 
opK &va 4\€pBepos.

^irl 5^ Tt r€0vft4^p 
rdSe peKos, wapPKoird, 
papa<topp tpeaBaX's, 
Spas 4{ Epaata, 
beffptos tpcvtv, hypp- 
piKTOS) avovd fpoTOOO.

ytyvopOvaurt XdfXTi t<18’ 14*’ aplv ^KpiVTi* 
hOat'drwv S’ apexea X^pa^o oSSe ns 4ptI 

. ovUaipcifp porOKoaos.
TaPK€aKPa p^p>\,wa
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The whole play, though revolving round Orestes' deed,, 
and though calling in at its close a jury of A^thenian citizens, 
is, like the Pt^ometheus, a conflict of gods and of great world 
principles, in which mortals seem hardly worthy to take part. 
Yet the play also gives us the first specimen of that love of 
trial scenes which runs through all the later drama. The 
A^l^^enians were, as we know, peculiarly addicted to this duty, 
and became, indeed, a whole nation of jurymen. But in 
the present case ./^s^ch^lus was promoting another object, and 
one which, in the hands of a lesser genius, might have spoilt 
his artistic work. He wished to show the august origin and 
solemn purpose of the Court of the Areopagus, wh^ch was at 
that ve^ time "being at^aicked by Ephialtes and Pericles. It 
should also be observed that this trilogy, unlike that on CEdipus, 
ends with a peaceful result, and with' the solemn settlement of 
the Furies, under the title of E^u^menides, in their sacred 
beneath the rock of the Areopagus. The weary curse which , 
had persecuted the house of Atreus thus becomes exhausted,.and 
Orestes returns purified and justified to his ancestral kingdom.

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

&ffO‘pos, &KC.rpos 
Sapdrav yap elj^i/iav 
har^povdSfUTav "JApiJs 
nSairbs &v ipiov (AjI- 
M riv, Z, Stdueyai 
Kparfpbv buff, ipotas 
pavpoVpev vip' alparos vfov.
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that the great effect of the trilogy must have been consider
ably effaced by such an appendix.

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

§ 183. The intelligent student, who has read for himself 
the extant plays of /Eschylus, will form a better judgment of 
his genius than can be suggested by any general remarks in a 
sketch like the present. What I here offer by way of reflection 
is rather meant to guard against false theories and mistaken 
estimates, than to supply any substitute for the student's 
own knowledge of so capital a figure in Greek Literature. A 
comparison with Pindar and Simonides shows how great an ad
vance ..he made, and how independently he approached the 
great moral problems which the Greek poets—the established 
clergy of the day—were obliged to expound. .^^s^chylus was, 
indeed, essentially a theologian, meaning by that term not . 
merely a man who is deeply interested in religious things, but

VOL. i. t
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a man who makes the difficulties and obscurities of morals -t^nd 
of creeds his intellectual study. But, what is more honourable 
and exceptional, he was so candid and honest a theologian, 
that he did not approach men’s difficulties for the purpose of 
refuting them, or showing them weak and groundless. On the 
contrary, though an orthodox and pious man, though clearly 
convinced of the goodness of Providence and of the pro
found truth of the religion of his fathers, he was ever stating 
boldly the contradictions and anomalies in morals and in 
myths, and thus naturally incurring the odium and suspicion 
of the professional advocates of religion and their followers. 
He felt, perhaps instinctively, that a vivid dramatic statement 
of these problems in his tragedies was better moral education 
than vapid platitudes about our ignorance, and about our diffi
culties being only caused by the shortness of our sight. He 
knew the strength of human will, the dignity of human liberty, 
the greatness of human self-sacrifice, and yet he will not abate 
aught from the omnipotence of Providence, the iron constraint 
of a gloomy fate, the bondage ofancestral guillt It is quite'plain 
that the thought of his day was influenced by two dark under
currents, both of which must have touched him—the Orphic 
mysteries, with their secret rites of sanctification, their dogmas of 
personal purity and future bliss; and, on the other hand, the Ionic 
philosophy, which in the hands of Heracleitus had not shunned 
obscurity and vagueness, but had shown enigmas in all the 
ordinary phenomena of human life. These influences conspired 
with the strong unalterable genius of the poet, and produced 
results quite unique in the history of il^ihert^ture. For it is evi
dently absurd to attribute the massiveness and apparent un
couthness of iE^sc^hylus, as Schlegel does, td the conditions of 
nascent tragedy. Phrynichus, his contemporary', was famed 
for opposite qualities, fdr gentle sweetness and lyric grace. At 
no epoch could Htschylus have been softened down into a con
ventional aetisi. Many critics speak of him as almost Oriental 
in some respects—in his bold metaphorl, in his wild and irregu
lar imaginiin^Js; and yet he is censured by Aristophanes for too 
much theatrical craft. I suppose the former mean to compare 
him with the greatest of the Hebrew prophets; nor does the com-
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parison seem unjust, if we confine it to this, that both found 
strange and striking images to rouse their hearers' imagination, 
and that neither felt bound by the logic of ordinary reasoning. 
In this matter Heracleitus and ^^schylus are the masters 
of bold and suggestive inconsequence. But the obscurity of 
both was that of condensation—a pregnant obscurity, as con
trasted with the redundant obscurity of some modem poets, 
or the artificial obscurity of the Attic epoch. His philosophy 
is in the spirit, and not in the diction of his works—in vast 
conceptions, not in laconic maxims. Both Sophocles (as he him- 
sel^confesses) and Thucydides, the highest types of the Periclean 
epoch, are often obscure, but, as I ^^aid, are so artificially, not 
from endeavouring to suggest great half-grasped thoughts, but 
from a desire to play at hide-and-seek with the reader, and sur
prise him by cleverness of expression. We always feel that ^s- 
chylus thought more than he expressed, that his desperate com
pounds are never affected or unnecessary. Although, therefore, 
he violated the rules which bound weaker men, it is false to say 
that he was less an artist than they. His art was of a different 
kind, despising what they prized, and attempting what they did 
not dare, but not the less a conscious and thorough a^^ 
Though the drawing of character was not his main object, his 

11 characters are truer and deeper than those of poets who at
tempted nothing else. Though lyrical sweetness had little place 
in the gloom and terror of his Ti^tanic stage, yet here too, when 
he chooses, he equals the masters of lyric song. So long as a 
single Homer was deemed the- author of the Iliad and the 
Odyssey, we might well concede to him the first place, and say 
that ^schylus was !he second poet of the Greeks. But by the 
light of nearer criticism, and with a closer insight into the 
str^icture of the epic poems, we must retract this judgment, and 
assert that no other poet among the*G'reeks, either in grandeur 
of conception, or splendour of execution, equals |he untrans- 
lateable, unapproachable, inimitable ^schylus.'

§ 184. B^bili(^grafhical.' Turning to the question of ^s-

' A^ischulos' bronze-throat eagle-bark at blood
■ Has somehow spoilt my taste for twitterings !

R. Browning, Arlst. Ap. p. 94.
T 2
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chylean literature, we find the whole criticism of our texts to 
depend on one MS. of the tenth century, the • celebrated 
Plut. xxxii. 9, of the L^a^urentian library at Florence, which con
tains, with Sophocles and Apol^lonius Rhodius, the seven 
plays written out in a beautifully neat hand with Very slight, 
somewhat slanting characters; it has numerous scholia, but is 
unfortunately mutilated at the end of the Agame^mno^ and 
opening of the Ch^oe^ho^i. From copies of the thirteenth and 
fourteenth centuries, at Florence, Venice, and Paris, these de
fects, and some gaps in the scholia, have been part^^lly re
medied. ,The scholia seem to be more Byzantine than Alex
andrian, and. it does not appear that, with the exception of the 
arguments prefi^:xed by A^ristophanes, much attention was paid 
to the poet by the great critics. Indeed, the same thing may 
be said of both E^oman and French imitators. While they 
unden^i^ood and copied Sophocles and Euripides, YEschylus was 
neglected as an uncouth and rude forerunner of the real drama. 
We must acknowledge this much merit in Schlegel, that he led 
dramatic criticism into a sounder and deeper course. The Pro
metheus, Persc^, and Septem, which stand first in the MSS., were 
very much more read than the rest, and are far better preserved. 
The edit^o prmceps of the text was that of Aldus (1518); that of 
R^obortellus (Venice, 1552) first gave the scholia. We have ' 
next the fuller and more accurate e’d. Steph. 1557- Good early 
critics were Dorat, Canter, Stanley. Porson turned his critical 
acumen to bear upon the text in the Glasgow edition of 17 94, 
and then followed the editions •of Butler, of five plays by Blom- 
field, and of Peile. In the present day the editions best worth 
studying are those of God. Hermann, W. Dindorf, and H. 
Weil for criticism, Merkel’s careful pd.' of the Florentine MS., 
and that of Mr. Davies on the Agamemno^n. and C^^oephori, 
which combines acute criticism, exegesis, and a curious ver
sion in the metres of the original. Mr. F. A. Paley has also 
supplied us with an excellent handy edition, the most service
able for ordinary use. It is the result of long study spent 
on separate editions of the plays. Wellauer and Linwood 
have composed ./^s^c^lhylean lexicons which are useful, but even 
the latter (1848) now somewhat antiquated. The German
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translations are , endless. Those of Voss, Droysen, a^id Donner 
may specially be named.* The French have rather imitated 
than reproduced, if we except the versions of Du Theil and 
Brumoy. In English we have the respectable version of 
Potter, the Agamev^^ions of Prof. Blackie (1850), Symmons, 
Milman, Conington, Miss Swanwick, and Mr. J. F. Davies, and 
very, spirited versions of select passaged by Lord Lytton in his 
J^i^se and Fail of At^hens. I call special attention to the very 
able criticism accompanying these translations. Mrs. Browning 
has given us an admirable E^i^t^m^et^^eus, and lastly, Mr. Browning 
has turned his genius for reproducing Greek plays upon this 
masterpiece, and has given a version which will probably not 
permit the rest to maintain their well-earned fame, though it is 
in itself so difficult that the Greek original is often required for 
translating his English. I confess that even with this aid, 
which shows the extraordinary faithfulness of tire work, I had 
preferred a more Anglicised version from his master hand.

The truest and deepest imitation of the spirit of YEschylus 
in modern times is not to be sought in. the stiff formalism of 
Racine or A^lfieri, but in the splendid Atalanta in Cal^ydon of 
Mr. Swinburne, whose antitheism brings him to stand in an 
attitude between 'human freewill and effort on the one side, and 
ruthless tyranny of Providence on the other, not approached 
in poetry (so far as I know) from iE^schylus’ day down to our 
own. Unfortunately, the very poetical odes of his chorus are 
diffuse, and written with all that luxuriance of r^ch sound which 
in Mr. Swinburne often dilutes or hides the depth and clear
ness of his thouu^l^tt The English reader must therefore by no 
means regard this part of the play as modelled upon iE^i^t^^ylus, 
nor as at all representing his poetr^'. It is in the plot, and 
in the nervous compressed sti^chom^ithia, or dialogue in alter
nate lines, and in the gloomy darkness which broods over the 
action, that the modern poet has caught the spirit of his great 
predecessor. Since the Sams^^ Agonistes of Milton, we have

1 Full information on all the German versions of the Oreste-ia, from Von 
Halem (1785) to Donner (1854), will be found in an article by Eichhoff in 
the Neue Jfa^h^r^biiche^ fur PhiOlogie, vol. c^.
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had no such reproduction of the Greek drama, and those who 
.are not in sympathy with Mr. Swinburne’s other poems should 
not fail to turft to this exceptional work, which he has never since 
equalled. The Pr^omeiheius pi Shelley, as he hims^l^ff
tells us very plairilyvis hardly intended as an imitation of .dSs- 
chylus, but as. an origin^l’and whollyJu^i^i^^pendent work.
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§ ' 185. There is even less told us about- the lifd of Sophocles 

than about that of AJschylUs, and, I^ndeed, th^e seems to have 
been ' little that .wa^’'d^ehtfol to be told. ' He was'Hdt) y9ung to 
take part in the -gteat stirttg^g^le.oif the'Persian aiid his cam
paign to Samos, infhn^i^d^dte 'hfe, was evidently no serious warfare. , 
He refused, we are tdlid, to I^ave Athens, ^whicti. , he loved, at. 
the invitation of foreign cities and princess,- and thus' avoided 
the adventures of travelling which Wer6 fatal to both his rivals ; 
and though he took part in politics on the oligarchical side, 
as he Was perhaps a I^t^obulus when the four hundred were es
tablished, he seems never to have been a strong or leading poli
tician. His gentleness, and beauty, and placid disposition 
Seem to have saved him from most of the buffets and trials of 
the worl^li; and he is, perhaps, the only distinguished Athenian 
now known who lived and died without a single enemy.

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

His father's name was Sophillus, and the scholiasts wrangle 
about the dignity of his position in life; though he seems to 
have been no more than a man of middle rank, making his
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income by practising or directing a trade. Concerning his 
mother and brethren there is absolute silence. Bom about 
496-5 b.c., he was chosen, for his beauty and grace, to lead 
the. solemn dance in honour of the victory at Salamis. He 
was educated by Lampros, a rival of Pindar and of Pratinas, 
as a scientific mu;^ii^ii^n; and this special training in music 
enabled him, in spite of hjs weak ' speaking voice, to act with 
great success the parts of Thamyras and of Nausicaa, in the 
plays which he wrote concerning these personages. In 468 
he came forward as a tragic poet, and at the age of 28, with his 
first piece, defeated the great iE^sc^h^lus, wlio had been for a 
generation the master of the tra.gic stage. What made the 
victory more remarkable was the selection of K.imon and his 
victorious colleagues as judges, instead of the ordinary proce
dure by lot. From this date till his death, at the age of 
90, the poet devoted all his energy to the production of those 
famous works of art, which gave him such a hold over the 
Athenian public, that he came to be considered the very ideal 
of a tragic poet, and was worshipped after his death as a hero, 
under the title Dexion (Aziiiwv.') He is said to have won 
eighteen or t^venty tra^gic victories, and though sometimes post
poned to Philocles and others, was never placed third in all his 
life. The author of the I^oetic and the Alexandrian critics 
follow the judgment of the Attic public, and most modern critics 
have agreed with them that the tragedies of Sophocles are the 
most perfect that the world has ever seen. It is, indeed, no 
unusual practice to exhibit the defects of both. ^^s^^chylus and 
Euripides by comparison with their more successful rival.

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

* Fr. 380, about Pala^medes’ invention of games, like the Lydians' in
vention in Herod, i. 94. This coincidence has not yet, I think, been 
noticed. So also the famous chorus in O. C. 1211, sq., seems copied
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If the- passage of the At^^i^gone (which many critics declare 
spurious) be genuine, it was composed before the poet went to 
Sam<^!5; and the conjecture here breaks down. Yet I have per
sonally no doubt that Herodotus, who lived much at Athens, 
suggested these passages j and I am not disposed to admit that 
any of them is spurious, though they may belong to second 
editions of their respective plays. He was (in 443 b.c) one of 
the' HellenOtamitz, or administrators of the public treasury—a 
most responsible and important posit He sided with the oli
garchy in 411, if he be the Probulus then mentioned. When, 
Ar^istophanes brought out his Erogs in 405 b.c, the poet was but 
lately dead, and, amid the conflict of schools of poetry, is acknow
ledged the genial favourite of all; * the comic Phrynichus, 
in his Musses, of the same date, spoke of him in very similar 
teim%. A splendid portrait statue of him, found a few years ago 
at Ostia, and now i^ the Lateran at Rome, is doubtless a copy 
of that set up in the theatre at Athens by Ly^urg^s, and repre
sents him as worthy in dignity and beau^ of all the praises 
bestowed upon him. The various anecdotes which bear upon 
his character, and which seem to be partly, at least, drawn from 
the higlj authority of the memoirs of the contemporary Ion 
of Chios,2 all speak in the same tone, and describe him as of

I easy temper, and much given to the pleasures of love. He is. 
even contrasted with Euripides in the more Greek complexion 
of his passion. Most of his German panegyrists are unable to 
refute the jibe of Aristophanes,’ that in his old days he turned 
miser, and worked for money like a second Simonides, but are 
indignant at the report that he became attached, late in life, to a 
courtesan named Theoris, of Sikyon. He is, moreover, quoted 
in the first book of Plato's Republic, speaking of Eros as a fierce • 
tyrant, from whose bonds he had escaped by advancing years. 
But this probably alludes to t^e passions formed in the palaestra, 
ofwhich other dialogues of Plato tell us a great deal. He is

from A^r^abanus' speech, Herod, vii. 26. The attack on Egyptian manners 
in the same play (w. 337, sq.) is a still clearer case, perhaps also 0. T. 
98i. Lastly, we have Antig. w. 909, sq.

* ihoKos fkv iyOdS’, fUicoXos 8’ lice?.
2 Cf. ft. I of Ion in Muller’s FHG. ’ Pax, 698,
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said to, have had a second -airily, by this.,-Thec^iis. All the 
A^exandriau'^u^l^h^c^rities believed ' that ,his,-' legitimate son was 
Ioph^c^^* sop oa.hiswiaeNi1^(^^i^ateyb^u)^JI^hat^:a,‘^heoir^^ia^-born 
Aristonj who was fatlier, of die-y^^unger Sophocles.' But • the 
testimony of inscriptions^^,, \^l^ilC^'^i^e^^Ik oa, a, Sophocles corre- 

' sponding with the -youn^g^ejr of.thatj name, an<J even-^f an lophon, 
sou, of (apparently this), Sophocles,, makes it. probable th^ t^e 

and scholiasts hre wfoiig • about the • grandspn. We have 
no more certain iUaormation•about the co^qre famous story of 
Iophon's attempt ‘to, tal;€» the .,^l<i, poet's •property but of his 
hands by an action fet Ji^w» and how he was defeated by the 
reading of the famous in the Oidipus at Colonus, then
just composed. Most critics now think that this play was not, 
like the T^^^iiOoctetes, the product of Sophocles'old age, but of his 
mature life, though it seems not to have been brought out 
till after his death, probably, by lophon, with considerable 
interpolations. Aristophanes (in, the s]peaks of Io,phon
as a poet of uncertain promise, but still .as the best of the 
E^ptig^oni. Other stories, about the respect shown him by the be
sieging Spartans, when he died, and how his aIiends were allowed 
to bury him eleven stadia oil the way to Dekelea, may be read in 
the It seems odd he should not have been laid in his home 
at Colonus, which is quite close to A^thens, but possibly, with 
this modification, the anecdote may be true. He was com
monly called the Honey Bee, and was said, as almost every other 
great Greek poet, to have been peculiarly imbued with Homeric 
thoughts and style. This vague statement is not verified by 
his extant plays, though he is said in others to have adapted 
the Odyssey repeatedly. Indeed, we may suspect, with Mr. 
Paley, that the Homer alluded to by these old critics includes 
the Cyclic epicsrfrom which he certainly borrowed almost all 
his plol^s.

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

’ See Dindi^irffs PoRta Trag. p. 12, note. The younger Iophon would 
be called after •his grandfather. '
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elegies, the paeins, the prose essay ■ oir the chofus;! the 'seventy 
tragedies, the eighteen sat^ic dramas, '^hich'^thie poet, -(after 
making due? deductions) -.seems fairly" tb;Ee-credited with, there 
remain bnly^seVen tragedies’, ■ ' h^tj' -bf the 1,000 fragments, 
but few arb' of'any^'length" on importance! A', great many of 
them are indeed O^ly \(ji^ot^^d (ti^iieB^y’Ijy ’IHssychius)- for the 
sake of curibus 'and rare words tVhich^- the'-poet-had employed— 
a rema^r^abl^ie^feature’ in these-frc^gme^nts. Of the seven
tragedies now 'ext^emf .'bniy- two’ can' be dated, even approxi- 
matel^y—the waS^t^ictught* out just before the
expedition of 'Pericles to 'Skmds (44(5''b.’C.), and the E^hiloctt^^est 
which may possibly be the last W^<^t:e, and which ap
peared in 409. Both these plays tfon the first prize, and if we 
cannot expect imfnaturity in the one, we cannot f^nd decay in 
the other. But considering these, as we are bound, first and 
last, -weare at liberty to arrange the rest in whatever, order is 
most convenient for britical purposes.

§ 186. The A^ii^g^(^n^e was said to be Sophocles’thirty-second 
work,'and must, from its date, have at all events been the work 
of his mature and ripe genius. It is, therefore, in ever^ respect 
suitable to show us the contrasts with the old masterpieces, and 
the supposed improvements which mark the epoch of the per

I feet Greek drama. The play formed no member of a trilogy, 
but stood upon its own basis, nor are we at all justified, 
with some loose critics, in supplementing the character of the 
heroine from the other plays on the Theban legend (the two 
OEdipuses), plays written in after years, and without any 
intention of being viewed in connection with the 
It is never to be forgotten that as soon as the tragic poets 
abandoned connected plays, they assumed the liberty of 
handling the same personage quite differently at different 
times, nor do they feel in the least bound by an earlier con
ception. This apparent inconsistency, which contrasts so 
strongly with the practice of modem dramatists, is due to the 
fact, that while the moderns have an unlimited field for the 
choice of subjects, and therefore naturally choose a new title 
to embody a new type, the Greeks were very limited in the

* This, which rests upon Suidas alone, is very doubtfu
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legends, which they treated, and must therefore constantly re
produce the same heroes and heroines. But they avoided the 
c^onsequent monotony by the poetic license of varying the 
c^haracter to suit the special play. We must therefore study 
the characters in each play by themselves, and without re
ference to their recurrence in other works of the same poet

The first point to be remarked in the play is the subordination 
of everything else to the character of Antigone. In A^i^chylus’ 
conception—the deepest conception—of a tragedy, the actors 
were, so to speak, ' subordinated to the progress of a great 
catastrophe, which carried them along in its fatal course. They 
act with apparent liberty and force of character, but are really 

. the sport and plaything of great agents, which they cannot stay 
or control. In the tragedy of Sophocles, where character-draw

. ing (ridoToii'a, as it was called) was the first object, the power of 
human will is the predominant feature, and the real conflict of 
moral and social forces is thrown into the background.

Asschylus, as has been already noted (p. 257), had blocked 
out the whole plot briefly at the end of his Theban trilogy, and 
indicated where a tragic conflict might be found. . But when 
Sophocles takes up the subject, the f^rm determination of 
Antigone to perform the sacred duties of fraternal love is op
posed to no principle of parallel importance, to no law which 
commands any respect, but simply to the timid submissiveness of 
her foil, Ismene, to the arbitrary decree of a vulgar and heart
less tyrant, and to the cold and self-interested apathy of a 
mean and cowardly chorus. Antigone is accordingly sustained 
from the beginning by a clear consciousness that she is ab
solutely right, the whole- sympathy of the spectator must go with 
her, and all the course of the play is merely interesting as 
bringing but her character in strong and constant relief. But as 
she. consciously faces death f^or an tdea^ she may rather be en
rolled among the noble army of martyrs, who suffer in the day
light of r^liear conviction, than among the far nobler few who in 
doubt and darkness have striven to feel out a great mystery, 
and in their very failure have ‘ purified the terror and the pity ’ 
of awe-struck humanity. A martyr for a great and recog
nised truth is not the fit central figure of a tragedy in the
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highest and proper sense. The A^^t^gone is therefore ntit a very 
great tragedy, though it is a most brilliant and beautiful 
dramatic poem. The very opening scene brings out the some
what hard and determined character of the heroine, in con
trast to her weaker sister. As the chorus hints,1 she had 
inherited this fierce nature from her father. But the fatal, 
effects of the ancestral curse on the house of CEdipus, though 
often alluded to, are no moving force in the drama. The 
chorus appears in the parodos unconscious of the plot, 
and sings a beautiful ode on the delivery of Thebes, rele
vant ' enough to Jthe general subject, but not bearing on the 
real interest of the pli^jr; and this remark may be applied to 
all the following choral odes, which with much lyric beauty 
celebrate subjects akin to the action, but outside it. The 
decree against Polynices' burial is then formally announced by 
Creon, Svhen one of the watchmen enters, a very striking and 
well-conceived character, whose vulgar selfishness and low 
cowardice seem meant as the opposite extreme inhuman nature 
to the heroine. The homely and somewhat comic vein in which 
he speaks may indeed be shocking to dignified French imi
tators of classic suffering, but affords an interesting parallel 
to the contrasts so affectingly introduced in the greatest 
English tragedies. The reader will not have forgotten t^ie nurse 

I Kiliss^, in Aischylus' Ch^oeph^^-i. Then follows the brilliant 
narrative of the capture of Antigone, and her interrogation by 
Creon. She here shows no vestige of fear or of 'quailing, and 
even Ismene braves death, though harshly checked and even 
insulted by her more masculine sister. The chorus suggests 
that Creon's .son was betrothed to the princess, yet does not press 
the point, but upon her sentence sings the woes of the Labda- 
kidse, and the horrors of an ancestral taint. The appearance of 
Haemon is a point of deep interest, and has been treated by

v. 471 ■. StjAo? t!> wfbv u/iov irarpbs
tTs iroiSrfr eieeiv 5’ ok MaraTat kokoTs.

I quote these words to justify mysel^lf against the able criticism of Mr. 
Evelyn Abbott on the parallel argument concerning Antigone in my Social 
Life in Greece. I cannot , but sympathise deeply with his enthusiastic 
reading of the character in the J^o^trnal of Phil^ology, vol. viii. pp. i, sq.
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the poet in a very peculiar way. The young prince argues the 
' policy of Creon to be a mistaken public policy, and cites the 

g^eneral murmuring of discontent against it, all the while con
cealing his own strong personal interest in. Antigone. Creon 
and the chorus both see through the young man's mind, the one 
by repeatedly taunt^g him as Antigone's advocate, the other, 
upon his angry exit, singing a famous ode' 'on the powers of 
Eros, which is nqt directly suggested by ■ the preceding^- dia
logue.' ■■ • .

It sterns likely that to the A^thenian public pf that day 
any pleading of Hamon’s on the ground of love would be 
thought unseemly and undignified, until Euripides had taught 
them’ tha’t even on the stage art.-must not .ignore nature, Still 
more remarkable is the ab^encet of any allusion to Hamon 
in the long commi^^'gung by Aht^ig^one ann^'the chorus;.' as 'she 
pas.ses across ' the .stagey on' the-'way ' to her tomb. Fo* she 
.complains bitterly of' the loss 'of bridal 'song and nuptial bliss, • 
as every dying Greek, maiden ‘ did, thus exactly reversing the 
notions of modem delicacy. A modem maiden would have 
lamented the separation from her lover, but certainly not the 
loss of the dignity and the joys of the married state. The ■ 
commas of Antigone has been criticised from another point 
of view, as unworthy of the brave and dauntless character 
of the heroine. It is thought unnatural that she who had 
deliberately chosen death for the sake of duty, should shrink 
and wail at its approach. But sound critics have justly

' “'Eptes iplicc^re pdxay,
'Epos, Ss iv r^iirreis
Ss iv paAaxaiis irapeiats 
vedviSos ippvjxe’ieis, 
tpovras 5’ VrepTrrvTtos tv r' i,ypov6p.ois aliAais' 
leai if oSr iSat^t^-ruv ovSels
OiS' apeplav iir' ivBpd^nrwv, d 8’ txav ptep.Tjvev. 

{TV Kai StKdiuv iSinovs 
<ppvas irapairirrqs ^7rl AOijtf 
<rii (ciil r6Se vetipos i,vSpSv ■
£vvaipov txetsrapd^as' 
vuta 8’ ivapyiis &A^<piipav titepos tViipr^pmv 
vhpQas, Tuv p.eyiA^av o^xl tri^peSpos 
eeffirW ipaaxos yap e<^8s ’Aij^poStra.
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vindicated this as. a human feature, though a weakness, and 
therefore more interesting and affecting than its absence or 
coi^t^j^^t^^ction. In my opinion there is even yet a lack of 
humanity in the character, and I should be sorry to see this 
very interesting passage 'condemned. But I confess that the 
counter revulsion from quailing and fear to a bold facing of 
death, such as Euripides has painted it in his Iphigenia, appears 
to me not' Only nobler but more natural. For it is impossible to 
escape the suggestion in the Anti^gone that her bold defiance ot 
C^r^eon' was ostentatious, and that it breaks down ip the '(ace of the 
awful reality.*’ I would further call attention to the remarkably 
unsympathetic and cold httitude of the chorus, who far from 
being ‘ ideal spectators’” of even ‘ accomplices;’ 'look on, with re
spectful but heartless tears, ancf offer siich cold comfort to An- ■ 
tigone;,' that her' complete-isolation affects the -spectator with the 
deepest pity. Nowhere _ (J' think) Spes’ the chorus declare for 
the laws of religion and hut^anit^, against theOu^l^itrar^^ voice of. , 
the tyrant. *The entrance of Teiresias rr-iir^s the commencement 
of the ■srspnrf.T^ia, or catastrophe, and his character is conceived, 
as in the (Edipus Rex, to be that of a noble and gloomy 
prophet. But the poet does not fail to put sceptical sneers in 
the mouths of his opponents. As soon as Teiresias has passed 
off with his threatening prophecy, the chorus in alarm warn 
Greon of his danger, and the tyrant is made to change his 
mind and pass from obstinacy to craven cowardice, with a sud- , 
denness only to be excused because this character excites no 
interest, and must have wearied us had its changes been treated 
in detail. The catastrophe pf’l^he deaths of Antigone and 
Hffimon, which reminds us of the end of R^omeo and Juliet, is 
followed by t^iat of Eurydice, the wife of Creon. The lamen
tations of the tyrant, which the spectator views rather with 
satisfaction than with pity, conclude the play.

* Yet I am not sure—and this is a great heresy—tjiat Sophocles 
thought of more than the immediate situation when he composed this 
commos. I will show other instances by and bye, where he seems to have 
sacrificed consistency of character distinctly for the sake of dwelling upon 
an affecting situation, and writing affecting poetry. This is a vice gene
rally attributed to Euripides. I think we can show it to exist no less in 
Sophocles ; cf. below, pp- 29b 3io-
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This is the drama which has not only struck ancient critics as 
one of the greatest works of its great author,’ but which has fas
cinated modem taste more than any other remnant of Greek 
tragedy. This latter effect is easily understood, for in the first 
place the- conflicting interests are easily comprehended, and in
volve no mystery, and secondly, the whole play turns on strictly 
human interests and actions, and is absolutely devoid of any 
interference of the gods, which must be foreign to the mode^r^n- 
stage. The conflict of liberty against despotism became in fact 
the dominant idea of the last century, and thus men turned with 
interest to the old Greek expression of the same conflict. But 
long before this, the subject was treated by Euripides in a lost 
tragedy, in which the love of Hsemon and Antigone was not 
handled with the coldness and reserve of the Periclean age.2 
Then came a celebrated paraphrase or imitation by the Roman 
Attius, which is .said to have suggested some points even 
to Virgil. The treatment 'of* the story in Seneca's Thebans, 
a tragedy of which most is preserved, and in Sfp^tiiis' epic 
poem of the same tide, is quite independent of Sophocles. 
Polynices' wife, Argia, shares Antigone's heroism, and neither 
expresses the least fear of death shown by the greater and more • 
natural Antigone of the Greek poet. These inferior works were 
unfortunately the models of most of the French imitators. 
Inhere was;* however, an old French translation by Baif, in 1573. 
Gamier in 1580, Rotrou in 1638, and d'Assezan in i686. 
brought out A^titg^o^es based upon Sophocles and all the Roman 
versions of the story, with features added not only from Euri
pides' Plmnissa, but from the weak sentimentality of the 

, French stage. No antique subject was more certain to attract 
A^Hieri, with his monomaniac hate of tyranny and tyrants. But 
his Antigone (1783), though a bold attempt to reintroduce sim-

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

2 Cf. Euripides, frag. 157 sq., and the remarks of Aristophanes (the 
grammarian) in his preface to Sophocles' Antigone.
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plicity into his subject, is evidently based upon the French 
travesties of the play, and of course the relations of Hsemon 
and Antigone come into the foreground. His play is forcible, 
but monotonous, as he fails in all those delicate touches, and 
various contrasts of character, in which Sophocles, with all 
his simplicity, abounds. Marmontel's libretto for Zingarelli's 
opera (1796) seems to have excited little attention. A prose 
version of the legend by Ballanche (1814) is apparently very 
popular and highly esteemed in France.

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

§ 187. A certain general resemblance leads us to consider t^ie 
El^ectra next in order. The relation of t^e heroine to her sister 
Chrysothemis is very similar to that of Antigone and Ismene. 
There is also the same hardness in both heroines, a hardness 
amounting to positive heartlessness in Elec^tra,-who, when she 
hears her brother within murdering his and her mother, actually 
calls out to him to strike her again (v. 1415). This revolting 
exclamation, and, indeed, the easy way in which matricide is 
regarded all through the play, contrasts strongly with the far 
deeper, more human, and more religious conception of yEs
chylus’ Choe^l^i^o^, and reduces the E,lectra as a tragedy to a far 
lower level. In fact, here as elsewhere, Sophocles has sacri
ficed the tragedy for the sake of developing a leading character. 
He desires to fix the sympathy of the spectator on Electra and 
Orestes. He therefore treats the command of Apollo a.s an 
absolute justification of the crime, and puts out of sight the 
dread Eumenides, with their avenging' horrors. This is dis
tinctly the old epic view of the matter, more than once 

vol. I. u
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suggested in the Odyssey, in contrast to the conception of 
Stesichorus, and perhaps other lyric poets, with whom the notion 
of blood-guilt^iness, and the necessity of purif^ication for sin, 
became of primary importance, and who served as a model for 
yEschylus. Thus here also Sophocles was tr^ly Homeric, but 
may be held to have made a retrograde step in the deeper his
tory of morals. There are, moreover, many Euripidean features 
in the play. The angry wranglings of his characters, which 
occur often in Sophocles, are by most critics forgotten, when 
they come to censure his successor. There is also not a 
little inconsistency in the effusiveness of the heroine on re
cognising her brother, an effusiveness which amounts to folly, 
and her stern repression of words when yEgisthus desires to 
plead for his life. This inconsistency was admitted, I venture 
to think, on account of the seductive lyrical opportunity offered 
by the scene of recognition. The same weakness is still more 
obvious when a pathetic lament is uttered by Electra over the 
unreal ashes of her brother, which the spectator, who is aware 
of the truth, admires but cannot hear with any real pity. But 
the speech was too affecting to be omitted.'

' vv. 1126-60 : 5 (^d^^irou pvqpitov ipoi
jvxris ’OpiiffTOv konrAv, as a’ air' 
oi>x aUTrep i^firepirou eiiroSt^^dpilu, 
uvu peu y^a^p oUSiu Oura Paa'rd(a x^poiv, 
Sipau 54 & nai, k^cpirpbu il^eiroif lyii
as ii^p^lkou iripoiBeu i^Kkrneiu Ploy, 
irp^u is £4viiv ae yfalau i/ci^ipifiai xepo'^'' 
K\^4}paffa ratvSe w^i^c^(^iC<ro<r6oi 
Micas SavOy (icetc^o ij} r66' Tip4pa, 
-^{ipPou narpcpov ^ocybv ei^DX&s pipos. 
vvy S’ ii^abs oinav Kiwi^ y<]S BcXAijs ^vry&s 
ko^us ai^iliKov, arts Koacy^tdriiis 5ixa ' 
koSt' Iv r^ll^aiiTt xepolh ii rak^aiv' lyr> 
Xo<rrpoc!s a' IkM^/^i^c^’ olie napr^PKeK^^ov irvibs 
cly'^l\t^prlv, ir eit^lts, iSlktov fidpos. 
iXX' iu £4uaccac KiSeuSe^s rikas
ap^ucpbs r^poaiiKeis oyaos iu ap^cKplp t^iVrei. 
oipot rak^aiya r-rjs Aprjs irik.at TpoiPrs 
iuw^ek.i^'rou, r^-qu i'^Ui Blip' apcpl ao1 
iriucp ykuKel irapeaxou- oSre yO^p r^oTe
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I cannot fancy .5^;^chylus thus utilising ah artifi^i^ii' situa
tion. It is the victory of sentiment over greater and nobler 
interests, and in this Sophocles, and not Euripides, marks the 
r^se of .a new epoch—an epoch like that opened by Raffaelle 
and by Weber in other arts, where the master is still great, but 
is the author of a rapid apd melancholy decay into sentimen
talism. The attitude of the chorus differs notably from that 
of the Anti^gone. It is the confidant and helper of the king's 
children, and takes an active part in the progress of the play. 
But for this ver^ reason, the choral odes, which are strictly 
to the point, are lyrically ver^ inferior to the beautiful poems 
inserted in the Ani^g^one. It is remarkable that while .^^schylus 
never mentions Myc^e^r^se, and lays the scene of his Choej^/iti-i 
at A^gos, Sophocles, more accurately, makes Myc^ense his scene, 
and in the opening even describes the relative positions of the 
two- cities 3 but I am at a loss, though personally familiar with 
the country, to find the point of view from which the old 
pedagogue and Orestes approach it, and should not be sur
prised if this were one of. the instances of geographical inac
curacy with which Strabo charges both Sophocles and Eur:i. 
pides.' I suppose the recent reassertion of Myc^e^nae, by the 
appearance of its citizens in the Persian war, must have made 
its name momentarily prominent in the youth of Sophocles,

I
prirpis oi 7' fjaDa paWWov 1 K^ftov 
odd' ol Kf^ar’ oIkov ^<rav, tXK' Tporpis •
iyi) S’ &SeA$)) ool irpotonvSd^pi)v del. 
vVv S’ ^Kj^AfAoijre tout' iv Ptta^
dc^aii^Tt abv aol. irdvra yap auvapirdoas 
SveAA.' Sirens fiegriKas. oOx^ra.i atardip • 
ridraiic’ iyd 0oi • ^j^oovos avrbs OoJ'iiv

yeAfioi S’ l^d^pol ’ paiver-ai S' iift’ iiBooUis 
pDirip itpfiTWp, 5s iptol oh isoAASkis 
tp-ipas A^d0pa wpoSireftares Us lj>aiov^^fios 
r-ipoiphs avris. &AAck oav6’ 6 SuioTvxbs 
Saiptuv i ff6s re Kipbs 
8s o' &Se poi arpodare/uf^iEv &vrl i^i^lArdTtts 
fiopi^^Vs i^nroSitv re /al OKa di^tot^eAn. 
olpot poi.

> Cf. in frag- 530-
a 2
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and before A^s^ch^ylus brought out his Orestean trilogy.’ - The 
scene of the drama must, therefore, have been determined 
by the local politics of the day, which would put forwardi 
My^c^f^r^ae, if Argos and Athens were at variance. But this is 
a mere conjecture. The critics have animadverted upon the 
anachronism of representing Orestes as killed ■ at the Py^thian 
games, but there is surely no sense in the objection. Almost 
all the games in Greece were ascribed to mythical, nay, even 
to divine founders, and to assign to any of them a late and: 
historical origin would have offended Greek taste. About the 
beauty of the narrative there can be no question. It is remark
able that Sophocles reverses the order of the murders, and 
makes Clytemnestra suffer before iE^g^^sthus, an arrangement 
which destroys the awful climax in the —indeed, when
the mother has been sacrificed little interest remains about her 
paramour. The French critics are almost indignant at the . 
idea of a king on the stage, who only comes in to die. But of 
course his death is necessary to the piece, and if Sophocles did 
not require him as a character, he shows true and great art in 
only introducing him when necessary. A perfect library has- 
been written ' on the three Electras of the three Greek poets, 
generally with the object of detracting from A^:^chylus, and still 
more from Euripides, to extol Sophocles. The reader has 
already seen how false such an estimate is towards YEschylus. 
I shall not enter upon the Ek^ctra of Euripides till we have 
become acquainted with that poet in the course of the present 
history.

’ All the critics follow Pausanias in assuminjg that Myce^n^se remained 
independent up to 468 B.C., and that the avvoMiarMs of this and other 
towns by Argos took place, through feat of Sparta, after the Persian wars. 
I cannot conceive this policy to have arisen so late, and believe the auto
nomy, and perhaps even the existence, of Myt^e^n^ae to have ceased at latest 
when Argos became great under Pheidon, about a century earlier. My 
views were published in the fifth number of Her^iathena, and ultimately 
converted Dr. Schliemann, as I had predicted that no fifth century remains 
would be found in his excavations. He has translated my article in the 
French edition of his Mycet^te. The evidence he has produced points to a 
very old destruction of the city, perhaps even at the time of the Doric 
invasion.
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Let us now pass to the imitations of the stor^r, or tlie im
provements attempted upon it, in subsequent times. Inhere can 
be little doubt that there were several Roman versions. Cicero 
speaks of two, Suetonius alludes to them, and so evidently does 
Virgil, when using in a simile the ‘ Agamemnonius scenis agitatus 
Orestes.’ But none of them have survived. The Orestes ridi
culed by Juvenal may have been a mere fiction, but t^ie choice 
of this title proves the popularity of the subject. In the i6th 
century, there was a translation by L. Baiif. But in 1708, Crebil- 
lon brought out his Electra, a play which introduced a series of 
love affairs between Orestes, Electra, and a son and daughter of 
Ai^g^isthus, fabricated for the purpose. These novelties, together 
with storms and other adventures, so complicated and changed 
the play, that the author could fairly boast his own originality, 
and proclaim that he had taken nothing from Sophocles, whom 
he had never read. Passing by the now unknown work of 
Long^epierre 11'1719, we come to Voltaire’s Oreste (1750), which 
is said to owe it a good many thoughts. Some of Crebillon’s 
inventions are also adopted, but the main novelty is the ex
citement produced by the dangers which Orestes encounters in 
attaining his vengeance. For ' greater detail upon this and suc
ceeding efforts, the reader should consult the history of French 
•Literature in connection with the drama of Sophocles in M. 
Patin’s admirable sketch.* He has forgotten to mention how 
closely the A^^halie in Racine’s celebrated play has been copied 
from Sophocles’ Clytemnestra. The very device of a disturb
ing dream is employed to rouse Athalie’s fears, and Joas stands 
.l:o her in a similar relation to that of Orestes and Clyt^e^mnestra. 
The famous Orestes of Alfieri was of course based on Cre- 
billon and Voltaii^ie; indeed, we know that the poet’s very de
fective education did not then permit him to read a Greek play 
in the original. As was his habit, he simplifies, the plot, and 
gets rid of all superfluous chara^ti^i^fs; but the great strain he 
keeps up, and the monotony of his speakers, make it a tedious 
play to read. He is noted as having been the first to paint the 
quarrels and the remorse of the adulterous pair, and with his 
usual hatred of tyrants, he makes iE^gisthus weep with terror

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

§ i88. We may take up the Trachinia next, because its 
heroine—the only other extant heroine in Sophocles—stands- 
in marked and pleasant contrast to those we have just discussed. 
As to the date of the play, it is agreed that it comes either very 
early or very late in the poet's career. The differences from 
t^e other plays, and supposed inferiority, are the grounds which 
have led to this opinion. Some have even declared it spurious, 
and the work of lophon, or some other weaker hand. It is 
impossible to decide the dispute about its age, though its 
genuineness must certainly be asserted. On the whole, I rather 
incline to place it. as the earliest extant work of Sophocles. 
There seems a certain hesitation in the author, who desires to- 
make Deianira the protagonist, and yet chooses a myth of 
which Heracles is necessarily the central figure. Thus there 
are t^vo distinct catastrophes—that of the hero^:^ie, ,which is first 
in interest, but is treated as a mere inc^i^^i^t; and that of the- 
hero, who is absent during all the action, but whose death 
forms the solemn conclusion of the play. It almost seems to 
me as if the poet were feeling his way to making the character 
of a woman the prominent feature of the play, and yet afraid to 

' do so without weaving in another catastrophe, afraid also to 
entitle his play (like his Antigone and Electra) Deianira. It is 
the only extant play of Sophocles which takes its name from 
the chorus, and when we reflect that at least one half of 
/Eschylus’ plays "are so named, while less than one-third of' 
Sophocles'—and mostly satirical plays—follow this rule, we 
may draw another slight argument in favour of its early date, 
before the poet had abandoned, perhaps, the Hischylean fashion 
of calling his plays after their most important feature— the chorus. 
Ag^ain, as the Ph^loctetes, which shows no sign of weakness or 
failure, appeared in 409, and the poet did not survive the year 
405, it seems very strange that so rapid a decadence should 
take place in these years, in which no tradition mentions any 
play but the (Edipus at Cilinus. Internal evidence from style 
has been freely employed by the advocates of both opinions, 
but is in any case, by itself, of little worth. The t^f^r^i^r^cter of
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Deianira can only be compared with that of Te^t^messa, a 
second-rate character in the Ajax, and differs completely from 
the poet's so-called heroines. But there is the deepest pathos 
in his drawing of a ' feeble, patient wife, ever widowed afresh 
for weary mont^l^i^,..^i^d,now too exiled from her home and 
seeking in vain for tidings of her husband. His enforced 
absence (to atone for a homicide), his careful disposition of his 
affairs before he departed, and the vague voice of old oracles, 
all conspire to fill he^ heart with sorrow and despondency. 
The aged nurse suggests the sending out of Hyllus to obtain 
news, and after a short dialogue, in which he repeats the vague 
reports of his father's return to Eubcea, and his mother cites 
with fear the threatening oracles about this very pla<^i^,-die 
chorus of T^rac^hinian maidens enters, and in a very beautiful 
ode to Helios, prays for tidings of the wandering hero. De- 
ianira's weariness of life saddens her first address to the chorus, 
whose virgin days of security she envies, while she reflects on 
the cares of married life.i

Then comes a self-appointed messenger, who has hurried 
ini advance ofl^c^has, and tells her of Heracles'victory, and the 
momentary delay of the herald, who presently enters with the 
spoils and slaves from C^<chalia, and gives his account to De
ianira. But she is chiefly struck by the beauty of a fair captive, 
concerning whose history and parentage she inquires, both from 
I^ichas, who answers evasively, and from the girl herself, who 
preserves absolute silence. Nothing can exceed the tender
ness and grace this passage.^ It contrasts st^^ngly with

■ vv. 140-50 : ieitvapevti fev, Ws ad' (haaai, iriipet 
idOilIM ToOfiv • & S’ iya Bv/xorOSopP 
ppp iK/iiOots vaBoVaa, vVv S' &petpos el. 
tS yip veifov iv ToioipSe piaKerai 
X<potatv avaov, kkI va oii 6i\aos BeoO, 
oOS’ opOpos, ooSI •vevvidiav ooSev Kxovet, 
iw riovts &noxOov Qapei fiov 
is toS9’, «(i)s ats drl sapOevov yvvr 
KAiiBoi, r iv vu(ctI /lepos.

This sentiment reappears in frag. 517 of the poet, and also in 
Euripides.

* vv. 29.^-334.
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the imperious harshness of Clytemnestra to the captive Cassan
dra, and may possibly have been composed with this inten
tion. But the first messenger, who has heard the gossip of the 
town, and is eager to make himself important, comes forward 
again, as soon as Lichas has entered the palace, and with that 
love of telling bad news which infects the lower classes, informs 
the queen of the real truth about lole. The scene in which 
De^ianira extracts the confirmation of the report from the un
willing ^ic^has, when he reappears, is one of the finest in the 
tragedy. The largeness of heart with which the wife treats her 
husband’s passion for another woman is far more splendid 
than the heroism of harder women on matters that cannot 

'touch them so deeply.' We must remember that we are read
ing of Greek heroic times and manners, when such license 
was freely accorded to princes, and when the attachment to 
lole, though a great hardship to the wife, would never have 
been regarded as a breach of good morals. When, therefore, 
some critics have sought the tragic justice of the play in 
Heracles’ punishment for conjugal faithlessness, they have' 
merely talked irrelevant nonsense. There is no finer conclusion 
of a fine scene than the chorus which follows, and which 
describes the desperate conflict of Heracles for the possession 
of this very Deianira, who is now slighted and forgotten. 
Then follows the hasty resolve of the wife to recover her hus
band by the potent charm of Nessus’ garment, her fear and 
forebodings when she finds, after it is sent, that the wool with 
which she had laid on the unguent had been consumed when 
heated by the sun. She anticipates the 'whole catastrophe, and 
is now as clear sighted as she was formerly dull of inference. 
Then comes the T^e^rrible news by Hyllus, and his fierce accusa
tion of his mother, who rushes in the silence of desperate resolve 
from the stage. After an interrupting chorus, her death-scene 
is affectingly described, so affectingly as almost to rival the death 
of Alc^estis in Euripides.

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

But among the ancients, the official catastrophe, the lyrical 
wailing of Heracles, his wrestling with agony, and f^nal victory, 
his calm review of his life—all this was far more celebrated and 
striking. Such lyrical dialogues, when the excited actor spoke 
in turn with the chorus, were highly .prized on the Greek st^ge, 
and were a leading feature in most tragedies. Cicero 1 gives us 
a version ofthe agony of Heracles, and there are many modem 
French versions. Seneca and Ovid have reproduced the 
story, but have altogether missed the delicacies of Sophocles’ 
treatment. Among French imitators by far the best was 
Fenelon, who has given a very elegant prose version in his 
Telemaque. All the rest, for want I suppose of both taste and 
knowledge of Greek, followed Seneca’s travesty.

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

’ Tttsc. ii. 8-9.
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that the opening scene was painted from the horrors of the 
plague at A^thens, and that by QEdipus the poet means to con
vey the failure of Pericles, and his melancholy death, they seem 
to have actually found the one impossible date for the play. The 
I^j^<^<^c^aemonians, in opening the war, had demanded from Athens 
the exile of Pericles, as blood-guilty through his ancestors in the 
massacre of the K^j^^^c^r^i^ans, and had affected to make the refusal 
their cas^us belli. To bring out the CEd^ipus., when this demand, 
and the plague which shortly after ensued, were still fresh in 
men's minds, would not only have been a profound disloyalty to 
the Athenian cause, and a justification of Sparta, but a direct 
personal attack on the memory of Pericles. We know that 
Sophocles, of all Athenians, was most free from personal ani
mosities, and we have also reason to think he was a friend of 
Pericles. This period, therefore, of the poet's life is the only 
one at which the Oedipus cannot have been brought outt

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

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

Passing by the imprecation scene, which has greatly benefited 
J by Ribbeck’s transposition of a few lines,® we come to the unwil

ling appearance of Te^i^r^esias, the impatience of C^dipus, and a 
consequent angry wrangle, in which the outspokenness of the 
prophet seems to me a great flaw in a play so much admired for 
the gradual development of the plot. Te^i^resias tells him so ex
plicitly that he is the murderer of I^aius, and is the husband of 
his mother, that a man who knew his Corinthian parentage was 
doubtful, that an oracle had predicted to him these very crimes, 
and that he had committed a homicide, could not but hit upon 
the truth. In fact he does so presently at a far less obvious sug
gestion of locasta’s. The excuse for this defect is, I suppose, 
that CEdipus was in a rage when Teiresias discloses the facts, 
and that his rage makes him perfectly blind. But this seems 
to me too artificial an answer to the objection, though it has been 
urged as a subtle psychological point, that the same man who 
cannot perceive the plainest indications in the heat of dispute,

* Cf Patin, Sophocle, p. 183.
- w. 252-72 before v. 24(3; cf. Bemhardy, Z^G. iii. p. 355. 
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when he calms down, fastens on a trivial detail in friendly con
versation, and starting from it, unravels for himself the whole 
mystery. The spectator is hurried on by the angry violence 
of Q^idipus, who turns accuser instead of defendant, arid 
roundly charges both Te^iresias and Qreon with being the real 
murderers of L^a^i^us, and accomplices in seeking to oust 
from the kingdom its rightful lord. But surely here the 
antecedent improbabilities assert themselves with irrefragable 
force. If the murder of Trains and the present events were in
deed twenty years apart, the charge of QEdipus becomes 
ridiculous. The ambitious claima^n^t’s for the throne murder 
Laius, and then rest silent for twenty years, when they vamp up 
a charge of the murder against his long-established succe^s^c^r! 
The matter will not bear the light of common sense, unless we 
conceive the murder followed closely by the accession of CEdipus, 
the plague, and the threatening oracle. But here' the legend 
which gives time for the birth of four children seems to interpose 
an impassable barrier. The important tragic point to be noted 
in this dispute is that the violence of QEdipus, and especially 
his sneers at the venerable and respected soothsayer, are meant 
to palliate our sense of horror at the extremity of his punishment. 
The same may be said of locasta, whose feeble and shallow 
scepticism is with great skill represented by the poet as failing 
in the hour of terror and of need. Her account of the death 
of Laius, intended to soothe Q^^ipus, is so framed as to stir up 
his deepest mind with agitation, and that, too, by means of an 
apparently trifling detail. Even though the plain speaking of 
Te^^i^esias had- more than prepared us, this passage is of the 
greatest dramatic beauty. Indeed, these double confidences of 
the husband and wife form a scene which has perhaps not been 
equalled of its kind. The result is now plain before CEdipus’ 
mind, yet he and locasta cling to the faint hopes arising 
from false details of the murder, It is very remarkable that 
the chorus, here rising above the special situation, sings a 
solemn od^" i upon the insolence and folly of scepticism, 
and the decay of belief in the old tenets of religion. At its 
close locasta appears, bearing suppliant offerings to the god

1 vv. 86'^-910.
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^Wose oracles she has just despised, but to whom she turns in 
dismay at the mental agony of her husband, for which she can 
find no remedy.

The appearance of the messenger announcing the death 
of Polybus seems too late in the play, and the sudden return of 
QEdipus to confidence on this point a mistake. He had long 
ago doubted his alleged origin, and the previous course of 
the play had so confirmed these doubts, that his easy accep
tance of the solution is not natural, and is a flaw in the work. 
At an earlier period, and just after the warnings of Teiresias, 
we may fancy such a delay in the catastrophe better placed. 
But the intention of the poet is here to approach the second 
crime of QEdipus, his incestuous marriage, and he approaches 
it with’ the somewhat ridiculous fears of QEdipus that he 
may unwittingly marry the aged Merope, whom he T^nows 
perfectly welll This leads to the final explanation of his
birth, and presently of the details of his father’s murder, 
which the Corinthian messenger, the aged shepherd, and the 
king discover in a dialogue of awful and breathless interest. I 
will only notice from the end of the play that the ' character of 
Qreon is that of a calm and just ruler, far different from his 

J figure in the and also that in his lamentations
QEdipus lays great and natural stress on the indelible stain 
which adheres to his daughters, and which will make their 
marriage impossible—a consideration never mentioned, I think, 
in the This proves, ifit be necessary to prove it, the
complete independence of these plays, which critics are always 
citing in connection, when they discuss the characters of 
Sophocles, and wish to explain the unresolved harshness of his 
morality. The concluding scene with his infant daughters is 
very affecting, but thoroughly Euripidean, and may be intended 
to introduce the softer element of pity where terror too much 
predominates.

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

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

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

’ There have been endless discussions as to the date, and efforts to 
deduce it from the political temper of the play, and its very friendly allu
sions to Theb^es. But according as this or that line is declared spurious, 
or this or that passage interpolated, the theories vary, and the doctors 
difFer. The main result of the controversy is to show that no result is 
attainable.
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tecting for ever the land which affords him a hallowed resting
place. He even approaches with assurance and without fear the- 
dread Eumenides, whom others will scarcely name, and whose 
grove men hur^y by with averted face. This spiritual great
ness separates the dying QEdipus widely from King Lear, with 
whom he is often compared. But in his violent and painful’ 
execration of his ungrateful but repentant son—a jarring chord 
in the sweet harmony of the play—he reminds us of the angry 
old man in Shakespeare, though still more of his vehement 
and haughty self in the Tyrannus. But Creon is
here changed, and represented in his low and insolent type, 

• as in the ^n^^ig^one. This heroine, also, is not consistently 
drawn, and does not here manifest the strong features which 
Sophocles had given her in his early play. These points show 
how little the Athenian public cared to compare the plays of 
different years, and how little they attached a fixed type of 
character to mythic names. It was possibly on account of 
these liberties that the tragic poets avoided as a rule the Iliad 
and Odyssey, for in a play derived from them any marked de
viation might, perhaps, have offended a public really familiar 
with their texts.

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

< ‘ His honour rooted in dishonour stood,
And faith unfaithful kept him falsely true.’

It is this combined insincerity and desperation in Polynices 
which alone can justify the violence of QEdipus’ curse, and even
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so it is a painful prelude to his solemn translation to the nether 
world.

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

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

' Cf. Villemain, Litt. du xvii^■■ ■■ siicle, iii. p. 3*2'
VOL. I. X
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bination of the ^dipus Colonels with Euripides’ Alc^s^tis, which 
seems as much imitated from King lear as from ^dipus, and 
misses the perfections of both. An abridged and altered version 
appeared in 1797 under the exact title of the Greek play. 
There was, moreover, an opera on the same subject, with 
music by Sacchini, brought out in 1787. An imitation by 
Chenier, which is. not much praised by the critics, and one by 
the Italian Niccolini, who translated some of Aeschylus’ plays, 
are the most important modern attempts in this special field. 
In all the French imitations the Christianity of the writers was 
so shocked by the relentless cursing of Polynices by CEdipus, 
that they reject this feature, and introduce a scene of forgive
ness, which the gods, however, will not ratify. The worship of 
old Greek poetry in the eighteenth century was as inaccurate as 
the worship of Greek architect^ire. In both the results were at
tempted without any real knowledge of the principles involved, 
or of the spirit which , produced every detail in strict harmony 
with the original design, and for some definite purpose beyond 
mere ornam^i^tt

§ 191. In variety and richness the play just considered con
trasts strongly with the Ajax, which stands perhaps more re
mote than any of Sophocles’ works from modern notions.’ If 

• a modern dramatist were told to compose a play upon such a 
.subject—the madness of a hero from disappointed ambition, 
the carnage of flocks of sheep in mistake for his rivals and 
judges, his return to sanity, remorse and suicide, and a quarrel 
about his funeral—he would, I suppose, despair of the materials ; 
and yet Sophocles has composed one of his greatest character 
plays upon it. There is no finer psychological picture than the 
awakening of Ajax from his rage, his deep despair, his firm 
resolve to endure life no longer, his harsh treatment of 
Te^t^messa, and yet his deep love for her and his child. Even 
his suicide is most exceptionally put upon the stage, for the 
purpose, I think, of the most splendid monologue which 
Greek tragedy affords us. He is for one day, we are told, 
under the anger of At^hene, and if he can escape it, he will be

’ The intere:5ting parallel of the Hercules Furens of Euripides will 
come under discussion in t^e chapter on that poet.
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safe, and this inspires the spectator with a peculiar tragic pity, 
when he sees a great life lost, which might so easily have been 
saved. But the action of Athene is not otherwise of import
ance in the play. She appears not at the end (as usual), but 
<3i^ly at the opening, and in those hard and cruel features 
which are famiiiar to us in Homer.* Thus in this play also, 
religion and morals are dissociated, n'o doubt unconsciously, 
by the tragic poet, who sought to be a moral teacher of his 
people. This momentary introduction of gods at the open
ing and close of tragedies shows plainly the process of 
humanization which was completed by Euripides, and which 
made the gods a mere piece of stage machinery, tolerated 
by tradition, but only to be called in when the web of human 
passioii required prompt and clear explication. But in old 
Greek plays they furthermore performed the importanf" tragic 
service of justifying the cruel side, the iron destiny, of the 
drama. They were the main agents in purifying the terror 
of the spectator, which had else been akin to despair at the 
miseries entailed by necessity upon the human race.

As regards the haughty, unyielding character of Ajax, I 
cannot agree with the critics that the poet meant to regard 

- his pride as justly punished, and meant to show that brute 
force must succumb to a heroism tempered by wisdom and 
forethouj^l^tt This would be to assume that the Ajax of the 
play was the hero of the Iliad, which is not the case. 
Sophocles’ Ajax is not the least wanting in refinement, or in 
sensitiveness, nay, his appeal to all the calm beauty of nature 
around him, in contrast to his own misery, his undisguised 
lamentations and despair, show a mind which steels itself with 
effort to a high resolve, and which does not possess the brute 
courage of insensibility. Moreover, he consistently considers 
himself unjustly treated, and would never acquiesce in the fair
ness either of the decision of the Af^ridte or of the persecution 
of Athene. And in this conviction he draws even the modern 
spectator with him, far more the Greek public, which did not

* I am bound to say t^iat M. Patin, an excellent critic, speaks of 
Athene’s language as ‘ grave and sublime,’ and regards her as a lofty ex
ponent of moral laws. Let the reader of the play judge between us.

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

The stor^ of the suicide of Ajax, though alluded to in 
the Odyssey, when Odysseus encounters the shade of the 
hero in the nether world,® was boi rowed by Sophocles from 
the Little Iliad of Lesches. It had already afforded iEs- 

’ w. 692, sq. = A, 541-64.
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chylus the subject of a trilogy, in which the middle piece 
described the suicide in ver^ different terms, laying special 
.stress on the supposed invulnerability except in a single spot, 
which his evil fate discloses to him. Sophocles, too, com
posed a Teujiros and an E^urysakes, but, as was his custom, 
without mutual connection. No subject was more attractive 
to the Greeks than this dispute of Ajax and Odysseus. 
Besides the tragedies, there were celebrated pictures of it by 
Timanthes and Parrhasius, and rhetorical versions of it, such 
as that alluded to in the tragedy of the rhetor T^he^c^c^ec^tes, 
in Aristotle’s Ehetoric, and the countless imitations of Greek 
and Roman followers. Ennius, Pacuvius, and A^ttius appear 
to have iE^schylus with Sophocles in their ver
sions. , A fine fragment of Pacuvius’ play is cited by Cicero. * 
Even the Emperor^ Augustus attempted an Ajax, bult told a 
courtly inquirer ‘ that his Ajax has fallen upon the sponge.’ In 
Ovid’s Metamorphoses 2 there is an elegant version, and both ' 
Horace and Juvenal allude to it as the best known of sub- 

je^^ts, both for moral and scholastic purposes.® There was a 
parody of the rhetorical exercises in the Menippea of Varro. 
We may judge from these incomplete details, that of all the 

J subjects handled upon the Attic stage, none was more widely 
popular among the Ro^ma^ns. The modern version of Sivr^ 
(1762) is so ridiculous as to excite the amusement of even 
French critics. The reader will find a sketch of it at the close 

<^f M. Patin’s admirable chapter, which I have here mainly 
followed.

§ 192. We close our list with the Ph^loctetes, in which Ger
man critics, since the ascertainment of its date (409 b.c.), have 
found marks of decaying power, which were formerly unknown, 
and which would doubtless be again ignored if our information 
were found incor^^n^t The Ph^loctetes is, like the Ajax and the 
^rttg^ine, essentially a drama of charaicti^ir; the interest of the 
plot is nothing as compared to the study of the characters of 
Philoctetes and Neoptolemus. The whole piece is Euripidean 
in construction. There is indeed no proper prologue, but the

■ De Orat. ii. 46- 2 Lib. xii.
* Cf. S^al:. ii. 3,187, sq. ; Od. i. 7, 21 ; ii. 4. Juvenal, Sat. xiv. 283. 
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dialogue of Odysseus and Neoptolemus, in which the for^iei 
explains the object of their mission, answers the purpose. He 
tells how the Greeks on their way to Troy had been obliged, at 
his advice, to leave on this island of Lemnos, where the scene 
is laid, the hero Philoc^tetes, who had been bitten by a vipei 
in the foot on the neighbouring isle of Chrysa, and whose 
cries and execrations, as well as the disgusting nature of his 
wound, made him intolerable to his friends. But now the seer 
Helenus has foretold that Troy cannot fall without him and 
his famous arrows of Heracles, and so Odysseus has undertaken 
to bring him back. For this purpose he associates with him 
the youthful Neoptolemus, who had no share in the abandon
ment of Philoctetes, and to whom he suggests a fictitious account 
of a quarrel with the Atreidse about Achilles’ arms, which had 
sent him home to. Scyros in disgust, as a suitable means of en
trapping Philoctetes on board, and carrying him back to Troy 
Neoptolemus protests strongly against lying, but is easily—I 
think too easily—seduced by the prospect of the glorious con
sequences of his deceit; Acc^c^rdingly, he undertakes his part, 
and, upon Odysseus retiring, is presently hailed with delight by 
Philoctetes, whose den or cave he had at the opening of the 
play already found, with manifest tokens of the hero’s misery 
and his loathsome disease. A long series of mutual con
fidences between the heroes takes place, Neoptolemus in par
ticular telling his father’s friend all the doleful tidings of the 
great heroes who had fallen before Troy. But at last he bids 
him farewell, and is about to leave for his vessel, when Philoc
tetes addresses him with a very touching appeal not to leave 
him on this desolate and desert island, but to take him away 
to his home.

This celebrated speech, in Sophocles’ best style, is one of 
the great beauties of the play, but is not, I think, naturally 
introduced. It was no part of Neoptolemus’ scheme to seem 
hard-hearted, or to treat Philoctetes as anything but an old 
guest-friend, .nor can we see how his assumed heartlessness, 
which is. with difficulty overcome by the chorus, is in any way 
calculated to increase the confidence of his victim. As they 
are delaying their departure, a pretended merchant comers-

    
 



THE PHILOCTETES.CH. XVI. 3ir

to tell Neoptolemus that the Greeks have sent Phcemx and 
the Ty^r^d^j^irdlse to fetch him back, and then throws in by acci
dent that, according to .the oracle, Diomede and Odysseus 
were also coming for Philoctetes. This urges the latter to 
dep:^i^r; but while returning to his den to gather some leaves 
which he used as anodynes, he is overtaken by a paroxysm of 
his disease, which rends him with such ang^iish that he sur
renders his bow and arrows to Neoptole^mus, saying that of 
him he will take no oath for their safe keeping, and sinks into 
deep sleep. This episode seems to have been imitated from 
the Pii^i.l(^ctetes of /Eschylus. The chorus at once suggest that 
they should decamp with the weapons. To this Neoptolemus 
will hardly’ deign a reply, and presently Philoctetes revives re
freshed, and again master of himself. Then Neoptolemus breaks 
to him'the news that he must go to Troy, and refuses to give him 
back his bow. But he is so shaken by the powerful appeal of 
Philoctetes that he is about to yield, when he is stopped by the 
opportune advent of Odysseus, who immediately assumes a tone 
of command, insists on carrying off Philoctetes by force, or if 
not, threatens to carry his arms to Troy, and wield them hin.^self, 
or place them in the hands of Teuc^er. The prayers, the lamen
tations, the execrations of Philoctetes are passionate beyond 

1 the utterance of any other Greek hero; but he is not for one 
moment to be shaken in his resolve, that neither by force- 
nor persuasion will he return to Troy. At last the others 
leave him, the chorus being ordered to wait for a few mo
ments, as the lonely man supplicates to have human company, 
and despairs at another return to solitude. Then follows the 
great scene where Neoptolemus comes back, followed anxiously 
by Odysseus, who exhausts arguments and threats to dissuade 
him from his resolve. He has been conquered by Philoctetes' 
iron constancy, and determines to give him back his arms. He 
then beseeches him, on the ground of gratitude, to change his 
purpose, and come to Troy; but Philoctetes, though far more 
sorely tried by kindness than by fraud or force, is still absolutely 
^rm. Thus he finally conquers Neoptolemus, all the policy of 
Odysseus is set at naught, and the miserable suppliant in rags 
and tears, whose lamentations have occupied the stage for 
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•^any scenes, is actually leaving the island victorious, and on 
the way to his home, when this conclusion, which would violate 
all mythic history, is reversed by the divine interposition of 
Heracles, who directs him to return to Troy, and aid in the 
destruction of the city.

A more manifest character play cannot be conceived. The 
hero is in rags and in misery, his lamentations have offended 
ancient philosophers, as teaching unmanliness, and occupied 
modern critics, as requiring justification on a;.st^^^tic grounds. 
But the constancy and inflexible sternness of an unimpression
able, blunt nature is no interesting psychological fact, nor do 
we come to admire Philoctetes' heroism, till we are made fully 
to feel the horror of his condition, and the despair which 
filled his mind. The character of Neoptolemus has been 
greatly arid perhaps unduly praised. His spasmodic chivalry is 
after all that of a youthful enthusiast, who spoils a great policy, 
and endangers the life of a far greater hero. For it seems to 
me that Odysseus is clearly intended to be the great man in 
the play. An Athenian audience did not censure his duplicity 
as we do, but thought it more than justified by the important 
ends he had in view. No doubt many of them regarded Neo
ptolemus as an obstinate young fool, whose misplaced gene
rosity would have foiled a great national cause, had the gods 
n6t miraculously interfered. I will only repeat that this play 
contains most of the features objected to by the critics in 
Euripides, who even speak as if the latter had invented the 
knave-Odysseus, a conception probably dating from the 
comedies of Epic^fa^rmus, and perhaps as old as the Cyclic 
poems. -

The story of Philoctetes is alluded to by Homer in the 
Catalogue of the Iliad and by Pindar in his first Pythian ode, but 
was taken, like many other tragedies, from the L^^t^l^^e Iliad by 
Sophocles, who seems however to have added the all-impor
tant part of Ne^o^p^f^c^l^e^mus. The subject had already been 
handled both by ALschylus and by Euripides, the Philoctetes 
even of the latter preceding that of Sophocles by more than 
twenty years, for it is ridiculed in the A^t^h^am^^a^ns of Aristo
phanes. But both these poets had represented the island of 
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I^e^mnos as inhabited, and the chorus was composed of the 
natives, whereas Sophocles, far more poetically, though unhis- 
torically, makes it a savage dese^ ' Both, again, seem to have 
represented the hero vanquished by having his arms purloined, 
whereas Sophocles makes him superior even to this fierce com
pulsion. In ^schylus Odysseus was so aged as not to be 
recognised by Philoctetes ; in Euripides, Athene had disguised 
him. These and other details are given by Dion Chrysostom, 
who not only compares the three works, but gives an ab
stract of the opening scenes of Euripides’ play.* It appears 
manifest that in this case, at all events, Sophocles had far sur
passed both his rivals. There were also versions by Philocles, 
Antiphon, and T^heodectes, and a play of A^t^tius, founded 
apparently on that of ^^schylus, and of which a good many 
frag^nents remain. Cicero cites it, and Ovid touches the story 
in his Metamorphoses. Quintus Calaber not only gives us a full 
account of Philoctetes at Le^mnos, probably according to the 
version of Euripides, but brings him to Troy, and thus to the 
period handled in another play of Sophocles. In modern days, 
F^nelon has an elegant prose paraphrase in his T^clemiaque, re
markable for its simplicity and faithfulness, when we consider 

jthe ridiculous travesty of Chateaubriand (1754), who attempts 
endless improvements on Sophocles.2 He gives Philoctetes a 
daughter Sophia, with a governess, in order that Neoptolemus 
may fall in love with Sophia ! The version of La Harpe (1783) 
is less ridiculous, but not more faithful. The Greek play itself 
has been more than once performed in French seminaries, 
owing to the interest excited by F^nelon’s paraphrase.

§ 193. We need not delay in this history over the Frag- 
mients, which are only of interest to the very special student of 
Sophocles.3 In no case can we reconstruct the plan of any lost 
drama from them, even with the help of the fragments of 
A^ttius and Pacuvius, who imitated him, though loosely. The 
myths he used, and the possible conjectures as to their treat
ment, have been classified and expanded, with endless learn

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

s See Patin, p. 146. 3 Cf. Pi^of. Campbell's Sophocles, ch. xv.
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ing, by Welcker,* in whose g^'eat work the curious student may 
see how small is the result of all his combinations. As I re
marked above (p. 283), a great many of the fragments are mere 
citations of yl^o^aaai, or curious words, which the poet used, 
and which form a strange and exceptional vocabulary. A few 
passages have been preserved, for their beauty and philosophic 
depth, by Stobs^i^s>; others are cited by the scholiast on Euri
pides as parallel passages. The finest is probably the following :

Tfl iraT^i^ij, H rot Kvvpis ov Kvopts fXvoo, 
a\W 4crr toKWoo ovofXrwv ^irbvfios. 
forty fort 5* &((9iros
forty 8e XTfo^tra pairVs, fort 8' fy^epos 
ficparos, for"' oipuyyds. 4y Kcirp rb ‘^ay, 
a^'jrovSaioyt 7)(rv}(,atoyf 4s ^iai &yov. 
fvr^KKirat yap Tryiv/L/ytaTy, fo^ots Cvt 

rls rfo5€ rrjs ftopd ;
eto^j^^e'rat p^v 'fxVt^a^v r^^ori^pf •yViii,

S’ iv T€rpaoK^)\€a
8* fjy otwvottrt ^^i^Ketv^s t^'r€p6vt

4v O^i^trly, f^po'rofoiv, 4^ deots &>*&).
rlv’ ov ira^^cto^^tr^ 4^ rpU fH^fiaOCAet O^wy ] 
el fiot O^fjLi^s, O^ftts 8c Ta^t)05 A^eyetv, 
Aibs rvpayyei TrevpXytav ’ dy^v bop&, ’
&yi£v ot/ff^ott rdyy^a rot i^t^t^ript^ee^at • 
KVirpts ra 6tyt^‘y^e OeVf^ ^ov\^ev/j.o^T’a,

But there are f^ne thoughts and rich poetic expressions to be 
found scattered.ev^erywhere through them.

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

* We are accordingly not surprised to hear (Schol. in Elect. 87, on 
Tvs adp) that he was parodied by the comic poet Pherecrates.
This is, perhaps, the only hint we have any criticism upon the Attic 
darling in his own day.
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have thought fit to solve for us, how. x fair competition could 
be arranged on such terms.* He is also said to have added 
scenog'raphy, ■ or artistic decoration of the stage, with some 
attempt at landscape painting—an improvement sure to come 
with the lapse of time, and marked accidentally as to date 
by Sophocles. But these outward changes, in themselves 
slight, are the mark of far deeper innovations in the tone and 
temper of Greek tragedy. Sophocles is not the last of an 
old scht^i^l; he is not the pupil of rEsch^ll^^: he is the head 
of a new sch(^l^l; he is the master of Euripides. We still 
possess his own judgments as regards both these poets, and his 
relation to them. Plutarch reports him to have said®: ‘that 
having passed without serious effort through the grandiloquence 
O’ rEschylus, and then through the harshness and artificiality of 
his own (earlier) style, he had at last adopted his third kind of 
style, which was most Si^ii;ed to painting character, and (therefore) 
the best.' Whatever reading we adopt, the sense as regards 
/Eschylus seems certainly to be that in early years, and before 
he had seriously settled down to write, he had got rid of any 
dominant influence from rEschylus. We have indeed no 
traces of r^schylean. style or of ^^s^chylean thinking in any of 
file plays or fragments 3 but there is ground for separating the 
second CEdipus and the I^hiO^i^^ei^es from the rest, and regard
ing them as the representatives of the milder and smoother 
tone of his ripest years. But who can deny that this

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

= Here is the text of this much disputed passage : Hiep yap i 2. fXeyr, 
rbv AiirxVAov Stairfircuxciis Synov, e?To rb vtkpbv Kal KaTdTfxvo* rys airou 
KaaaKfvys, rplrov ify rb rys pcraidWdv [/uiEc^(a^ix<l<^Iu»’] elSos, Strip
^urlv yOiKiraov Kal fSXrUTov. The word Siatritrrix<is troubles the critics, 
w ho suggest StamO.aKds, SiaweiXixAs, and Siatriipiuy'^s, 

    
 



316 HISTORY OF GREEK LITERATURE, ch. Xvi.

<hanj;(e of style was most probably caused by the rivalry of 
Euripides? For there is in the earlier plays a great deal of 
that affected ingenuity of diction, which Thucydides describes 
{in the mouth of Cleon) as the fashion of those days at Athens. 
Prose waiting had sprung up, political speeches were becoming 
frequent, and the historian paints with curious felicity the re
spective efforts of the speakers and the audience in that too 
highly tempered generation—the one to astonish by some new 
and unexpected point ; the other to outrun the speaker, and 
anticipate the surprise. Thus Sophocles, like the speakers in 
Thuc^ydides, plays at hide-and-seek with his hearers, and often 
when his expression seems at first sight easy, a further reflection 
discloses unobse^ed difficulties and new depths of meaning. 
In this I would compare him to his greatest Roman imitator, 
Vergil, who, under an .apparent smoothness of style, hides great 
difficulties, and often new and unsuspected meanings. i But 
the easy and transparent writing of Euripides ■ must have im
pressed his generous rival, and hence we may reckon this to be 
one of the points in which Sophocles improved by contact with 
his great successor in art Nor was the influence limited to 
mere style. The scholiast at the close of the Or^estes, in com
menting on the melodramatic 2 endings of the Ailt^estis and 
Or^es^es, notes that the Tyro of Sophocles ended with a happy 
recognition scene.

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

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

2 He calls them lomii, by which he of course means like the neio 
comedy.
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cannot find adequate parallels in Euripiidess; there are no 
human weaknesses or meannesses in Euripides which we 
cannot fairly parallel in the scanty remains of Sophocles, and 
which would not, in my firm conviction, be amply paralleled 
had we larger means of comparison. The chorus, which in 
^^^i^lhylus was a stirring actor in the progress of the play, 
was not by Euripides, but by Sophocles first degraded to be 
a mere spectator of the action—sometimes an accomplice, 
sometimes a mere selfish, sometimes an irrelevant, observer. 
Rags and lamentations, are not monopolised by Euripides, 
neither are dishonesty and meanness the apanage of his stage. 
The wrangling of heroes and heroines is as common in the 
model poet as in his debased successor. Thus we can hardly 
defend the statement even if we interpret it, as Welcker does, 
to mean this : that Sophocles represented men as a tragic poet 
ought to represent them, Euripides as they were. It is a far 
more probable and modest translation, yet even here we 
are not borne out by the facts. But there is in any case 
one point of real importance in the remark. It implies the 
essential truth that Sophocles, like Euripides, made the charac

ters and passions of men his object, and did not dwell upon the 
^^ii^^^e or supernatural element in the moral order of the 
world. As Socrates brought down philosophy, so Sophocles 
brought down tragic poetry from heaven to dwell upon earth. 
The gods are thrown into the background, and are there 
merely to account for moral dif^culties, and justify cruelties 
which human reason cannot but res^;^^ In his latest play (the 
Ph^i^O^ctetes'), the Dens ex machina actually comes in to reverse 
the result, and undo all that has been so laboriously worked 
out by human passion and human resolve. There is here 
already a great gulf separating us from Aischylus—a difference 
in kind ; we can pass over to Euripides easily, and by an ill- 
defined boundary.

§ 196. Nevertheless, ancient and modern critics have agreed 
to place Sophocles first among the Attic tragedians. Though 
an inferior poet to Al^s^c^hylus, and an inferior philosopher to 
either, Sophocles must be regarded a more perfect artist. It 
is for this reason that he was so perpetually imitated by the
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Romans and the French, while among our deeper poets both 
/Eschylus and Euripides have maintained a greater influence. 
For as an artist, as a perfect exponent of that intensely Attic 
development which in architecture tempered Doric strength 
with Ionic sweetness, which in sculpture passed from archaic 
stiffness to majestic action, which in all the arts found the 
mean between antique repose and modern vividness, as the 
poet of A^thens, in the heyday of Athens, Sophocles stands 
without an equal. His plots are more ethical than those of 
Euripides, his scepticism is more reverent or reticent, his 
religion more heart^^l^i^ He does not disturb his hearers with 
suggestions of modern doubts and difficulties. He is essentially 

as Aristophanes calls him, without angles or contra
dictions. And thus he is wisely set aside by the comic critic 
in the great controversy between the old and the new, for he 
belonged to the new, and yet had not broken with the old. I 
will only add that his greatness has been enhanced by the pre
servation of only a few, and those his greatest, works. Had we 
eight or ten additional plays, of the quality of the Trachinlnz— 
for the poet was known to be unequal in power—the compari
sons with Euripides, who has survived in his weakness as well 
as his strength, might possibly have been more just and a little ' 
less foolish.

§ 197. BS^bl^ographical. The recension of the text of our extant 
plays depends altogether on the Medicean codex, already men
tioned in connection with T^schylus. From it was derived the 
Edltio 'T^ine^ps of Aldus (Venice, 1502), a beautiful little book, 
and not uncommon in good libraries. Three of the plays, the 
Ajax, Fllectfa, and CEdipus Tyrannus, were much more studied 
than the rest, and exist in many MSS., which are, however, not 
so pure, and have been corrupted in the Byzantine age. From 
this inferior text came all the editions from Tu^rnebus (1533) to 
Brunck (1786), who first recognised the superior value of the 
Medicean text, vfhich has been followed by all subsequent editors. 
In the present century the three editions of G. Heitmann (1817
48), those of Wunder, of G. Dindorf, of Schneidewin and Nauck, 
of Bergk, are best known. We have besides English editions by 
Dale, Blaydes, Campbell, and of some of the plays (by Professor
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Jebb) in the' Catena Classicorum published at Cambridge. On 
the whole, the text is not so corrupt as that of the other dra
matists, although, apart from the Byzantine corruptions, the 
Gherman critics have noted many lines which they suppose due 
to early stage traditions, nay even some of them to the family 
of Sophocles. It is obvious that when we throw back interpola
tions to such an age, their discovery depends altogether on sub
jective taste, and need not detain us here. The reader will find 
these suspected lines printed at the foot of DindorlT’s text in his 
Poetx sce^atci. and elsewhere.

There is a good deal of sound ancient learning preserved to • 
us in the prefaces and scholia, first published by Lascaris. at 
Rome (1518) without the text, then by Junta at Florence in 
1544, and then several times before the edition of Stephanus in 
1568. The best of the notes came from what are called the 

who certainly as early as the Alexandrian 
period wrote on the text, and collected the D^id^^scaliee as to tiie 
performances. Aristophanes is known to have paid attention 
to Sophocles. Aristarchus is also named, but Didymus seems 
the chief source of the extant scholia. Those on the (Edipu^ at 
Col^^a^s are particularly good. There is a good edition of 

J^lhe scholia by Elmsley and Gaisford in 1826, and several 
special lexico^as of Sophocles’ language, of which the best are 
those of F. Ellendt, and of G. Dindorif : the latter was prose
cuted by Ellendt’s representatives, and the edition suppressed, 
so that copies of this most valuable book are now scarce. Of 
complete translations the most celebrated among the ma^iy 
German is that of Donner ; other scholars, like Scholl and 

Bockh, have done single plays. The French, besides the 
imitations above cited under the separate plays, have the T^Jil^d^tre 
of Brusmoy, and Villemain mentions with praise a literal ver
sion of Sophocles by Maiezieux. In English we have Potter 
'1788), and in our own day Dale, whose book I have in vain 
endeavoured to find ; also Mr. Plumptre’s version—a meri
torious work, and several plays ably done by Prof. L. Campbell. 

■SSp^iiil studies on Sophocles, both generally and on particular 
plays, are endless in Germany. Welcker’s is <if course the 
most exhaustive ; Klein’s, inaccurate and capricious, but very
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suggesl^ii^is; Bernhardy’s, simply laudatory and full of empty 
wordiness in criticism, together with deep and accurate learn
ing as to facts. Our great living poets, who are accomplished 
Grecians, have, so far as I know, said nothing of consequence 
on Sophocles.*

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

Euripides.
§ 198. Euripides was bom in the year of the battle of Salamis 

^480 b.c.)—nay, according to the legends, on the very day of 
the battle (20th of Boedromion)—and apparently on the island, 
whither his parents had fled, with other Athenians, for refuge. 
He is said to have after^vards had a fancy for this island, and to 
have composed his tragedies there in a retired spot, within view 
of the sea, from which he borrows so many striking metaphors. 
His father, Mnesarchus or Mnesarchides, is said to have for
merly lived in Bceotia, but most probably as a foreigner, and 
afterwards in the Attic deme of Phlj^ia, according to Suidas. 
Some of the Lives say he was a petty trader, but this is incon
sistent with his son's apparent wealth and literary leisure, and 
would hardly have been passed over in silence by Aristo
phanes. The mother's name was K^leito, and she was perpe- 

tt^ally ridiculed by the comic poets as an herb-seller. The 
story is most probably false, and rests upon some acci
dental coincidence of name, or some anecdote which gave 
contemporaries a sufficient handle for their joke, though it 
is lost to us. The youthful poet is said to have been trained 
with some success for athletic contests by his father, and 
perhaps to this we may ascribe the strong contempt and 
aversion with which he speaks of that profession. Inhere 
were, moreover, pictures shown at Megara, which were ascribed 
to him, so that he evidently 'had the reputation of a man of 
varied culture. But he abandoned his earlier pursuits, whatever 

they may have been, for the study of philosophy under Anaxa
goras, probably also Protagoras, and possibly Prodic^us, and in 
mature life seems to have stood in close contact to Socrates. 
He was essentially a student, and such a collector of books 
that his library was famous, but he took no part in public

VOIL'I. Y
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afTairs.* But he began at the age of twenty-five to compete in 

tragedy (with his Peliades), and continued all his life a prolific 
and popular, though not a successful poet. He was known to 
have won the first prize only f^ve times,’ though he may have 
written ninety tragedies, and, even if we bold him always to have 
contended with tetralogies (or trilogies followed by a satyric or 
melodrama), must have contended over twenty times. He was 

twice married, and unfortunately: first to Chcerile, who i^wis 
mother of his three sons, Mnesarchides, a merchant; Mnesilo- 
chus, an actor; and the younger Euripides, who wrote dramas, 
and brought out some of his father's posthumous works, such as 
the Iph^^genia in A^uLis, and The comic poets do not
scruple to reflect upon the unfaithfulness of his wives, and 
deduce from it his alleged hatred of women. Late in life he 
removed to the court of Archelaus of Macedon, where he was 
received with great honour, and wrote some plays (especially 
the At^chelaus and B^cchae) on the local legends. He appears to 
have died there at the age of seventy-four, having been attacked 
and tomi by sporting-dogs, which were set upon him maliciously. 
He was honoured with a pompous tomb in Macedonia, and a 
cenotaph at Athens, on which the historian Thucydides is said 
to have inscribed an epi^l^j^Ii^® '

* His moral portrait cannot be better expressed than in the words in 
which he may po’ssibl^y have meant to describe his own aspirations :— 

uAflhos 8<rms rtjs iaropias
p.aOrfftv 
itoXtr&v ^iri VT^poavviiv 

perr els SSiicous irpdgeis SppWv, 
a\A i^Bavirov KaBoptSv (pPaews 

„ Kitrpov iyi^pwv, ini re avviari)
kC Sim {frills.

rots 8e roioirots ovSivor' ai<^;xpZv 
tpyav peXiriipa wpoai£et (fr. 902).

2 Cf. the learned and interesting note in Meineke's Comic Fragments, 
ii. p. 904, on the sma^l number of victories gained by the greatest poets, 
and the frequent preferment of obscure names. It was not unfrequent, as he 
notes in the text, for great poets to be even refused a chorus by the 
archon, a slight of which both Sophocles and Cratinus had to complain. 

fivrip-a piv ‘Excels ditaa' Ei^/ualSov, iarea S' 
77} MaKe^Sidv • rii ydp Sigaro rt^/ipa filov. ■
irarpls S '^XAilSos *E^ds, ’ASijvai. irXeti^ra Si Moi^aas 
ripfias be noW^aiv Koi rbv iiraivov
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The aged Sophocles is said to have shown deep sorrow at the 
d^i^iith of his rival, in this contrasting strongly with Aristophanes, 
who chose the next performance for his bitterest and most 
unsparing onslaught upon him (in the The poet is de
scribed, .upon not the highest authority, to have been of gloomy 
and morose temper, hating conviviality and laughter. There is 
no Greek author whose portrait is so distinctive and familiar 
in museums of ancient art The sitting statue in the Louvre, and 
two busts at Naples, probably copied from the statue set up by 
Ly^c^urgus in the theatre at Athens, are the most striking. The 
face is that of an elderly and ver^ thoughtful man, with noble 
features, and of great beauty, but not without an expression of 
patience and of sorrow such as beseems him who has been 

well called PropJh^ des Weltschmerzes. As we should expect, 
the face^* is not essentially Greek, but of a type to be found 
among thoughtful men of our own day. His social position 
and comfortable means are proved not only by his possession of 
a valuable library, but by his holding one or t^vo priestly offices, 
which were probably r^ch sinecures, and would in no case have 
been intrusted to a man of mean origin or low consideration.

As regards the possible ninety-two dramas written by the 
poet, the ancients seem to have known seventy-^ve, of which 
lihe names, now partly erased, were engraved on the pedestal of 

the extant sitting statue. We possess about one -fifth of the 
number, viz. seventeen tragedies and one satyric drama, 
excluding the KJ^esus, as of very doubtful authorship. This 
large legacy of time, if we compare the scanty remains of 
^schylus and Sophocles, does not seem to comprehend any 
choice selection of his chefs d'xuvre, but a mere average collec
tion, of which our estimate is probably lower than that we 
should have formed, had fewer plays, and the best, survived. 
The dates of some of them are fixed by the didascali®,. and of 
others (partly at least) by the allusions in Aristophanes’ plays. 
The usual h. pr^iori argument, which infers from laxity of metre or 
style either cr^idity or decadence of genius, fails signally in the 
case of Euripides, for his latest plays which are known are far 
stricter in form than others preserved from his middle life, such. 

as the Helena.
Y 2
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§ 199. Inn^umerable attempts have been made to gather from 
his writings an estimate of his politics, of his social views, and of 
his religion. But although the ancients have led the way in 
this course, and have everywhere assumed that the philosophic 
utterances of the poet's characters were meant to convey his 
own sentiments, such an inference must be ver^ dangerous in 
the case of a thoroughly dramatic poet, and especially a dra
matic poet who paints upon his stage the violence of human 
passion. There is indeed an anecdote of little authority, but of 
great aptness, preserved, in which we are told that the audience 
cried out against the immortality of the praise of wealth above 
virtue, but that the poet himsi^l^^ came forward and bid them 
wait to see the punishment of the character who uttered it.’ 
Th^us, again, had the famous line, ‘ my tongue has sworn, but my 
heart is free,' which Cicero and others quote with reprobation 
from the H^ppolyitis, been preserved as a mere fragment, we 
could not have known that this very speaker actually loses his 
life rather than break his oath. It is therefore an inquiry' of 
great interest, but of greater uncertainty, to reconstruct this 
poet's mind from the words of his characters, and with this 
caution I refer the reader to the special tracts of Liibker, 
Haupt, Goebel, and others, as well as to the fuller work of 
Ha^rtung^. A great many more books are also indicated in 
the exhaustive discussion of Berahardy.^ As a general rule, I 
should be disposed to lay down this axiom, that the poet's own 
views are likely to be found either (a) in the soliloquies of his 
characters, where they may be imagined turning to the audi
ence, or (/3) in the first strophe and antistrophe of his choruses, 
which usually express general sentiments, before passing into the 
special subject of the play in the second strophe. I have else
where 3 remarked on this feature in Euripides. But of course 
the actors may have had some conventional sign for express
ing elsewhere the poet's thoughts, which made them clear to 
the audience, but which we have now irrepa^iibly lost.

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

’ Cf. Plutarch, cited on the passage of the Ixion.
2 Vol. iii. § 119. 8 Social Greece, p. 197.
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tainties as we proceed. The vexed question not merely of 
the poet's merits, but of his own views of his mission, and the 
c^onsequent intention of his writing, will be discussed when our 
survey has been completed.

§ 200. The Alces^'is is the earliest play which has survived, 
if it was performed as the last play, along with the KL>i}tiTat, 
’AXc/ta'(^W o 0^(1 I'biijuCoi, and Ti/iVeJioe, in 01. 85, 2 (438 B.C.). 
But as the same prefatory note calls it his sixteenth work, there 
may be something wrong in the figures, for he probably com
posed more tragedies before that date. The poet obtained the 
second prize, Sophocles being placed first. The T^^e^Jhus seems 
to have struck the fancy of the age, for its ragged hero, who 
suffered from an incurable and agonising wound, like Sophocles’ , 
IPiiloitetes, is often ridiculed by Aristophanes. But to us the 
A^iestis is a curious and almost unique example of a great 
novelty attempted by Eurip^i^r^^ ’—a novelty which Shaks- 
peare has sanctioned by his genius—I mean the .mixture of 

■c^^mic and vulgar elements with real tragic pathos, by way 
.of contrast. The play before us is not indeed strictly a 
tragedy, but a melodrama, with a happy conclusion, and was 
noted as such by the old critics, *^1^^ called the play rather 

■comic., that is to say, like the new comedies in this resper^lt 
The intention of the poet seems to have been to calm the 
minds of the audience agitated by great sorrows, and to tone 
them by an afterpiece of a higher and more refined character 
than the satyric dramas, which were coarse and generally ob
scene. But while no great world-conflict is represented, while no 
mighty moral problem is held in solution, there are a series of 
deep and practical moral lessons conveyed by the exquisite 
character-painting of the play. The first scene is between 
Apollo, who is peculiarly attached to the house of Admetus, 
and Death, who has arrived to take away the mistress of the 
nouse, for she alone has consented to die for her husband. 
There is something comic in the very prologue, which describes 
how Ad^metus, ‘ having tested and gone through all his friends,

’ There are slight touches of low humour in the watchman and the 
nurse of Aeschylus, but only in special scenes, which afford but a momen
tary in the saddest and severest of tragedies 
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his aged father and the mother who bore him,' can find no one 
else to volunteer to die for the mere purpose of saving his life. 
The short dialogue bet^veen Apollo and Death is, however, very 
striking and justly admired. Then enter the chorus in sus
pense, and expecting hourly the death of Alc^e^stis, but they are 
more minutely informed in' the matchless narrative of a waiting 
maid, who describes how Alcestis bade farewell to all her happi
ness, her home, her children, her servants, and calmly, though 
not without poignant regrets, faced death from pure self-denial 
for the sake of her husband. She is presently led in by him, 
and in a most affecting dialogue gives him her parting direc
tions, prays him not to replace her in his affections by a second 
wife, and apparently dies upon the stage—a most exceptional 
thing in Greek drama—amid the tearful outcries of her infant 
son and her husband. There is no female character in either 
^schylus or Sophocles which is so great and noble, and at 
the same time so purely tender and womanly.

The effect is heightened by the contrast of Admetus, whose 
selfishness would be quite grotesque were it not Greek. After 
going the round of all his friends in sea^i^<ch of a substitute, he 
deeply resents the gross selfishness of his parents, whose 
advanced age made it ridiculous, in his opinion, that they should 
not sacri^^e themselves for his comfort. He complains bitterly 
of his dreadful lot in losing so excellent a wife, but here again 
evidently on selfish grounds, and vows eternal hatred to and 
separation from his father, who comes with gifts for the dead, 
and defends himse^^:f against his son's attack by protesting his 
own equal love of life, and that it was no Greek fashion ton
sacrifice the parent for his child. This is the only feature of the 
play which modern critics have been able to reprehend, and 
they have done so with some unanimity, whether they regard the 
play as one of the worst of Euripides, like Scholl, or as one of the 
best, like K^lein and Patin. It seems to me that they have totally 
missed Euripides’ point, and the most profound in the play, by 
this criticism. The poet does not conceive the sacri^ce of 

Alcestis, as the S^^aker in Plato’s Symposi^'um (179 B) does, to 
be a sacr^^ce- of one lover for another—an aspect sure to pre
dominate in all the modern versions. It is not for the love of
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Admetus that she dies. She represents that peculiar female 
heroism, which makes affection the highest duty, but obeys the 
demands of affection in the form of family ties, as the dictates 
of the highest moral law. We see these, the heroines of common 
life, around us in all classes of society. But I venture to assert 
that in no case does this heroic devotion of self-sacrifice come 
out into such really splendid relief, as when it is made for selfish 
arid worthless people. It is therefore a profound psychological 
point to represent Admetus a weak and selfish man, blessed, as 

worthless men often are, by special favours of fortune in wealth 
and domestic happiness, and ver^ ready to perform the ordinary 
duties of good fellowship, such as hospitality, but wholly un
equal to^any real sacrifice. It is for such an one that Alcestis 
dies—in fact, she dies not for Admetus, but for her husba^idand 
children's sake, and would have done so had she been given in 
marriage to any other like person. This is the true meaning of 
those disagreeable but profoundly natural scenes, which shocked 
those advocates of rhodomontade in tragedy who make Admetus 
vie with his wife in heroism. If M. Patin holds that such senti

ments, though natural, are concealed within the breast, and 
never confessed, he forgets that Euripides wrote in a vastly more 
outspoken society than ours.

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

’ The contrast of grieif and of mirth, brought out by this scene, which 
greatly disgusted Voltaire, and is totally opposed to French notions of 
tragic dignity, has been by later French critics compared with the musi
cians’ scene near the end of Rot^eo and It is remarkable that
Milton’s preface to the Samson Agonistes, which adopts the tone of the 
French drama (I suppose quite independently), specially censures the in
troduction of low comic characters in tragedy, and sets up the great Greek 
tragedies as the proper models, apparently in opposition to Shakspeare’s 
school.
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profound grief of the household, and no one is more pained 
by it than the worthy hero himself,, who with true practical 
energy sets about at once to rescue Alcestis from death, an^d-' 
so requite his friend for his kindness. The char^cti^i'.of JIgracles 
is not inferior in drawing to any of the rest, and, .every fair, oritic 
will be justly astonished at this profound and curious'- antici
pation of many strong points in the modern drama. T^he chorus ' 
is throughout a sympathetic spectator of the action, and the 
choral odes are not only highly poetical and elegantly con
structed, but all strictly to the point. I'hus eveir .in. th^, ode 
which is supposed to express the poet's mind,’ the learning, 
alluded to by the chorus is that Thracian learning which was , 
naturally accessible to Th^e^ssalians. The usual attacks on Euri
pides' lyrics have therefore no place her^., ,

§ 201. Inhere is a strange external resemblance between the 
concluding scene and that o? the Wintet^’s 7a/l^’whioh has not 
escaped the commentators. No subject has proved more attrac
tive than this beautiful legend, and yet no one has ever ap
proached in excellence its treatment by Euripides. Inhere is an 
old Indian parallel in the Mahabharata, where Savitri, li^e* 
Al^^e^stis, rescues from the power of Yama, the Lord of the nether 
world, her husband's life. Euripides' play was parodied by Anti- 
phanes in a comedy brought out in the io6th Olympiad. There 
were t^vo Latin versions, one by Attius, and another of doubtful 
authorship. Buchanan produced a Latin translation in 1543, 
which was acted by the pupils of the College de Bordeaux. It is 
not worth while specifying the series of travesties or modi^ca- 
tions which occupied the French stage from 1600 to the end of 
the last centu^., Racine, it may be observed, turns aside in 
the Preface to his I^ph^^ginie to defend it against the shallow 
criticism of his day. Gluck's famous music has perpetuated 
through Europe a very poor Italian libretto by Calzabigi in 
1776. But in 1798 Alfieri, who had abandoned writing, was 
so struck with the play, which he then learnt to know in the 
original, that he not only translated it, but wrote an A^C^^stis of 
his own, which was published after his death. As usual, he has

’ vv. 962, sq. : 5«k "Movcras
kC f-erdpciios K.r.X.
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made all the characters .great stage heroes at the sacrifice 
not only of-nature but of'- all 'real inter^^t^. Like the French 
imitators, he make^. Admetus, and even Pheres, heroes, and 
creates a, romantic ground of natural lovp and respect for the 
sacrifice of Alc^estis, and for a competition between husband and 
wife, which completely spoils Euripides’ deep and subtle plan. 
T_i^a^nslations and moderately faithful imitations were produced 
on the Paris stage jn 1844 and 1847 ; others have been since 
published in France. Among English poets Milton has alluded 
to the legend in his 23rd sonnet,

‘ Methought 1 saw my late espoused s^nt •
Brought to me, like Alcestis, from the grave ;

I _
and recently Mr, Wm. Morris has given a beautiful and original 
version, not at all Euripidean, in the first volume of his Earthly 
'Paradise. There is a good translation by Banks (1849). By far 
the best translation is Mr. Browning’s, in his Balaustioiis Adven
ture, but it is much to be regretted that he did not render the 
choral odes into lyric verse. No one has more thoroughly 
appreciated the mean features of Admetus and Pheres, and 
their dramatic propriety. A tolerably faithful transcript, adapted 
for the lyrical stage by Frank Murray (from Potter’s version), 
was set to music by Henry Gadsby, on the model of Mendels
sohn’s An^tigone, which seems likely to inspire a good many 
imitations. There are excellent special editionis.by Monk and 
G. Hermann, as well as a recension by G. Dindor^f.

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

M. Patin’draws a most interesting comparison with the Tra-

■ wr. 824-45.
2 If Medea, as some critics suppose, and as the chorus appears to- 

assume (v. 1385), really offers hersellf in marriage to the childless A^jgeus 
in this scene, I can hardly conceive Aristophanes passing over such a 
feature. According to the legend, she did live with him, and bore him a 

son called Medus. She seems to have appeared as his wife in Euripides' 
. tragedy of Aegeus, in which she endeavours to poison T'heseus.

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

The Greek critics even went so far as to censure what we 
should call the only great and affecting feature of the play— 
the irresolution and tears of the murderess,* when she has re
solved to sacrifice her innocent children for the mere purpose 
of torturing her faithless husband. This criticism is apparently 
quoted in the Greek argument as the opinion of Diesearchus 
apd of Aristotle. Surely it may be affirmed, that if this feature 
caused the failure of the piece, we may indeed thank Euripides 
for having violated his audience’s notions of consistency. The 
scene of irresolution and of alternation between jealous fur^' 
and human pity must always have been, as it now is, a capital 
occasion for a great display of genius in the actor or actress of, 
the part, and this is doubtless the real cause of the permanent 
hold the piece has taken upon the world. I may also call 
attention to the great speech of Medea to Iason,2 which argues 
indeed the very strongest case, but is nevertheless, especially 
at its conclusion, an admirable piece of rhetoric.

§ 203. We actually hear of six Gree^^^^eas, besides the early 
play of Neophron,3 not to speak of the comic parodies. Ennius

* wr. 1021, sq. 5 vv. 465, sq.
a The text of the to our Medea, which mentions this play,

being corrupt, some critics have thought that the play of Neophron, from 
which Stobteus cites the monologue of Medea, was an imitation by a poet 
of the date of Alexander. I do not think the author of the argument can 
possibly have meant this, however the words are taken.
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imitated the play of Euripides,* and both Cicero and Brutus 
are said to have been reading it or citing it in their last 
moments—no mean distinction for any tragedy. The opening 
lines are very often cited in an elegant version by Phsdrus. 
Horace too alludes to it, and Ovid's earliest work was a 
Medea, which was acted on the Roman stage with applause, 
when the author, years after, was in exile. It is praised by 
Tacitus and Quintilian, and does not seem to have been a mere 
translation from Euripides. There remains to us, unfortunately, 
a Medea among the works of Seneca, who could not refrain 
from handling a subject so congenial to Roman tastes. But in 
this play the magic powers of the sorceress are the great 
feature, the age having turned from an effete polytheism to the 
gloomy horrors of magic and wit^h^rj^ift The- fury of the mur
deress is exaggerated even beyond the picture of Euripides, 
and the whole play glitters with the false tinsel of artificial 
rhetoric. Buchanan gave a Latin version of the play, and 
Dolce an Italian, but Perouse followed Seneca in his French 
play (*553), as did Corneille (1635), and Longepierre (1694). 
These poor imitations dilated on the amours of lason, and re
presented Creon and his daughter in a sort of aula dafk on the 
stage ; but Voltaire, in criticising them and Seneca's Medea, 
thinks fit ,(:o include the Greek play, which, as M; Patin ob
serves, he seems not to have read. There was an English ver
sion by Glover in 1761, which humanises and christianises both 
lason and Medea, and makes her crime the result of a delirious 
moment. Grillparzer’s trilogy (the Golden Fleece} in its last play 
likewise softens the terrible sorceress, and drives her to the crime 
by the heartlessness of her children, who will not return to her 
from the amiable Creusa, when the latter desires -to surrender 
them. The same features mark the Med^^s of Niccolini, of 
Lucas, brought out in Paris in 1855, and of Ernest Legouv^,

' Cicero speaks of it as a literal translation from the Greek, but this is 
not verified by the fragments, which both in this and the other Ennian 
imitations cannot be found in our Greek originals. This variation from 

the models is too persistent to be accounted for by first editions, or by 
emended copies of the Greek plays used by Ennius, and must be taken as 
conclusive evidence that his versions were free renderings, paraphrasing the 
sense, and changing the metres, as we can show from extant fragments.
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which in its Italian dress has afforded Mde. Ristori one of her 
greatest tragic triumphs, and which is still performed in Paris. 
But the play is no longer the savage and painful play of Euri
pides, and is, I confess, to me very superior. The opera offers 
us Hoffmann’s elegant version, set to music by Cherubini, and 
I might add the Norma of Bellini, where the main situation is- 
copied from the Medea, though compassion prevails over the fire 
of jealousy, and the children’s lives are spared. The most im
portant modem edition is that of Kirchhoff (1852).

K^l^inger^s modem reproduction is praised by the Germans 
The beautiful epic version of Mr. Morris, in the last book of 
his Life and Death if lason, handles the myth (as is his wont) 
very freely, and dwells chiefly on the gradual estrangement of 
Iaspn through the love of Glauce, and the gradual relapse of 
Medea from the peaceful and happy wife to the furious sorceress.

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

■ We have lost /Eschylus’ Myrmidons, perh.-ips an earlier example.
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The delineation of the passion of Phs^idra is the great 
feature of the play, and it is indeed drawn . with a master hand. 
But in one point’ the modern reader feels shocked or dissatisfied, 
in her sudden determination, not adequately motived in the 
play, of involving Hippolytus in her ruin by a bare falsehood, 
and it is peculiarly Greek that this odious crimie should not be 
held to prevent her dying with honour and good fame (rW-Xeijc); 
In our day we should be. more disposed to pardon unchastity 
than this deliberate and irremediable lying, nor would any 
modem poet paint it in a woman of Phaedra’s other^vise good 
and noble character.

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

* Aristoph. Apiology, P- 26. * v. 1420.

    
 



HIPPOLYTUS' oath:, ch. xvir.
335 

that she will be avenged by slaying with her arrows some 
favourite of Aphrodite? This is verily to make mankind 
the sport of malignant gods. • Euripides cannot have given them 
these miserable parts, without intending to satirise the popular 
creed, and so to open the way for higher and purer religious 
c^c^nceptions. The chorus is a weak, and sometimes irrele
vant spectator of the action, a necessary consequence, indeed, of 
its being present during the whole of the action, and, there
fore, not fairly to be censured. One ver^ elegant chorus on 
the power of Ero^ * may be compared with the parallel ode in 
SophoclesM^7^AgZ^w£ There is a chorus of attendants (what was 
called a TrapaxopPyywa} which accompanies Hippolytus at the 
opening, ^nd which is distinct from the proper chorus—a rare 
device in Greek tragedy. Nothing will show more cleai^lj^^t^he 
sort of criticism to which Euripides has been subjected, in ancient 
and modem times, than the general outcry against a celebrated 
line uttered by Hippolytuis: ‘ My tongue has sworn, but my 
mind has taken no oath ’ (>/ y"Kihai! arwpoTtie).
He exclaims this in his fury, when the old nurse adjures him by 
his oath not to betray her wretched mistress. It seems indeed 
hard that a dramatic poet should be judged by the excited 
utterances of his characters, but it is worse than hard, it is shame
fully unjust, that the critics should not have read on fifty lines, 
where the same character Hippolyt^us, on calmer consideration,^ 
declares that, were he not btnuul by the sanctity of his oath, 
he would certainly inform Th^c^s^eus. And he dies simply 
because he will not violate this very oath, stolen from him 
when off his g^iard. I doubt whether any criticism, ancient or 
modem, contains among its myriad injustices, whether of negli
gence, ignorance, or deliberate malice, a more flagrantly absurd 
accusation. And yet Aristophanes, who leads the way in this 
sort of falsehood, is still extolled by some as the greatest and 
deepest exponent of the faults of Euripides.

yEschylus and Sophocles, as might be expected, did not 
touch this subject, but Ag^athon appears to have treated it.®

* w. 525-6^4; translated for me by Mr. Browning in my monograph 
on Euripides, p. 116.

2 v. 657. • A^ristoph. Thesmoph. 153,
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There was an Hi^p^polytus ysy L^j^c^c^p^hron, and though the older 
Roman tragedians have left us no trace of a version, the allu
sions ’ of Vi^rgil in the ^neid,' and the perpetual recurrence 
of the subject in Ovid,2 show how well it was known in the 
golden age of Roman literature.

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

* vii. 761.
Fasti, iii. 266, vi. 733 ! Mc^am. xv. 492 ; Epist. Her. iv.
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additional cause of Hippo^ly^tus’ rejection of Phaedra's suit adds 
the fury of jealousy to her madness, and is tire main cause of 
her false charge against him, thus giving a motive where there 
is hardly a sufficient one in Euripides. The passage in which 
she shrinks from the death she is seeking, at the thought of 
appearing before her father Minos, the judge of the dead, is 
very finely conceived ; on the whole, however, she exhibits too 
much of her passion in personal pleading on the stage, and so 
falls far behind Euripides’ Phaedra in delicacy.

There was an English Phaedra by Edmund Smith in 1707, 
based on both Racine’s and Pradon’s, and like them full of court 
intrigues, captains of the household, prime ministers, and the 
like. Inhere were operas on it attempted by Rameau (1733), 
and by Lemoine (1786), neither of which is now known. The 
Greek play was put on the German stage faithfu^lly in 1851, but 
was found inferior to Racine's for such a performance. There 
are special editions by Musgrave, Valc^k^enaer, and Monk, of 
great value.* We know from the fragments of lost plays, and 
from the criticisms of Aristophanes, that Euripides chose the 
painful subject of a great criminal passion for several plays, the 
Phrixus, Sthenobo^a {Bel^^erophoi), and certainly the P^Juienix, 
bpilt upon the narrative of the aged hero in the ninth book of the 
Iliad. If we could trust Aristophanes, we might suppose that " 
he was the first to venture on such a subject, but the allusions 
of the critics to Neophron's M^^d^oa, and the traces of similar 
subjects in the fragments of Sophocles, make it uncertain 
whether he was the originator, as he certainly was the greatest 
master, in this very modem department of tragedy.

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

* I can recommend a very faithful poetical version by Mr. M. P. Fitz
gerald (London, 1867), in a volume before cited, and entitled The Crornn^i 
HHipoOytus, with selections from the lyric and bucolic poets appended.

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

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

* The Helena is an exception (below, p. 353)- When Menelaus asserts 
(vv. 374 and 585) ^^hat he will kill Neoptolemus' slaves, because friends 
should have all their property in common, this seems like a paro<dy on the 
habits, or supposed habits, of the club life led by the Spartans at home.
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tations of Peleus, and the divine interposition, and settlement of 
1:he future, by Thetis, conclude the play. Though justly called a 
second-rate play by the scholiasts, it was well enough known to 
be quoted by Clit^is * on the undue share of glor^ obtained by the 
generals of soldiers who bore the heat and burden of the day, and 
thus it cost him his life at the hands of the infuriated Al^exander. 
The Andromc^c/ihc^O Ennius, of which we have a considerable frag
ment, seems to embrace the time ofthe capture of Troy, and not 
the period of this pl^jr; but the 5th book of .Vergil’s ZEneid is 
evidently composed with a clear recollection of it.® The 
famous A^dromaque of Racine only borrows the main facts 
from the stor^ as found in Euripides and Vergil, and expands it 
by introducing a motive which does not exist in the Greek 
play, that of the passion of love. He moreover felt bound to 
soften and alter what Euripides had frankly put fonvard, not 
only as the usage of heroic times, but even of his own day—the 

' enforced concubinage of female captives, however noble, and 
the very slight social stain which such a misfortune entailed. 
On this I have elsewhere commented.’ The ode on the 
advantages of noble birtlr* strikes me as peculiarly Pindaric in 
tone and diction—more so than any other of Euripides’ choral 
sbngs. The tirade ’ against the dangers of admitting gossiping 
female visitors to one’s house seems just like what Ai^istophanes 
would recommend, and may be a serious advice intended by 
the poet.

§ 206. The H^i^t^<^i:lei^d^(z, a play less studied than it deserves, 
owes some of this neglect to its bad preservation. It dates 
somewhere in ^1. 88-90, and celebrates the honourable conduct 
of At^hens in protecting the suppliant children of Heracles, and 
her victory over the insolent Argive king Eurystheus, who in
vades Attica to recover the fugitives. The pl^y was obviously 
intended as a political document, directed against the Argive 
party in Athens during the Peloponnesian War. It is cer
tain that at this agitated time the tragic stage, wh^h should

1 vv. 693, sq.
, * The contrasts between the conception of Vergil and that of Euripides

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

The play opens with the altercation between the violent 
a^id brutal Argive herald, K^c^f^reus, who is very like the herald 
in yEschylus’ Supplices, and the faithful lolaos, who in extreme 
age and decrepitude endeavours to guard the children of his old 
comrade in arms. It is remarkable how Greek tragedians seem 
consistently to ascribe this impudence and bullying to heralds, 
so unlike those of Homer. The chorus interferes, and presently 
Demophon appears, and dismisses the insolent herald, not with
out being seriously tempted to do him violence. The poet 
evidently had before him the other version of the legend, that 
this herald was killed by the A^thenians. . But when the Athen
ian king has undertaken the risk of protecting the fugitives, 
the prophets te.ll him that a noble virgin must be sacrificed to 
ensure his victory. This news gives r^se to a pathetic scene of 
despair.in lolaos, who has been driven from city to city, and 
sees no end to the persecution. But the old man’s idle offer 
of his own life is interrupted by the entrance of Macaria, one 
of the Herac^leiic^Ee, who when she hears of the oracle, calmly 
offers herself, despising even the chance of the lot among her 
sisters. Nothing can be finer than the drawing of this noble girl, 
one of Euripides’ greatest heroines. But unfo^unately the 
play breaks off before the narrative of her sacrifice, and there 
is doubtless also lost a kommos over her by Alc^mena and the

* These lacunas are obvious from the fact that more than one ancient 
citation from the play is not in our texts. Kirchhoff was (I believe) the 
first to lay stress on this, and to seek the exact places where the gap? 
occur.
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chorus. The interest of the spectator is then transferred to the 
a^pproaching battle, and the warlike fire of the decrepid lolaos, 
who insists on going into the ranks ; and as the putting on of 
o^rmour would, I suppose, have been impossible to an actor on • 
the Greek stage, the messenger, a servant of Hyl^l^us, discreetly 
offers to carry it till he has. reached the field. The manifestly 
•^(^imic drawing of lolaos in this scene appears to me a satjre on 
some effete Athenian general, who, like our Crimean generals, . 
undertook active service when no longer fit for it. But by a 
miracle, which is presently narrated, he recovers his youth, and, 
with Hyl^lus, defeats and captures Eurystheus. The mutilated 
c^o^ncluding scene is again a discussion of a matter of present 
interest—the fate of prisoners taken in battle. Alc^mena, with 
the ferocity which Euripides generally depicts in old women, de
mands his instant death. The chorus insist that by the laws 

■<^f Hellenic warfare an adversary not killed in battle cannot be 
afterwards slain without impiety. Eurystheus seems to facili
tate his own death by prophesying that his grave will serve 
Athene; in this, ver^ like the later CEdipus at Colonus of 
Sophocles—a play with which the present has many features 
in common. The chorus appears to yield ; the real settlement 
•^If the dispute is lost.

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

literature the very name of Macaria is unknown.
§ 207. I take up the Supplices next, of which the date, also 

uncertain (most probably 420 b.c., shortly after the battle of 
Delium), is not far removed from that of the Heracle^d/a, and 

which the plan is very similar, tOougO the politics are quite 
•^ilfferent. For as in the former play hostility to Argos, and its 
wanton invasion of Attica, were prominent, so here alliance and 
•^t^i^i^inal friendship with Argos are most solemnly inculcated. If 
it be true, as all critics agree, that these plays were brought on 
the stage within three or four years of one another, during the 
s^hifting interests and alliances of the Peloponnesian War, it 
mil prove how completely Euripides regarded them as tern- 

    
 



342 HISTORY OF GREEK LITERATURE, ch. xvii. 

porary political advices, varying with the situation, and in 
which the inconsistencies were not of more importance than 
would be the inconsistencies in a volume of political speeches. 
I think, moreover, that we may clearly perceive in the discus
sions on monarchy, democracy, and general statecraft, which, 
lead away the characters from their proper business, a growing 
tendency in tragedy to become a written record, and to appeal 
to a reading public, instead of the listening crowd in the 
theatre. Euripides, in the long and interesting debate bet^veen 
the Theban herald and Tl^e^seus, is so conscious of this, that 
he makes Theisens comment on the volubility of the herald in 
matters not concerning him, and wonder at his own patience in
replying to him. It is thus quite plain that what are called 
rhetorical redundancies in this and other Euripidean plays are- 
deliberately admitted by the poet as subservient to an important 
purpose—that of the political education of the people from his- 
point of view.

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

This play is among the best of Euripides. After a short 
prologue from d^l^hra—which is really an - indirect prayer to 
Demeter at Eleusis—the chorus enters with a truly iE^s^c^hylean 
parodos, as indeed, all through the play, the chorus takes a 
prominent part in the action. It consists of the seven mothers- 
of the slain chiefs before Thebes, together with their seven 
attendants. At the end of the play there is, besides, a choius^. 
of the orphans. The long dialogue between Theseus and 
Adi^astus, who accompanies the suppliants, is full of beauty, and 
also of proverbial wisdom, on which account it has been als(o
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considerably interpolated. Th^eseus is, as usual, represented as 
a constitutional monarch, who practically directs a democracy 
—^probably on the model afiTorded by Pericles. But when he 
determines to help the suppliants and to send a herald to 
demand the burying of the slain, he is anticipated by the Theban 
herald^, who comes to threaten Theseus and to warn him not to 
take these steps. The long discussion between them, ending, as 
usual, in an agitated stretto of stichomuthi^a,* is the most interest
ing exponent of the poet's political views in all his extant works. 
T he two divisions of seven in the chorus sing an amcebean 
strain of anxious suspense, till in a few moments a messenger 
comes in, and (in violation of the unity of time) narrates at 
length Theseus' victory. Then come in the bodies of the slain 
chiefs with T^heseus, and there follows a great lamentation 
scene, in which Adrastus speaks the eloge of each. Presently 
Evadne, the wife of Capaneus, and sister of Hippomedon, 
followed upon the stage by her father Iphis, from whom she 
has escaped in the madness of her grief, enters upon a high 
cliff over the stage, and casts herself into the pyre. The 
laments of Iphis are written with peculiar grace. The con
tinued wailing of the two choruses, children and parents of the 
seven chiefs, are interrupted by Adrastus' promise of eternal 
gratitude. Lastly, Athene comes in ex machina in a perfectly 
otiose and superfluous manner, to enforce the details of the 
treaty between Athens and Argos.

The subject had been already treated in A^s^ichylus's- Ele^i- 
sinians. The celebrity of the present play may be inferred from 
the dream of Thrasyllus, on the night before Arginus^se, that he 
and his six colleagues were victorious in playing the Phceniss^ 
against the hostile leader's Supplices, in the theatre of At^hens, 
but that all his colleagues were dead. Elmsley's and G. Her
mann's are the best editions, Elmsley's completing Markland's 
labours.

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

* M. Patin (ii. p. 195) notices this just representation of nature by 
the Greek tragic poets, for discussions, at f^rst cool, are apt to become 
violent, and compares it to the parallel feature in the mo^Iem opera.
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further allusion in the play itself to the Deliac festival, restored 
in Ol. 88, 3, it seems tolerably certain that it must have ap
peared in Ol. 88,4 (425 b.c.), and may therefore have been 
earlier than the plays last mentioned. But it belongs to the same 
period of the poet's style, and differs considerably in this 
respect from the Troades, which treats almost the same sub
ject, but was brought out eight or nine years later. I will 
therefore not discuss them in conjunction, as some critics 
have done, but follow in preference the order of time. The 
Jlenil^a has always been a favourite play, and has not only 
been frequently imitated, but edited ever since Erasmus' time 
for school use. It is by no means so replete with political 
allusions as the Suppliees, and is on the whole a better tragedy, 
though not so interesting to read. It treats of the climax of 
Hecuba's misfortunes, the sacrif^ice of Polyxena at the grave of 
Achilles,’ and the murder of Polydorus, her youngest son, by 
his Tt^racian host, Polymestor. The chorus of Trojan captives 
sings odes of great beauty, especially that on the fall of Ilium,2 
but does not enter into the action of the play. The pleading of 
Hecuba with Odysseus, who comes to take Polyxena, is full 
of path^i^; and so is the noble conduct of the maiden, who is 
a heroine of the same type as Macaria, but varied with that 
peculiar art of Euripides which never condescends to repeat 
itself. Macaria has the highest motive for her sacrifice—the 
salvation of her brothers and sisters. Polyxena is sacr^f^ced to 
an enemy, and by enemies, and is therefore obliged to face 
death without any reward save the escape from the miseries 
and disgrace of slavery. Yet though she dwells upon these very 
strongly, she seems to regret nothing so much as the griefs of 
her wretched and despairing mother.

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

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

’ vv. 905, sq. : irti ueV, Z irarpls 'lXie^s,
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4^he nexus, though merely accidental, is most artfully devised, for 
the fellow slave, who goes to fetch water for Polyxena's funeral 
rites, finds the body of Polydorus tossing on the shore. This 
brings out the fierce element in the heart-broken mother. She 
debates, in an aside not common on the Greek stage,' whether 
she will plead her case of vengeance to Ag^amemnon, and then 
she does so with great art, if not with dignity. Upon his acquie
scence, she carries out her plot vigorously, murders Polj^me^s^l^ol^is 
children, and blinds the king himself, whose wild lamentations, 
with Hecuba’s justification by Ag^amemnon, and the Thracian’s 
gloomy prophecies, conclude the play. The change of the 
heart-broken Hecuba, when there is nothing more to plead for, 
from despair to savage fury, is finely conceived, and agrees with 
the cruelty which Euripides is apt to attribute to old women in 
other plays. M. Patin compares her to the Margaret in Shak- 
speare’s Richard III. Nevertheless Hecuba’s lamentation for 
her children is conceived in quite a different spirit from that of 
the barbarous Thracian, who is like a wild beast robbed of its 
whelps, as the poet more than once reminds us.

It may fairly be doubted whether Sophocles’ Polyxena was 
superior, or even equal to Euripides’ heroine. Ennius selected 
tlje Hecuba for a translation, which was admired by Cicero and 
Horace. Vergil and Ovid recur to the same original in some of 
their finest writing. The earliest modem versions were by Eras
mus into Latin, Lazare Bailf into French, and Dolce into Italian. 
In Hamlet the sorrows of Hecuba are alluded to as proverbial, 
but probably in reference to Seneca’s play, which will be con
sidered when we come to the Troadcs. Contaminations of the 
two plays were common in France all through the seventeenth 
and eighteenth centuries. M. Patin selects for special censure 
those of Pradon (1679), and Chateaubrun (1755). Porson and 
G. Hermann have spent critical labour on the recension and 
illustration of this play ; the scholia upon it are unusually full. 
There was an anonymous English version called ‘ Hecuba, a 
tragedy,’ catalogued as by Ric^h. West, Lord Chancellor of Ire-

1 This feature recurs in the famous dialogue between Ion and Creusa 
{Ion, 424, sq.), and elsewhere in that play, and may belong to the later 
style of Euripides.
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land, published in L^ondon in 1726.1 Though the author, who 
does not name himself, says nothing about his handling of 
the play, and speaks of it as a translation, he has made- 
notable chanf^<^!5; in fact, it is rather a French than a Greek 
tragedy. The chorus and second messenger’s speech are 
omitted, and both Polymestor and Hecuba have attendi^i^^ij, 
svith whom they converse. The plot is considerably changed. 
I have never seen any copy of this rare print, except that in 
the Bodleian L^ibrary.

§ 209. The Raging Heracles (T-Ipoc-X/e ^(^iivo/^£voc)j which 
is among the plays preserved to us by the Florentine MS. 
called C, is one of the most precious remains of Euripides, and 
is full of the deepest tragic pathos. It seems to have been 
brought out about C^1. 90, a year or two later than the Hecub<a, 
and is counted one of his best plays in metre and diction by 
the critics. Here, again, as in the Hecuba, two apparently 
distinct actions are brought together really by an unity of in
terest, but technically by a new prologue of Iris, who explains 
the sequel of the drama. Nothing can be more suited to 
excite our pity and terror than the plot, unconventional as it is. 
The prior part of the play, _ which is constructed very like that . 
of the An^di^omachie and .tlie Herade^ida, turns upon the persecu
tion of the father, wife, and children of the absent Heracles, 
by Lycos, tyrant of Thebes. With a brutal frankness then often 
appearing in A^thenian politics, but which it was fashionable to , 
ascribe to tyrants, he insolently insists upon their death, and 
proposes to drive them from their asylum in the temple of Zeus 
by surrounding them with fire. The aged Amphitryon is foif 
excuses and delays, in the hope of some chance relief, and 
shows far more'desire for life than the youthful Megara, who 
faces the prospect of death Wth that boldness and simplicity 
often found in Euripides’ heroines. Her character is drawn 
with great beauty, as is also the attitude of the chorus of old 
men, who fire up in great indignation at Lycos, but feel unable 
to resist him. When the woeful procession of the family of

’ It was brought out at Drut^ Lane Theatre ; but, as the author com
plains in his preface, ‘ a rout of young Vandals in the galleries intimidated 
the young actresses, disturbed the audience, and prevented all attention.’
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Heracles, who have obtained the single favour of attiring: 
themselves within for their death, reappears on the stage, and. 
Megara has taken sad farewell of her sons, Heracles suddenly 
ap^^i^i^si; and there follows a splendid scene of explanation, 
and then of vengeance, the tyrant being slain within, in the 
hearing of the chorus, just as in the parallel scene of the Aga- 
memno^t. The chorus sing a hymn of tha^i^jg'^ii^ni; and so- 
this part of the drama concludes.

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

' The student should notice the trochaic tetrameters here, which be 
come more frequent in Euripides' late plays, so affording an internal test 
Where there is no date.
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inc^reasing troubles, is far nobler and more profoundly tragic 
than Ajax' resolve to fly from disgrace by a voluntary death.

The choral odes are of great, though not of equal, merit, es
pecially the famous complaint against age, and praise of youth,* 
•o like Shakspeare's Crabbed Age and Yonth; indeed, the whole 
play is well worthy of greater study than it usually receives. 
The sceptical outbreaks against Zeus and ot^ier gods are here par
ticularly bold, but are tempered by the poet's splendid utterance, 
that all their crimes are but ‘ the inventions of idle singers.’ 
The praise of 2 seems to imply a feeling that light-
a^rmed troops were coming into fashion, and that their usefulness 
was now recognised. We know that Plutarch was fond of this ■ 
play, and Cicero refers to the ode on old age in his tract De 
Senectute. We have a Hercules Fur^s among the plays of Seneca, 
exhibiting all the faithless and inartistic copying ofgreat models 
which we f^nd in the other Latin tragedies of this school. It has 
been little imitated in modem times. We can now recommend 
the admirable translation in Mr. Browning's Ar-i;^^ophan^' Apo
logy, as giving English readers a thoroughly faithful idea of this 
splendid play. The choral odes are, moreover, done justice 
to, and translated into adequate metre—in this an improve
ment on the .Alcestis, to which I have already referred.

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

■ 1 w. 637, sq. ' w. 190, sq.
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tion of this play, which is frequently called the best he has left 
us. But surely excellence of plot in a Greek play is not fo-, 
high a quality as great depth of passion and sentiment. The 
l^oHy however, is not failing in these, the peculiar province of 
the older tragedy, which has but little plot.

Passing ' by Hermes' prologue, which is tedious and dull, and 
is in my opinion altogether .spurious, though defended by good 
critics, we come to the proper opening scene, one of the most 
beautiful of the Greek stage, in which Ion, the minister of Apollo's 
temple at Delphi, performs his morning duties about . the temple, 
and drives away the birds which are hovering round the holy 
precincts.’ There is no character in all Greek tragedy like this- 
Ion, -who reminds one strongly of the charming boys drawn by 
Plato in su^h dialogues as Charmides and Lysis. In purity and 
freshness he has been compared to Giotto's choristers, and 
has afforded Racine his masterpiece of imitation in the Joas 
of the Athalie. But I would liken him still more to the child 
Samuel, whose ministrations are painted with so exquisite, 
a grace in the Old T^st^ament. For Euripides represents 
him to us at the moment when his childlike innocence, and 
absence of all care, are to be rudely dissipated by sudden con
tact with the stormy passions and sorrows of the world. The 
chorus (of Creusa's retinue) come in to wonder at the temple and 
its sculpti^t^f^^; and presently Creusa herself enters to inquire of 
the god, cloaking her case under the guise of a friend's distress. 
Then follows a scene of mutual confidences between the 
unwitting soi> and mother, which is full of tragic interest.

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

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

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

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

1 vv. 452, sq.
* This play decides a question which has divided archae^liogists, whether 

the grottoes of Apollo and of Pan, on the northern slope of the A^cropolis, 
were identical or not. A comparison of vV. 502^4 with v. 938 shows that 
they were the same. '
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Schlegel, but unfor^nately in a ver^ vulgar and degraded version, 
which gave Xuthus a principal part and produced Apollo on 
the st^e, and which so displeased the Weimar students, that old 
•^(^^the, in imitation of whose ]^p^h.ig^enia the play was written, and 
who had ta^en great pains about its representation, was obliged 
to st^nd up and command silence in the pit. There was an 
English'imitation by W. Whitehead in 1754. The ]^on of Tal- 
fourd has only the general conception of Ion in common with 
the Greek play, from which it is in no sense imitated. As to com
mentaries, after He^r^mann’s recension (i837)we have three most 
scholarly editions by C. Badham (1851, 1853, and 1861), of 
which the second is the fullest and best, but in all the critical 
powers of the author and the unmistakeable influence of Cobet 

, are apparent.
§ 211.' The Troades came out in 415 B.c. as the third play 

with the Al^exander and Pu^a^mede:: it was followed by the 
Sisyphiis as the satyrical piece. It was defeated by a tetralogy 
of Xenokles—the Lycaot, and Athamas.
Tr^eating of the same subject as the Hecuba, it somewhat varies 
the incidents and the characters, the death of Astyanax sup
planting that of Polyxena, and both Cassandra and Andromache 
appearing. There is, however, far less plot than jn the Hec^iba, 
•ind we miss even the satisfaction of revenge. It is indeed more 
absolutely devoid of interest than any play of Euripides, for it 
is simply ‘ a voice in Ramah, and lamentation—Rachel weeping 
for her children, and would not be comforted, because they were 
not.' It is the prophet's roll ‘ which was written within and with
out with mourning and lamentation and woe.' Nevertheless the 
w^ld and poetic fervour of Cassandra reminds us of the great 
passage in the Agamemn^^i. The litigious scene in which Hecuba 
and Helen argue before Menelaus, and the constant appear
ances of Talthybius, are not agreeable diversions^ Above all, the 
ruthless murder of the infant Astyanax is too brutal to be fairly 
tolerable in any tragedy. As regards the loose connection of 
the scenes, Patin ver^ propei^lly * shows how, in what may be 
•called Euripides' episodic pieces, he reverts to the trilogistic idea 
oo TEschylus, but crowds together the loosely connected plays

' >• 333- '
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of the trilogy into the loosely connected scenes of a single play. 
This 'sort of tragedy, which is in effect very like the old lyrical 
pieces, such as the Supplices and Persae, was put on the stage 
in contrast to the trajgedies of intrigue, the one being in
tended to affect the heart, the other to excite the imagination 
the spectator. The main sign of Euripides’ later style is the 
prevalence of monodies, in which he excels, in spite of all 
A^ri^stc^phanes’ ridicule, and which are the most splendid featur^e^i- 
in both the Ion and in this play.

The many imitations- have so naturally the
Troades with the Hecuba, that it is not easy to treat them sepa
rately. Several passages in Vergil’s .d^i^isid, such as the appeal 
of Juno to yEolus, and the awful picture of the fall of Troyy 
are plainly adopted from the Troades, The Troades of Seneca 
is considered by good critics as the finest of that collection of 
La^tiui plays, and, in spite of its faults of tinsel, of false rhetoric, 
and of overdone sentiment, has real dramatic merit. The 
deaths of Polyxena and of Astyanax are both wrought in, thus- 
copying features from each of Euripides’ tragedies. But there is 

-a very splendid trajgic scene added on the attempts of Andro
mache to deceive Ulysses, and hide her child. Her violent 
fu^ and her threats are, however, foreign to the conception 
of both Hosmer, Vergil, and Euripides. Thus again, Seneca’s - 
T^a^i^thybius is led into sceptical doubts at the sight of the 
Troyan misfortunes, and a whole chorus is devoted to the 
denial of any future life—a grave and inartistic anachronism. 
There is a French Troades by Garnier (1578), built as much 
on Seneca as on Euripid^esJ one by Sallebray (1640), and- 
numerous obscure plays towards the end of the last century. I 
cannot but thipk that the epics of Homer and Vergil have been- 
the real reason of the great popularity of these subjects upon 
the stage. I do not - suppose that either of Euripides’ plays - 
would have suffi^iced to lead the fashion.

§ 212. The Helena, which comes to us, like some other plays, 
through the Florentine codex C alone, and in a very corrupt 
and much corrected state, has been placed very low among the- 
plays of Euripides. It seems to have come out with the- 
Andt^omeda, in 412 b.c. (O1 . 91, 4)> and was certainly ridiculed-
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with it by Aristophanes in his T^^ismophoriazu^scu, not without 
reason. The play is a very curious one, and to be placed on a 
par with the E.lectra. (which dist^^<^^l^^ * alludes to it) on account 
of its very free handling of the celebrated legend of the rape 
of He^len. The version which kept the heroine in Egypt, and 
denied that she had ever been in Troy, was first given by Stesi- 
chorus,''and was repeated by the Egyptian priests to Herodotus, 
whose history did not appear till about this time. Stesichor^is, 
moreover, invented or found the notion of a phantom Helen 
at Troy. The palinode of Stesichorus (cf. above, p. 203) was very 
celebrated, and is repeatedly alluded to by Plato. Neverthe
less, it seems very bold to transfer to the stage the fancy of a 
few literary men, or in any case to contradict the greatest and 
the b.est established of all the popular myths. It is evident 
that this innovation did not prosper. Isocrates, in his Enco
mium, takes no notice of it, and no modem has attempted to 
reproduce it except the German Wieland. Apart from this 
novelty, there is throughout a friendly and even respectful hand
ling of Sparta and the Spartans, which contradicts the general 
tone of the poet's mind, and stands, I think, alone among 
his extant plays. Again, though there is much scepticism e.x- 
pressed, especially of prophecies, as was his wont at this period, 
th^ noblest character is a prophetess, who possesses an unerring 
knowledge of the future. Menelaus, too, who is elsewhere a 
cowardly and mean bully, is here a ragged and distressed, but 
yet bold and adventurous hero, with n'o trace of his usual stage
attributes. And, lastly, Helen is a faithful and persecuted 
wife, though in thi^Tioa^ctis, which shortly preceded, and the 
Oristis, which followed, this play, she appears in the most odious 
colours, and in accordance with the received myth. All these 
anomalies make the Hilina a problem hard to understand, and 
still harder when we compare it with the masterly Iphigonia in 
Tauris, which is laid on exactly the same plan, and is yet so 
infinitely greater, and better executed. The choral odes are 
quite in the poet's later style, full of those repetitions of words 
which Aristophanes denides.2 The ode on the sorrows of

' v. 1271.
• * Mr. Browning has not failed to reproduce this Euripidean feature with

VOL. I. A A
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De^ieti^i^. - is absolutely irrelevant, though gracefully com
posed. ■

. Nevertheless, there is at least one scene, that of the recog
nition of Menelaus and the real Helen, witnessed by an old and 
faithful servant, which is of the highest merit in beauty -and 

, pathos, and we '^londer how the poet should have chosen 
that mythical couple, whose conjugal relations in all his other 
tragedies were most painful, to exemplify the purest and most 
enduring domestic affection. This recognition scene should 
t^ke its place in Greek literature with the matchless scene in 
the Odyssey, for the love of husband and wife was rarely 
idealised by the.Greeks, and these grand exceptions are worthy 
of especial note. I suppose that by this bold contradiction not 
only of the current view of Helen, but of his own treatment of 
her and Menelaus in other plays, the poet meant to teach that 
the myths were only convenient vehicles for depicting human 
character and passion,' and had no other value. Since Her
mann’s recension, the most important special edition is that of 
Badham,’ who has done much for the text.

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

g^eat art and admirable effect in his version of the Heracles. We might 
adduce examples from a totally different school, the lyrics of Uhland and 
Flathen, and how beautiful they are !

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

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

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

s vv- 392, sq.
A A 2
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t^ie audience. The long responsive monodies of Iphigenia and 
the chorus over their funeral libations are interrupted by the 
fine narrative of a shepherd, who tells of the discovery of the 
friends, the madness of Orestes, the devotion of Py^l^ades, and- 
the difficult capture of the heroic young men. The soliloquy of 
Iphigenia when she hears the news is peculiarly beautiful.! 
After the above-mentioned most appropriate chorus, they are- 
led in bound, and there ensues between Iphigenia and Oresl^e^;^- 
the finest dialogue left us by any Greek tragic poet. At its close - 
she proposes to save Orestes and send him with a letter to- 
Argos, but she is stayed by his devotion, for he will not escape 
at the cost of his friend’s life. The contest between Orestes and 
Pylades, as to which should sacrifice himsei^lf for the other, has 
afforded ail the imitators great scope for a dramatic scene, but 
waJ3. evidently not prominent to Euripides, who treats it with 
some reserve and coldness. The recognition by means of the 
letter of which Iphigenia tells the contents has been praised ever 

-since A^ristotle, and the ensuing scene may be compared with 
the rejoicings of brother and sister in Sophocles’ E^^edra, which 
it closely resembles. The devices to overreach king Thoas, the 
attempted flight and danger of the three friends, and the inter
position of A^thene conclude a play second to none of Euripides’ 
in depth of feeling and ingenuity of construction. The last ode 
on the establishment of Apollo’s worship at Delphi is perfectly 
irrelevant, but very Pindaric in style and feeling, and is, like 
all the odes of the play, full of lyric beauty. '

Aristotle mentions a play on the same subject by Polyidos, 
in which Orestes was actually led to the altar, and recognised 
by his passionate comparison of his own and his sister’s fate.

' wt 3+4-53 : S rika-tva, irplv phit hs

yakr^vbs IjcrBa Kal <j)iKotiKrti^i^tav &.ei, 

is Bt^ii/ii^vAoir ltvc^li.eTpo\^it.ein] SaKpv, 
&vSpas fjfiK’ is X*pa.s kafiots. 

vvv S’ iSveipav oTiritv i^fpiiipeSa, 
SoKov^’ ’Opior^^ n)Ki9’ l/j^tov 

Sia^t/o<^^v p^e A-fyeaff, otrives trod’ l/ice-re. 

Kal ToUr’ &p’ ?v iiii^Bes, jlaSlptiiv, <l?^ai, 

ol Svarvxds ^ap roiirtv eir^t^xe*^<^'e^p^ois 

avrol KoAws rrl^e^i^res oi ippo^ov^iv eS.
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Sophocles had composed an Aretes, and an E^rg^one, both based 
on the adventures of t^ie characters upon their return to Greece. 
E^uripides was imitated perhaps by Ennius.-certainly by Pacuvius 
in his famous Dtilot^esles. in which, according to Cicero, the 
mutual contest of the friends to encounter death for each other 
excited storms of • applause. One of the earliest Italian dra
matists, Ruccellai, composed a Tauric Iphigenia about 1520. 
There was another by Martello, about t^vo centuries later. The 
French dramatists insisted, as usual, on improving on Euripides, 
especially by introducing a love affair. The Scythian king filled 
he gap, and appeared on the stage, as the French say, en 

J^iupirant. Even in Racine's sketch, which is preserved, and 
which gives a short abstract of the matter for the scenes of' a 
first act, the king’s son is enamoured of the heroine, and would 
e^vidently have bee^ii' made the means of saving Orestes and 
Pylades from their impending death. This element was ex
aggerated, and the splendours of a French court and of foreign 
diplomacy added to the Oreste of Le Clerc and Boyer, and to 
the Oreste el Pylade of Lagrange-Chancel, the supposed suc
cessor of Racine. Guimond de la Touche’s play (1757) is said 
to be more simple, and pleased everybody at the time except— 
^^olt;aire, Grimm, and Didei^r^t! But with the aid of Gluck’s 
music, the opera of 1778 laid permanent hold of public taste.’ 

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

’ Gluck brought out both the Ipk. Aul. and Tattr. Cf. Patin, iii. p. 6. 
and iv. p. 127, who gives 1774 and 1778 as the years of their appearance.
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would have derided. Equally would they have derided Oresl^e^s;" 
proposal, of which Thoas approves, to prOve his identity by 
single combat, and still more the argument which Iphigenia 
prefers to all outward marks—the strong yearning of her heart 
to the stranger. The whole diction and tone of the play is, 
moreover, full of idealistic dreaming, and conscious analys^:^:^- 
of motive, which the Greeks, who painted the results more 
accurately, never paraded upon the stage. The celebrity of this- 
so-called imitation will afford an excuse for ’so much critic^i^s^m,

§ 214. The E,e^ctra. must have appeared during the closing^, 
years of the Peloponnesian War, and was fresh in men's memory 
when, as Plutarch tells us,* during the deliberations about the 
fate of conquered Athens, a Phocian actor sung the opening 
monody of E^^ec^t^ra, and moved all to pity by the picture of 
a whilome princess reduced to rags and to misery. The 
incident is said to have had a distinct influence in saving the 
city from destruction. This testimony to the merit of at 
least one scene in the play is hardly admitted by the majority 
of critics, who have made the Electra a source of perpetual 
censure and perpetual amusement, and have generally set it 
down as the weakest extant production of Euripides, and a 
wretched attempt to treat with originality a subject exhausted 
by his greater predec^e^ssor^s. I need not go into detail as regards 
these objections, which have been set forth with great assurance 
and with an air of high superiority by A. W. Schlegel, who never
theless, as I have already stated (above, p. 351), hims^l^ sig
nally failed in his endeavours to improve upon the ^on of the 
despised Euripides.

Turning to the play itself, the first remark to be made 
is that it was clearly meant as a critique on certain defects 
in the earlier Electras. Apart from its intention as a drama, it 
is a ^eulllet^an spirituil, as M. Patin calls it, and so far takes 
its place with the literary criticism common in the Middle 
Comedy. Euripides atta^^^^2 the three various signs of re
cognition which satisfied the simpler Electra of ^Es^h^lus,. 
viz. a likeness of colour and texture in the hair, an identity in 
the size of the foot, shown by deep footprints, and the design

* I^ys. c. 15. ’ w. 524, sq.
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of a garment which must have been long since worn ou(L The 
new Electra ridicules all these tokens, and passing by without 
comment the family ring used by Sophocles, is content with a 
scar on the forehead of the unknown brother, which has not 
escaped similar criticism, but which, we must remind the 
triumphant objectors, is not discovered by the young princess, 
but by an aged servitor, who had known Orestes as v child, and 
was merely directed by this mark to tax his memory of the face. 
As soon as the recognition is completed, the poet plainly criti
cises the long and dramatically absurd scene of E^lectra’s re
joicing in Sophocles, by cutting short these ebullitions and 
proceeding at once to the plot against the royal murderers. 
He implies a censure of both his predecessors’ economy by set
ting aside as impossible and hopeless what they had admitted 
without' hesitation—an attack on the reigning tyrants in their 
own palace—and makes the success of the attempt turn on the ' 
absence of both from their fortress and their guards. This 
alters the plan of his play ; he represents JEgisthus as slain at 
a sacri^ce to which he had invited the strangers, and Clytem- 
nestra as enticed to visit Electra’s peasant home under pretence 
of a family sacrifice. But these are only external points.

The really important ethical criticism of his predecessors is 
his approval of iE^schylus, and condemnation of Sophocles, in 
painting the hesitation of Orestes when he sees his mother ap
proaching, and the outburst of dread and of remorse in both 
brother and sister when the deed is done—a pointed contrast to 
the happy piety of the pair in Sophocles (above, p. 289), where 
the voice of Apollo’s oracle sets at rest every scruple of filial duty 
or of natural conscience. In other respects Euripides’ Electra 
is nearer to the conception of Sophocles : she is harder and 
fiercer than her brother, and is brought in acting at the matri
cide, instead of being more delicately removed from the action, 
as in the play of Hischylus. But he seems to me to have in
tended it as a further, and a sound, criticism on the improba
bilities of the earlier stage, when he represents ^^jgisthus 
as unable to bear with this sharp-tongued and furious Irre 
concileable in his palace, and the mother as a sort of weak 
defender of her child, submitting to the ignoble compromise 
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of marry^g her to a peasi^i^tt He 'has moreover attributed 
a certain gentle contrition to Clytemnestra,* which makes her 
an amiable contrast to Electra, and excites some sympathy 
in spite of , her crimes, so that we come to look upon her as we 
do upon the queen in Hamlet, erring and even defending her 
errors with criminal sophistry, but. not reprobate. This point 
gives peculiar bitterness to the remorse of the murderers, at 
least in the spectator’s mind.

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

* VV. 1102-10. * w. 367, sq.
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Triumphant play, wherein our poet f^rst 
Dared bring the grandeur of the Tragic Two 
Down to the level of our common life, 
Close to the beating of our common heart.’

The choral odes are slight and unimj^t^iTt^i^t; the fawning flat
tery show^ to Cly^l^e^mnestra, _ whose danger they know, and 
have prepared, exhibits a degradation very unusual in any 
but t^re later plays of Sophocles or Euripides, when the chorus 
was waning rapidly in importance. I cannot but think that 
this play was rather intended for a reading public than for the 
stage,. Hence, though it never made its mark as a tragedy, it is 
among the most characteristic and instructive pieces left us in 
•^cU^ly criticism.

§ 215. The Orestes, brought out in 409 ' b.c. (in the archon
ship of Diokles, 01. 92, 4), is agreed on all hands to exhibit 
most strongly both the merits and defects of the author. In the 
looseness and carelessness of the metre, in the crowding of in
cidents at the end of the play, in the low tone of its morality— 
they are all base, says the scholiast, except Pylades, and yet even 
he advises a cold-blooded murder for revenge's sake—there is no 
play of Euripides so disagreeable. On the other hand, for dra
matic effect, as the same scholiast observes, there is none more 
strjking ; but this applies only to the opening scenes. The sub
ject is the same as that of /Eschylus' Ev^metiides, but instead of 
visible Furies in visible pursuit, the consequences of remorse, 
the horrors of a distraught imagination, and the suffering of 
disease, are put upon the stage, and the purely human affection 
of a sister seeks to relieve the woes which the gods can hardly 
heal in .9^£^chylus. Yet all through the play there are satiri
cal and even comic elements, which have led to the reasonable 
conjecture that it was meant, like the Alcestis, to supply the 
place of a satyric drama.

Tl^us, after Electra’s prologue, of which Socrates is said 
to have peculiarly admired the first three lines, Helen, who 
has ust arrived from sea, proposes to her to bring fune
ral offerings to the tomb of Clj^l^e^mnestra, under pretence 
of her own unpopularity and Hermione's youth. This ab-

’ R. Browning, Aristoph. Apol. p. 357- 
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surdly tactless and evidently .selfish request is politely but 
venomously declined by Elec^tra, who comments upon the 
niggard offering of Helen's hair? The arrival of. the chorus, 
whom Electra strives with intense anxiety ‘ to quiet, for 
fear of disturbing Orestes, leads to his awakening, and to 
the famous scene, which has excited the wonder of all 
its readers, and which I will not profane by a , dry abridg- 
ment.2 The arrival of Menelaus leads to a dialogue which 
shows him both cowardly and selfish ; but in the speech of old 
Tyn^^a^r^eus, who comes in to urge the death of Orestes, and to 
dissuade Menelaus from interfering, there are most wise and 
politic reflections on the majesty of the law, and the necessity 
of submitting men's passions to its calm decrees. Granting, 
he argues, that Clytemnestra did murder his father—a most 
shocking crime, which he will not palliate—Orestes should 
have brought an action against her, and ejected her for
mally from his palace,® but not have propagated bloody 
violence from generation to generation.* This very en
lightened argument, one which was familiar to the Athenian 
democracy of the day, but has not since asserted • itself until 
now, and even now only partially through Europe, is surely 
the most advanced and modern feature in the literature of the 
Periclean age. The character of Pylades, who supports 
the tottering Orestes to the public assembly, where his fate 
is to be decided, their touching affection, and the sarcas
tic description of the meeting and of the speakers, in which 
critics have found portraits of the demagogue Cleophon and of

2

4

WT. 126-31: 3 iy la^l^p^iTri^iaiv Its piy' el
re rots KoAHs K<:Kriipeyois.

- eiSi^re rap' &Kpas as i^irB^pu^ev rplxas, 
ffdfovo^a kAKos ; en S' y rdJ«u yvf. 
ieol tfe pniiteiav, &s p &sr&eeeis 
KoX rSvVe rSadv 8' 'EXAMS’. & roKsiv' lyh.

VV. 2 ir-313- 2 vv. 496-502.

523-25 : Sifivva S’, Ssomep Svvsris eipt, rf vipp,
rb Opiaee toSto mil plsuf>iyl>y 
miav, f mil yyp mzl iSAeii SAAvv’ &el
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Socrates ‘—all this is still on a high level, and worthy of its 
great author. . But when Orestes and ■ Electra turn, at tire 
advice of Pylades, from pathetic laments to' revenge, and 
invoke the aid -of Aga^memnon to murder Helen and Electra, 
our sympathies are' estranged, and no interest remains except 
in t^ie very, comic appearance of the Phrygian slave, and his 
rema:rkable .monody. The reconciliation and betrothal of 
the deadly ■ enemies at the end is plainly a parody on such 
denoue-^m^i^nts. There are, as usual, many sceptical allusions 
throughout the play, and one remarkable assertion of physical 
philosophy.^

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

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

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

§ 216. The F^hcenissc^ seem to have appeared, according to a
> vv. * vv. 982, sq.
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/

very corrupt and doubtfully emended prefatory note in a Vene
tian MS., along with the OEnomaus and Chrysippus., of which 
a few fragments remain. It gained the second prize in the 
archonship of an unknown Nausicrates,2probably during C^1 
93. It is really a tragedy on the woes of the house of Labdacus, 
but is called after its chorus, which is composed of Phoenician 
maidens on their way to Delphi, and stopped on their passage 
through Thebes by the invasion of the Seven Chiefs under 
A^c^i^a^stus. There would indeed be some difficulty in naming 
the play other^vise, for it is an episodic one, consisting ofa series 
of pictures, all connected with CEdipus' family, but without one 
central ^gure among the nine characters—an unusual number 
—who successively appear. The name Th^e^t^aii's, given to it by 
modern imitators, suggests an epos and not a drama. Perhaps 
locasta is the most prominent figure, but yet her death is, so 
to speak, only subsidiary to the sacri^ce of Menoekeus, and 
the mutual slaughter of the brothers. All the scenes of 
the play, though loosely connected, are full of pathos and 
beauty, and hence no piece of Euripides has been more fre
quently copied and quoted. The conception of the two 
brothers is ver^ interesting. Polynices, the exile and assail
ant, is the softer character, and relents in his hate at the 
moment of his death. Eteocles, on the contrary, is made, with 
real art, to die in si^^^t^^; for he is a hard and cruel tyrant, 
and defends his case by a mere appeal to possession of the 
throne, and the determination to hold by force so great a 
prize. Antigone is introduced near the opening only for the 
sake of the celebrated scen^ on the wall, when her old nur
sery tells her the various chiefs, as in the scene

' According -to Meineke (Com. Frag. ii. 904, note) the schol. on 
Ran. 44 would imply that it came out as the middle play with the Hyp- 
sipyle and Antitype, and won the first prize. But the scholiast may be re
ferring to these plays as separate specimens of Euripides’ excellence, and he 
only calls them icot^id, which implies general approbation, but not neces
sarily the first place.

- Dindorf suggests that he was a suffectus, or locwn tenens, the proper 
archon having died or resigned.

3 vaiSa-yayis-. Schiller, *in his version of the passage, is seduced by 
i'rench influences, I suppose, into calling him the Hifmetstcr.
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bet^-een Helen and Priam in the Iliad.i She again ap
pears at the d^ose, with the features given her by Sophocles, 
in his and. G^c^ij^ius CoJone^is combined. Perhaps-
the most brilliant part of the play is the dialogue between, 
the brothers, and Iocasta’s efforts to reconcile them, fol
lowed by the narrative of their death-struggle. The speech 
of Eteocles,2 asserting that as he holds the tyranny he will keep ■ 
it by force in spite of all opposition, is a peculiarly character
istic passage, and may be compared w^th the advice given to- 
Solon by his friends (above, p. r 77). If the choruses, which are- 
very elegant, do not help the action of the play, and are rather 
calm contemplations of the mythical history of Thebes, Euri
pides might defend himse^if by pleading that he had accordingly 
assig:ned them to a body of foreign maidens, who could feel but 
a general tinterest in the ■action. It is not unlikely that the 
crowding of incident .was intended as a direct contrast to 
/Eschylus’ Seven against Thebes, which, with all its unity ofpur- 
pose and martial fire, is very barren in action. The long de
scription of the Seven Chiefs in that play is distinctly criticised 
as undramatic by Euripides.® There are, indeed, all through 
the play, reminiscences of both Esc^^y^l^us and Sophocles.

* There were parodies of the play, called Fhoenissce, by Aristo
phanes and Strattis. There was also a tragedy of Attius, and 
an Atellan farce of Novius, known under the same title, the 
former a free translation of Euripides. Apart from Statius’ 
Tliebt^is, there is a T^^ebaid by Seneca, and then all man
ner of old French versions, uniting the supposed perfec
tions of both these, which they could read, with those of 
Euripides, whom they only knew and appreciated imperfectly. 
Exceptionally enough, there is an English version almost 
as old as any of them, the locasta of George Gascoigne and 
Francis K.in^welmersh (1566), a motley and incongruous piece, 
built on the basis of the F^ftoenissce. It professes to be an 
independent translation of Euripides, but I was surprised to

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

* vv. 500, sq. * vv. 751-2.
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f^nd it really to be al^i^l^eral translation of Dolce's Italian version, 
without any trace of an appeal to the original. Thus the 
Ti^at^aywyoc is called the Bailo, a regular Venetian title. Its 
chief literary interest lies in the loose paraphrase of Etf^c^cles' 
speech, above noticed, which appears to have suggested directly 
to Shakspeare the speech of Hotspur in the first part of 
Hmry IV. (i. 3) :

By heaven, methinks it were an easy leap 
To pluck bright Ho^nour from the pale-faced moon, 
Or dive into the bottom of the deep 
Where fathom-line could never touch the ground, 
And pluck up drowned Honour by the locks ; 
So he, that doth redeem her hence, might wear 
Without corival all her dignitie:s.’

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

* So far as I know, this is the only direct contact with, or rather direct 
obligation to, the Greek tragedy in Shakespeare. Here are the lines which 
correspond in Euripides—the likeness is but slight, yet it is real :

H^c^'rpav ttv HKDot/i' aiOlpos irpbs lu^r^oKks 
Ka) yrs Ivepfle, Si^varbs Zy Spat^o^i rO^Se, 
TTjv Seiey &ot' Oxetv rt^pawiSa kt.A.
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the instigation of Creon) to poison Polynices, whom he after
wards treacherously stabs, when coming to seek pardon foi 
having defeated and mortally wounded him. This version was 
done; into French by Ernest Legouv^ in 1799. ' Schiller has not 
ooly given an excellent and literal version of part of the play, 
but has taken a great deal from its incidents in his Brauit von 
Messina; there is a translation in Halevy's Grice tragiquc. 
Its popularity gave rise to many interpolations by actors, and 
the general reputation of the play has produced a large body 
of scholia. The best special editions are by Va^lck^enaer, Por- 
son, Hermann, and Geel (Leiden, 1846), with a critical ap
pendix by Cobet.

§ 217. After Euripides’ death, the younger Euripides brought 
out at Athens from his father’s literary remains a tetralogy con
taining the Iphigei^niia in Aulis, ^Ccmceon (6 Sia. Kopivdov), i^a^c- 

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

* We learn this from the schol. on Aristophanes’ l^ain. v. 6». . 
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even discounting all that W. Dindorf, for example, has enclosed, 
in brackets, there remains a complete series of scenes, fin
ished in composition, exquisite in pathos, sustained in power, 
which not on^y show us clearly the conception of the master, 
but his execution, and compel us to place, this tragedy among 
the greatest of all his plays. It is evident that, l^e Sophocles, 
whose PhiHoctetei was produced in advanced age, Euripide^s- 
preserved his powers to the last, and was even then perfecting 
his art, so that his violent death, at the age of seventy-four, maj^' 
literally be deplored as an untimely end.

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

This dialogue in anapaests is to us a far more dramatic open
ing than the prologue, and even when it comes, as an ex
planation from Ag^amemnon, it interrupts the action tamely 
enough. But here already there are marks of interpolation, 
and it seems as if a prologue, which Euripides had perh^^i^s 
exceptionally abandoned for dramatic effect, but had left in 
outline, was clumsily adapted to fill up a gap in the dialogue.*

• This plan of blending the prologue with the opening dialogue appea)^'- 
in the Knights and Wasps of Aristophanes, but not elsewhere in tragedy. 
But in the frags, of the Andromeda, preserved in the scholia on Aristo
phanes’ Thtsmophoriazusa (v. 1038), we have the opening lines—a lyr^c
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With anxious detail the old man is at last despatched by Aga
memnon to countermand the arrival of Cly^temnestra, and 
of Iphigenia, who had been sent for under the pretence of a 
proposed marriage of the princess with Achilles, but really .to 
be sacrif^iced to Artemis, and obtain favourable weather for the 
fleet. This deceit is discovered by the old man, when he asks 
in wonder how A^^hilles will tolerate the postponement of his 
marriage, which had been announced in the camp. On his de
parture, the chorus of maidens from Aulis begin an ode descrip
tive of the splendours of the Greek fleet and armyrwhich seems , 
considerably interpolated, though the main idea is doubtless 
that intended by Euripides. The next scene opens with an 
angry altercation between Menelaus and the - old. man, who 
has been intercepted by the former, and his missive opened 
and read. The old man protests against such dishonourable 
conduct, and upon Ag^amemnon coming out, the dispute passes 
into the hands of the two brothers. Menelaus upbraids Aga
memnon's weakness, and his breaking of his woi^d; Agamem
non retorts with pressing his claims as a father and a king. The 
dispute descends, as always with Euripides, into wrangling, and 
the imputing of low motives ; in the midst of it Agamemnon is 
terror-stricken by the news that his wife and daughter with the 
little Orestes have reached the camp, and have been received 
with acclamation .by the army. His despair melts the ambitious 
heart of Menelaus, who gives way, and beseeches his brother 
not to sacrifice Iphigenia. But now A^g^a^memnon in his turn 
remains firm, chiefly, however, from cowardice, and a feeling;, 
that as his daughter has really arrived, her fate is now beyond 
his control.*

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

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

' Cf. the parallel of Polynices in Sophocles, above, p. 304.
VOL. I. B B
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his innocent daughter,' and his ill-concealed despair—a scene 
which none of the imitators has dared to modiffy; and Cly- 
temnestra begins asking motherly practical questions about 
her future son-in-law. But when Agamemnon' proposes that 
she shall return home, and leave him to arrange the wedding, 
she stoutly refuses, and asserts her right to the contr<^rof do
mestic affairs. This adds to the perplexity of the wretched 
king, who leaves the s^ge defeated in his schemes of petty 
deceit. Presently Achilles enters, and is hailed by Cly^t^e^m- , 
nestra, to his great surprise, as her future son-in-law. T^his 
somewhat comic situation is redeemed by the perfect man
ners, and the graceful courtesy of A^c^hilles, whose character in 
this play approaches nearest of all the Greek tragic charac
ters to that of 'a modem gentleman. But the scene be
comes tragic enough when the old retainer stops Achilles, 
who. is leaving to seek Agamemnon, and discloses to him 
and to Cl^e^mrne^stra the horrible design.- Achilles responds 
calmly and' nobly to Clytemnestra's appeal for help, and pro
mises to protect her daughter with the sword, should she be 
unable to persuade her husband to relent. He deprecrates 
with great courtesy Cl^t^emnestra’s proposal to bring Iphi
genia in person from the tents to join her in personal sup
plications. After a choral ode on the marriage of Peleus and 
Thetis, Ag^a^memnon returns, and is met by Cly^temnestra, who 
has left her daughter in wild tears and lamei^^t^l^ii^n * on hear
ing of her proposed fate, and compels him to confess his whole 
policy. She then attacks him in a bitter and powerful speech, 
which is meant to contrast strongly with that of Iphigenia. 
This innocent and simple pleading of an affectionate child 
for life at the hands of her father, with her despair at the 
approach of death, and her appeal to her infant brother to join 
in her tears, is the finest passage in Euripides, and of its 
kind perhaps the finest passage in all Greek tragedy. Upon 
Agamemnon’s craven flight, she bursts out into a lyrical 
monody, which is, interrupted by an approaching crowd and 
tumult, and the actual entrance of Achilles in arms, who tells

’ v. I loi : iro^has U7<ra iSt^/^/ii^Tav,
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^C^titn^ne^s^ta^a that the whole camp are in arms against him, that 
his own soldiers have deserted him and are led on by Odysseus, 
but that he will do battle for her to the death. This rapid 
dialogue in trochaic metre is followed by the second great 
i^I^f^ech of Iphigenia (in the same metre) in which, with sudden 
resolve, she declares that her death is for the public good, and 
that her clinging to life will but entail misery upon her friends ; 
she therefore deVotes herself to the deity, and resignedly braves 
the fate from which she had but lately shrunk in terror. Achilles 
is struck with admiration, and speaks out his regrets that the 
pretended marriage was no-reality; but he bows to her decision, 
perhaps because it would have been impious to defraud the 
gods of a voluntary victim ; yet he proposes to-br^ng his arms 
to the altar, in case she should change her mind at thedastt 
The affecting adieus of the princess to her mother and her 
little brother, and her enthusiastic hymn as she leaves them for 
her sacrifice, conclude the genuine part of the play. A messen
ger’s narrative of her death was doubtless intended by the poet, 
but he did not live to complete the work. It appears from two 
verses cited by .dEl^an, in which A^rtemis announces that she 
will substitute a homed hind for Iphigenia, that the piece really 
ended with this consolation, from the goddess ex machina. But 
to modern readers the epilogue is no greater loss than the pro
logue, if such there was. The real drama is complete, and 
requires not the dull interpolations with which our MSS. 
cc^nclude.

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

b-b 2 .
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genia, Racine takes ^om an obscure tradition an illegitimate 
daughter of Helen (by The^s^e^u^s); whom he makes the rival of 
Iphigenia in the love of A^c^hil^l^es, and a main actor in the play. 
He substitutes Ulysses for Menelaus, and inserts many features 
from the first book of the Iliad into the disputes between Aga
memnon and the angr^ lover. As Racine himsi^l^if honestly 
confesses, the passages directly borrowed from Homer and 
Euripides were those which struck even his Paris audience. The 
character of Ag^amemnon is, however, spoilt by giving him that 
absolute control over his family and subjects, which only 
priestcraft could endanger, and the French Iphigenia, with her 
court manners, and her studied politeness, is a sorry copy of 
the equally pure and noble, but infinitely more natural Greek 
maiden. A comparison of her speech to her father, when 
pleading for her life, in both plays, will be a perfect index to the 
contrast.’ ,

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

’ Qui ne sent la difTerience des deux morceaux ? C’est, chez Racine, 
une princesse qui detourne d’elle-meme sa douleur, et la reporte sur les 
objets de son affection [sc. sa mire et son amant] ; qui, soigneuse de sa 
dignite, demande la vie sans paraitre craindre la mort. C’est, chez 
Euripide, une jeune fille, surprise tout h coup, au milieu de l’heureuse 
securite de son age, par un terrible arret, qui repousse avec desespoir le 
glaive leve sur sa tete, qui caresse, qui supplie, qui cherche et poursuit la 
nature jusqu’au fond des entr^illes d’un pire, &c. (Patin, Et^udes, iii. p. 
35.) But I quite differ with him when he thinks that the elegant verses of 
Racine are in any degree approachinjg in excellence to the passionate 
prayer in Euripides.
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play (1790), and there is an .^English poetical version by Cart
wright, about 1867 (with the Medea and Iph. Taur.).

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

The special editions of note are Monk’s, Markland’s (with 
additions of Elmsley’s, Leipzig, 1822), then G. Hermann’s, and 
Vater’s (1845). A great number of critical monographs are 
cited by Bemhardy, of which those ofVitz (Torgau, 186^^3) and 
H. Hennig (Berlin, 1870) are the latest, and discuss fuli^;y the 
many difficulties of the play.

§ 218. The Ba^cclue, which was composed for the court of 
A^rc^helaus, is a brilliant piece of a totally different character, and 
shows that the old connection of plays in trilogies had been 
c^^mpletely abandoned. Instead of dealing with t^ie deeper 
phases of ordinary human nature, the poet passes into the 
field of the marvellous and the supernatural, and builds his 
drama on t^ie introduction of a new faith, and the awful punish
ment of the sceptical Pentheus, who, with his family, Jeters at 
the worship of Diony^sus, and endeavours to put it down by 
force. His mother Agave, and her sisters, are driven mad 
into the mountains, where they celebrate the wild orgies of 
Bacchus with many attendant miracles. Pentheus, who at first 
attempts to imprison the god, and then to put down the Bac- 
c^hanals by force of arms, is deprived of his senses, is made 
ridiculous by being dressed in female costume, and led out by 
the god to the wilds of Cithseron, where he is tom in pieces by
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Agave and the other princesses. The lament of Agave, when 
she comes in with the bleeding head, and is taught by old 
Cadmus of her fearful delusion, has been lost ; but we know its- 
general tenor from the rhetor A^psines and from an imitation in 
the religious drama called Christus Patiens (ascribed to Gregory 
Nazianzen). While the wild acts of the new Monads, whom 
the god has compelled to rush from Thebes into the moun
tains, are told in two splendid narratives of messengers, the 
chorus, consisting of Asiatic attendants on the god, show . 
by contrast in their splendid hymns what joys and hopes a 
faithful submission Wil ensure. These lyric pieces are very 
prominent in the play, which, though sometimes calledPe^nt^Z/c^zs,. 
is more rightly called after its most important chorus, and 
is among the best left us by Euripides. It is of course un- 
dramatic that Pentheus, who proceeds so violently against all 
the other Monads, should leave this chorus to sing its dithy
rambs in peace, but ordinary probabilities must often be vio
lated for such a personage as the chorus of a Greek tragedy.

The general tenor of the play, which may contain the- 
maturest reflections of the poet on human life, is that of acqui
escence in the received faith, and of warning against sceptical 
doubts and questionings. And yet it is remarkable that the 
struggle is about a new and strange faith, and that the old men in 
the play, Cadm’us and Teiresias, are the only Thebans ready to 
embrace the novel and violent worship, which ill suits their de
crepitude. We may imagine that among the half-educated Mace
donian youth, with whom literature was coming into fashion, the 
poet met a good deal of that insolent secondhand scepticism, 
which is so offensive to a deep and serious thinker, and he may 
have desired to show that he was not, as they doubtless hailed 
him, an apostle of this random arrogance. It is also remark
able how nearly this play, at the very end of the development 
of Greek tragedy, approaches those lyrical cantatas with which 
^schylus began. The chorus is here reinstated in its full 
dignity. The subject of Bacchic worship naturally occupied a 

' prominent place in the theatre consecrated to that very worship, 
and it seems that every Greek dramatist, from Thespis and 
Phrynichus down to the ignoble herd of later tragedians known
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to us through Suidas, wrote plays upon the Sophocles
alone may be an exception.

But the play of Euripides always stood prominent among all 
its- rivals. It was being recited at the Parthian court when the 
h'ead of Crassus was brought in, and carried by the Agave on 
the stage. It was imitated by Theoc^ritus in Doric hexameters,' 
apparently as part of a hymn to Dionysus. It was produced 
upon the Roman stage by A^tl^ius. It is quoted by every rheto
rician, by every Latin poet of note.2 It has even suggested, 
with its incarnate god, his persecution, and^- his vengeance, a 
Christian imitation. But in modern days, its fate was different. 
The marvels and miracles with which it abounds, and the promi
nent vindictiveness of its deity, made it unfit for the modern stage. 
Ih the last century A. W. Schlegel and Goethe alone, so far as 
I know, appreciated it. In our own time, the play has again 
taken the high place it held in classical days, and is reckoned 
one of the best of its author. There are special recensions by- 
Elmsley and G. Hermann, and commentaries by Schone and 
Mr. R. Y. Tyrrell (1872), besides several school editions, and 
special tracts in Germany. The text of one of the t^vo remain
ing MSS., the Florentine C, breaks off at v. 752, so that for the 
rest we depend altogether on the Palatine (287) in the Vatican. 
There are blank pages left in the codex C by the scribe, who 
went on to other plays and never finished the trans^ri^j^l^ii^iL

§ 219. I have kept for the last of the tragedies the Rhesus, 
which, were it accepted as Euripides’, should have come first, 
as all those, since Crates, who defend it as genuine make it an 
early work of the youthful poet, and place its date about the 
time when the ambitious designs of Athens were directed to
wards Thrace, and resulted in the founding of Amphipolis. T^his 
would place the drama about 440 b.c. But though so great a 
critic as L^ac^hmann thought it even the work of an earlier con
temporary of .d^^<^c^;ylus, and though some of the Alexa^ndrian 
critics recognised in it the traces of Sophocles’ hand, the 
weight of modem opinion, since Va^l^k^enaer’s discussion, leans 
to its being a later production, written at the close of the 
Attic period, and about the time of Menander. For there is

* Idyll xxvi. ■ Cf. for a list, Patin, iv. 239.
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undoubtedly a waste and ineptness of economy—the intro
duction of two almost idle characters, VEneas and Paris, the 
appearance of Athena ex machina in the middle of the play, 
and the still stranger threnos of the mother of Rhesus, also 
ex machina—there are also scholasticisms of various kinds, 
both in thought and diction, which seem to indicate the work 
of a weaker poet copying better models. On the other hand, 
the Al^e^x^a^ndrian critics received it as genuine, and have left us 
very full and valuable comments on the earlier part, as well as. 
extracts (in one of their prefaces) of two prologues, one of 
which was ascribed to the actors, but neither of which appears 
in our text. It is moreover, certain that Euripides wrote a 
Rhesus, but if, as one of the prefaces tells us, it was called 
yv^r/crtoe, this must have been me^nt to distinguish it from 
another as vOdos (as in the case of the Ai^vaiai yvn^ioi, and 
fOda.1, in the catalogue of Asschylus' remains) ; and it is more 
than probable that the play we possess is the spurious one, and 
not from the hand of Euripides. For, besides the faults above 
mentioned, and the many peculiarities of a diction which seems 
rather eclectic than original, it wants the two most prominent 
features of his extant plays, pathos and sententious wisdom.

Nev^e^j^theless, its merits have been by many unduly depre
ciated. It is a bold and striking picture of war and camp life, 
producing an impression not unlike Schiller’s Wallenstein's 
Iaeger. Choral odes are dispensed with as inappropriate to 
a night-watch, and there is at least one exquisite epic passage 
on the approach of Dawn.’ • The bragging of both Hector

1 w. 527-36:
rivos a <vV.aKd ; ris 
rav 4p.dv ; irpura 
SVerai xal ix^Ta^-ropOi
llAfiiSes aiOeptai • pCffa S’ aierbs oipavov vorarat. 
eypegBc, rl peJMoo^f; KOii^^v 
eypere irpbs (^uKtaxidv.
oil Mve'ae're pTjvaSos ;
idij Si) i^lhas iiis
V^l'^i'era^t, Kai tis irpoSpi^ptav SSe ■)/ iarlv i^t^-ri^p.

W. 546-55 : i^al pbv dfoit 2ipi^evros
. ijfiiva koItos

    
 



CH. XVII. ' THE CYCLOPS. 377 

and Rhesus estranges the reader's sympathy, 50 that the 
-leJith of the latter excites but little pity ; the whole interest 
lies in the changing scenes and fortunes of an anxious night 
amid ‘ excursions and alarums.’ The scholia to this play were 
first fully published in the Glasgow edition of 1821 (with the 
Trv^des'), and then with critical and explanatory notes in the 
edition of Vater (1837). There are numerous monographs 
upon its age, style, and authorship, in which the large diver
gence of opinion on the same facts affords an admirable 
specimen of the complete subjectivity of most of the so-called . 
higher criticism.

§ 220. Inhere remains, however, another genuine play of 
Euripides—the Cyclops—^which must be separated from the 
tragedies, as being the only extant specimen of a satyric dr^^na^. 
I have above (p. 233) discussed the general features of this sort 
of play, which is carefully distinguished by the critics from all 
species of comedy, even from parody, of which I think there 
are distinct traces in the Cycl^ops. As Plato saw clearly,*
the talents for the pathetic and for the humorous are closely 
allied, and we should wonder how it was that no tragic poet 
among the Greeks ever wrote comedy, did we not find that 
scope for comic powers was provided in this ‘sportive tragedy.’ 
It is indeed strange how the sombre and staid genius of 
Euripides condescends to gross license in this f^^^d; and no 
doubt if we had a specimen from A^s^chylus or Pratinas— . 
the acknowledged masters of it—we should find that here, 
as elsewhere, the Greeks preserved their supremacy in litera
ture. There is great grace and even beauty in the extant play, 
though we can hardly imagine Euripides’ taste as lying in 
that direction. Silenus (who speaks the prologue) and his

(H^tvias 6fii>et xoKvxopSorii^a 
yfipvi natSi^l^Hrap pie\^<^-n^oh>v (lUpspvav'
ijSil St vipovai Kar' “ISaf 
trolpvta • WKTifiptp^ou 

aupiy^as Ittv •

6ilAy<-i S’ Spiros fSpau 
virvos • fiSiu^rros yitp (fla f}>^c<pdpois trpSs ioSs.

* Symposium, sub fin.
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satyrs are in search for Dionysus, who (according to the 
Homeric hymn) has been carried into the western seas by 
pirates. But they are thrown on the coast of Sicily, and made 
slaves by Polyp^h^e^mus, who for dramatic reasons cannot devour 
them as he does other visitors. The opening chorus is very 
graceful and pastoral, reminding us strongly of scenes in Theo
critus. As it is little read I shall quote it.’ Odysseus then

1 vv. 4I-81 : 817 pot yevoAiv fe
yevoXiv 8' roitnZsv,
nd 8t) pot Veaei eKoneAvs ; 

oV rad vvropxs aiipa 
Kctl KOKpa pordya, 
Btde vorcottav.
4v nfrpeas Keira.t ^eas &- 
rpvy, oV oot P\.axod reVcD^. 
fprrl, oh Ta8’ o8o ov Ta8e oepT, 
oud aV KCtrvo dpooeppu; 

aypf py« vP'Tpov rdxa cov, 
vory^ & uvay' < vppdpa 
p.A/itra pratrlcifpoo 
KvK)<QyKos aypoPSra.. 
cvap'yiayrds pot robs paerobs xd^arov * 
de^at QTiKcae pvopds, 
ds V^Vets dpvSiv QaKdpois. 
voGovvl 0^ apepdKotrot 
p\axod pptKKp^ reiVivv. 
es avKdv vor'*,, dppnaaee 
votypobs Kvvovffa vopta^s, 
A trvaiw 4[ffei pKOP€PKv ; 
ov rdde Bp6p,ios, ov raSe x°P°l 
BaKxat r€ 6vvffo(6pov 
oo rvpvtdyyy aKaKa'ypo'i 
Kppvatct vap^ bvpoxbrov, 
otVk ooyov x^A^wpal (rrr'yOves, 
oo Nvffa. pe'ra Nt^p-V^^o.
1 aKtoo’^laixov pddo 
peKvc vpbs rdv^Appodlm 
dv Oripeewv vf^rdpav 
^aK-xots ebv P^vKSTroatv. 
& <i)<os Z <le BaKp€?e, 

vol oio'KoX.€e5 
javva^y xarau tretiv j
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appears, and his adventure with the Cyclops occupies t^ie rest 
of the plot, in which the Odyssey is adhered to as closely as. 
wa> possible, consistent with the addition of a chorus of 
satyrs, and the necessity for Odysseus' free egress from the 
cave to narrate the cannibal feast of the Cyclc^p^s. The satyrs 
are represented as a most sympathetic but cowardly chorus, 
desirous to help Odysseus and escape with him, but far more 
desirous to drink his wine than to incur any danger in aid
ing him to blind the Cyclops. The scene in which Silenus 
acts as cupbearer to Polyphemus, and keeps helping himself, is 
really comic, and the frank cynicism of Polyphemus' brutal 
philo^<^]^^^ 1 is expressed in an admirable speech. Odysseus' 
impassioned exclamation, when he hears it, is in the highest 
tragic vein, nor does the hero any^vhere condescend to respond 
to the wicked jokes of the satyrs. The whole work is a light 
and pleasant afterpiece, but seems to me to have required much 
more acting than the tragedies ; and I suppose the costume 
worn by Odysseus to have been far less 'pompous, and his figure 
less stuffed out than in tra^^i^jy; so that this would be possible. 
With this condition, it must have been an effective piece, and 
was possibly preserved as being better than the seven others 
known from the same author. There are few editions, and no 
imitations of this play. A recension by Hermann, a Ger^nan 
version by Scholl, and a few good monographs, such as the 
chapter in Patin's Etudes^ are all that can be cited as of special 
import. Shelley has fortunately left us a translation (with a 
few omissions), which is invaluable for such English readers as 
cannot compass the somewhat difficult original. The play takes 
its place, of course, in the complete editions and translations, 
with the tragedies.

§ 221. A full review of the i,ioo extant I^ta^g^^nents would be

‘ vv. 316, sq.

iyb S’ 6 (rbs Tpian^o^I^os 
KvieAoyiri

Ttp povoSepKTa,
SouXos ihalvav aVv ri^Si 
rpdyov xXalvi /leAftf 
<as xapk <iX^las.
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here impossible. Some of them are sufifi^icient to give us an idea 
of the plot of famous plays now lost, but most of them are only 
selected for philosophic depth or beauty of expression. I have 
referred above (p. 312) to the analysis of the Phil^octetes given by 
Dion Chrysost^om. There are also a good many titles cited by 
the A^ristophanic scholia in explanation of the parodies of Euri
pides, with which the comedies abounded. It may safely be 
asserted, that had we no other evidence of the poet’s work than 
these fragments, we should probably have reversed the judgment 
of the old critics, and placed him first among the tragedians. 
For in grace of st^le and justice of proverbial philosophy he has 
no rival but Menander, with whom indeed, as with the new 
comedy generally, his points of contact are many. But in sim
plicity and purity of diction he far exceeds yEschylus and 
Sophocles. Thus there is hardly a single curious or out-of-the- 
way word quoted by the lexicographers from his poetry; but 
rather innumerable moral sayings and pathetic reflections on 
human life (in Stobaeus), many deep physical speculations in 
the Christian Apologist^;; * and their adve^^i^idi^is; many striking 
points by the rhetoricians. Apart from the spurious Danae, of 
which the opening is preserved in the Palatine MS., there is a 
large fragment of the Phaethin, from which one of the choruses 
is very beautiful.2 Goethe attempted a restoration of the play 
from the fragments. A new fragment of forty-four lines has 
been found in Egypt, but has not yet been published.

The P^r^echtheus is now remarkable for having given Mr. 
Swinburne not only the plot of his likt^-i^iamed tragedy, but one 
of the finest of the speeches—that of Praxithea—to which he 
has acknowledged his obligations. It seems that this play 
brought out prominently not the self-sacrifice of the daughter, 
but the patriotic devotion of the mother. The daughter is not 
even specially named in our fragments. Mr. Swinburne has 
made her a second heroine in his version, but somewhat cold 
and statuesque, neither acting on her own responsibility, and 
as the eldest of the house, like Macaria, nor, on the other hand, 
showing the simple innocence and instinctive horror of death

, ' Cf. frags. 596, 639, 836, 935.
2 vv. 25-36.
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which we find in Iphigenia. His choruses are, moreover, far 
too long and exuberant for a really Greek play, however 
splendid they may be in themselves. I note these points not 
by way of criticism, which I should not venture, but to indi
cate to any English reader, that he must look to actual trans
lations to obtain an accurate notion of the course of a Greek 
play. There are, besides the great speech of Praxithea, two' 
important fragments from Euripides' play—one the farewell 
advice of a father to his son, very similar to that of Polonius 
to Laertes in Hamid; the other an ode which longs for peace, 
and which is paralleled by the famous strophe from the Cres- 
phontes, which has been so well rendered by Mr. Browning 
(Ar-i:^^ophanes' Apology, p. 179). It is to be noticed that most 
of tlie philosophical fraigments are quoted as the poet's own 
sentiments, and this is specially mentioned by rhetoricians 
and scholiasts,' some of whom even call his choruses para
bases, or open addresses to the audience, and others, such as 
Dionysius of Ha^li^ca^i^nassus, insist that the person of the poet 
and that of his characters are throughout blended and con- 
fused.2 The letters attributed to Euripides, and first published 
by Al^dus in his collection (ed. 1499), were apparently com
posed by some R^oman sophist, and have no value, even in 
preserving facts then current about the poet's life, which might 
since have been lost. They have been critically sifted by 
Bentley.

§ 222. The external changes introduced into tragedy by 
Euripides were not very g^'e^lt He seems to have adhered to 
Sophocles' example in contending with separate plays, though 
he represented tetralogies together—that is to say, we have no 
clear evidence that there was any connection in subject bet^veen 
the plays which were produced together, as, for example, the 
BacCha and Iphige^^i^a in Aulis. But he adopted a distinct 
method, which Sophocles imitated in his Ajax and IhilO^ii^i^tes— 
of curtailing the opening and close of his plays, in order to ex
pand more fully t^ie affecting or striking scenes in the body, of 
the play. This was attained, first by the prologue, often spoken

’ Cf. the frags, of the Danac.
3 Cf. the passage cited on the Mclanippe (V aoipr) in DindorPs frags.
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by a god, or other personage not • prominent in the real play, 
who set forth the general scope and plot of the piece, and told 
the audience what they might expect—a matter of great necessity 
in such a play as the Helena, or Iphigenia in Tauris, where 
either the legend, or the handling of the legend, was strange, 
and not familiar to the public. Secondly, the dens ex nmchina, 
who appeared at the end, loosed the knot, or reconciled the 
conflict of the actors. There is evidence that the prologues 
were much tampered with by the actors, and some are even 
altogether spurious. In written copies of the plays these pro
logues may have originally served as arguments, but for stage 
purposes, their recital by some indifferent actor was (I fancy) 
intended to fill, up the time while the Athenian audience 
were bustling in and taking their seats. The appearance of 
a god at the end was likewise a sign that the play was over, 
for it was always plain what he would say, and the last words 
of the chorus were even the same in several of the plays, being 
evidently not heard in the noise of the general rising of the 
crowd.

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

§ 223. As to the general complexion of his plays, the 
critics note that the chorus declines in importance, that it 
does not interfere in the action of the play, except as a con
fidant or accomplice, and that its odes are often irrelevant 
or personal expressions of the poet's feelings. These state-

    
 



<H. XVII. CHARAC^TERS IN EURIPlDEs'. 3S3 

me^nts are to be qualified in two directions : in the first 
place, we find the decay of importance and occasional irrele
vance of the chorus manifestly in Sophocles, so that he must 
either have begun, or countenanced by his practice, the change. 
Secondly, it is false that ‘Euripides did not introduce an active 
chorus, and one of great importance, in his plays, for we ■ 
have before us the Suppl^ces, the Troades, and the Bacchce, 
rightly called after the most important role. It is further
more asserted that he invented the tragedies of intrigue or of 
plot, where curiosity as regards the result replaces strong 
emotions as regards the characters and sentiments expressed. 
This again is only true with limitations. For there are three 
different interests which may predominate in a tragedy, and ac- , 
cordingly we may classify them as tragedies of character, like 
the Medea, as tragedies of p^^ot, like the ^^on, and as tragedies 
of situation, like tire Troades, in which there is a mere series of 
.affc'cting tableaux, or episodes. But evidently all elements 
must co-exist, and the fact that Euripides does complicate 
his plot, and excite an intellectual interest in the solving of it, 
does not prevent these very plays from being most thoroughly 
plays of character also. There is no finer character-drawing 
than that of Ion and the Tauric Iphigenia, and yet these cha
racters take part in subtle and interesting plots. It is there
fore distinctly to be understood that the prominence of plot in 
some of Euripides’ plays does not exclude either character
drawing, or the dwelling upon affecting situations—this latter a 
very usual feature in the poet, and one in which he may be 
said to have reverted to the simple successions of scenes in 
the earliest tragedy.

§ 224. But there is this important point in Euripides' charac
ter-drawing, that except in the M^i^^ea, he does not concentrate 
the whole interest on a single person, but divides it, so that 
many of his strongest and most beautiful creations appear only 
during part of a play. Thus Hi^ppolytus and Phaedra are each 
splendidly drawn, but of equ^l importance in their play; so are 
Alc^estis and Heracles, Ion and Creusa, Iphigenia, Agamem
non and Achilles. This subdivision of interest makes his 
plays far more attractive and various, but naturally fails in im- 
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pressing upon the world great single figures, such as Ajax, 
Antigone, or, in our present poet, Medeta Again, it is very 
remai^^able that Euripides seems to have disliked, or to have 
been unable, to draw strong or splendid male characters. Al
most all his kings and heroes are either colourless, or weak and 
vacillating, or positively mean and wicked. This may be the 
misfortune of our e.xtant selection of plays, for the Odysseus of 
his Ph^-lloctetes seems to have been an ideal Periclean Athenian. 
But in the plays we have, the most attractive men are Ion and 
H;^p^poly^l^us, in both of whom the characteristics of virgin 
youth, freshness, and purity are the leading features—a type 
not elsewhere met in extant tragedies, but very prominent in 
the dialog^ies of Plato. On the other hand, no other poet has 
treated female passion, and female self-sacrifice, with such re
markable power and variety. * We have remaining two types of 
passion in Phaedra and in Medea—one of the passion of Love, 
the other of the passion of R^ev^e^nge, and we know that in other 
plays he made erring women his leading characters. But when 
these characters are assumed mischievously by Aristophanes, 
stupidly by the old scholiasts, servilely by modem critics, ,,;o 
afford evidence that the poet hated women, and loved to traduce 
them upon his stage, we wonder how all his splendid heroines ■ 
have been forgotten, and his declarations of the blessings of 
home, of the comforts of a good wife, of the surpassing love of 
a mother, passed by in silence. His fragments abound with 
these things, just as they do with railings against women, both 
doubtless spoken in character. But it is indeed strange criti
cism to adopt the one as evidence of the poet’s mind, and to- 
reject the other.

* Mr. Hutton, in his delightful Life of Scott, contrasts (p. 107) the genius- 
of Scott, who failed in drawing heroines, with that of Goethe, who was un
successful with his men, but unmatched in his drawing of female character.. 
Some such natural contrast seems to have existed between Sophocles and 
Euripides, and is indeed implied in the scandalous anecdotes about them, 
which intimate that Sophocles was too purely an Athenian to share Euri
pides’ love of women. Sophocles had an opportunity of drawing th^ 
purit;y and freshness of youth, which was so interesting to the Greeks, in 
his Neoptolemus {Phi^lictetes}. Yet this character appears to me ver^ 
inferior to either Ion or Hippoly^tus.
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There are, moreover, in the extant 'plays, four heroines who 
face death with splendid calmness and courage—Alcestis, 
Macaria, Iphigenia, Polyxena;—and all with subtle differences 
of. 'sit^iation, which show how deeply he studied this phase 

I of human greatness. A^lc^estis is a happy wife and mother, 
in,the heyday of prosperity, and she gives up her life from a 
sense of duty for an amiable but worthless husband. Macaria, 
in exile and in afiflliction, seizes the offer to resign her life, and 
scorns even the chance of the lot, to secure for her helpless 
brothers and sisters the happiness which she has been denied. 
And so of the rest, but I pass t^iem by rather than treat them 
with unjust brevity.* Enough ’has been here said to show 
that, instead of being a bitter libeller of the sex, he was rather 
a philosophic promoter of the rights of woman, a painter • of her 
power both for good and evil, and that he strove along with 
Socrates, and probably the advanced party at Athens, to raise 
both the importance and the social condition of the despised 
sex.

§225. He seems to have similarly advocated the virtues 
and the merit of slaves, who act important parts in his plays, 
and speak not only with dignity, but at times with philosophic 
depth. Yet while he thus endeavoured to raise the neglected 
elements of society, he may fairly be accused of having lowered 
the gods and heroes, both in character and diction, to the level 
of ordinary men. He evidently did not believe in the tra
ditional splendour of these peOj^lte; he ascribed to them the 
weakness and the meanness of ordinary human natui^r;; he even 
made them speak with the litigious rhetoric of Attic society. 
When in grief and misery, they fill the theatre with long 
monodies of wail and lamentation, not louder or more intense 
than those of the Philoctetes of Sophocles, but without the 
man’s iron resolve. Again, in calmer moments he makes them 
reflect with the weariness of world-sickness, often in the tone of 
advanced scepticism, sometimes in that of resignation ; he also 
makes his chorus turn aside from the immediate subject to 
speculate on the system of the world, and the hopes and dis

* I must refer the reader to the chapter of my monograph on Euripides 
for a fuller discussion of this interesting question.

VOL. I. C C
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appointments of mankind. When we note these large and 
deep features in his tragedies, when we see the physical philo
sophy of Anax^a^g^o^ras, the metaphysic Jbl" Heracleitus, the 
scepticism of Protagoras produced upon his stage, when we 
see him abandoning strictness of plot, and even propriety of 
character, to insist upon these meditations of the study, we 
fancy him a philosopher like Plato, who desired to teach the 
current views, and the current conflicts of thought, under the 
guise of dramatic dialogue, and who accordingly fears not to 
preach all the inconsistencies of human opinion in the mouths 
of opposing characters. A picture of every sort of speculation, 
of every sort of generalization from experience, can be gathered 
from his plays, and we obtain from them £ wonderful image 
of that great seething chaos of hope and despair, of faith and 
doubt, of duty and passion, of impatience and of resignation, 
which is the philosophy of every active and thoughtful society. 
We can imagine the silent and solitary recluse despising his 
public, writing not for the many of his own day, but for the 
many of future generations, and careless how often the critics 
might censure him for violating dramatic dignity, and the 
judges postpone him to inferior rivals. And he may well have 
smiled at his five victories as the reward for his great and 
earnest work.

§ 226. But this natural estimate is contradicted by the per
petual notes of the scholiasts, who assert that Euripides was 
altogether a stage poet, and sacrificed everything to momentary 
effect. They speak of his plays as immoral, as ill-constructed, 
but as of great dramatic brilliancy. I confess I am slow to 
attach any weight to the critics who censure the tears- of Medea 
and Iphigenia as blunders in character-drawing.* But there 
are independent signs that what they say has a real foundation, 
and that Euripides was too thoroughly the child of his age to 
soar above the opinions of a public which he may often, and in 
deeper moments, have despised. Thus we hear of his re-cast
ing his HUip^polytus, so as to meet objections j we find him in
dulging in long monodies which can hardly have been intended 
for more than an immediate musical eff^c^t; above all, we find

* Cf. the argument to the Medea and Aristotle's Poetic, cap. xv.
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him writing patriotic plays, with extreme travesties of the enemy 
■of the day, and with fulsome praises of Athens, which are far 
below the level of fhe philosopher of the stage.' We find him 
also adopting a combination of two successive plots, so as to 

‘ ‘gather into one the pathetic scenes of separate stories, at the 
expense of dramatic unity. These things show that if he really 
adopted the stage as a means of conveying the newer light, it 
became to him an end, which he strove to perfect in his own 
way, and without surrendering his philosophy.

He felt himself, as A^ristophanes tells us, in direct oppo
sition to AEs'ohylus, whom he criticises more than once. 
There are not wanting cases where he seeks to correct 
Sophocles also, 'but nothing is more rema^kahle than the 
small number of allusions or collisions between rivals on the 
same stage, and often in the same subjects. Yet they could 
not but profit by the conflict. It seems to me, however, that 
as Euripides was the poet of the younger generation, and of 
the changing state, he acted more strongly on Sophocles than 
Sophocles did in return, and though we may see in the Ba^t^chcc 
much of the religious resignation of Sophocles, we see in the 
I^hiih^i^l^c^tcs a great deal of the economy and of the stage practice 
of Euripides.

The next generation, while leaving the older poet all his 
glories, declared decidedly for Euripides ; the poets of society 
embraced him as their forerunner and their model j philoso
phers, orators, moralists—all united in extolling him to the skies. 
T'hus the poet who was charged with writing for the vulgar, 
with pandering to the lowest tastes of the day, with abandoning 
the ideal and t^e eternal for the passions and interests of the 
moment—this is the very man who became essentially the 
poet, not of his own, but of later ages. He was doubtless, as 
I have already said, an inferior artist to Sophocles ; he was 
certainly a greater genius, and a far more suggestive thinker.’

§ 227. The old critics paid much attention to this author, but 
are unfortunately not often cited. Dic^searchus is the earliest

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

c c 2
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mentioned, especially in the Argume^nts, then Aristophanes of 
By^zantium, and his pupil Ca^llistratus, as well as other Alexan
drians, and Crates, but Aristarchus is only . mentioned once in 
a note on the Rhesus. Didymus is the most important, and 
most cited, and a commentary by Dionysius, added to his notes. 
The present collection of scholia, though it must have then 
existed, was unknown to Suidas. They were first edited on 
the seven popular plays, by A^rsenius (Venice, 1534), and often 
since. Those on the Rh^esus and Troades were first given from 
the Vatican MS. (909), in the Glasgow edition of 1821. This 
copy also supplies fuller notes on other plays, all of which have 
been carefully edited by W.. Dindorf in his Scholia Grcce^a in 
Eurip. (Oxon. 1863), with a good preface]* There are only 
full notes on nine plays, viz. Hecuba, Orestes, R^Juenissce, 
Hippolytus, A.C<^cstis, A^r^c^i^o^m^ache, Tr^oades, and Rhesus. On the 
rest there is hardly anything, about a dozen notes each on the 
I^on, H^et^cules Fu^r^ens and J^eectra; on the others ever,
less. The history of the influence of his plays on the Roman 
and ^^dem drama is very curious, but I must refer the reader 
for this and other details to my larger monograph on the poet?' 

§228. Eb)iu^g^raphical. I proceed to notice the principal 
MSS. and editions. The extant MSS. have been carefully 
classified by Elmsley (Pref. to Medea and ^a^cch.'), by Dindorf, 
and by in the preface to his Medea. None of then*
contains all the plays. The older selection contains the nine 
plays of the Vatican MS. just mentioned, but of these the first 
five are in a Venice MS., which is the oldest and best, and 
six in a Paris MS. (A, 2712). We accordingly have these plays 
better preserved, and with scholia. The rest are extant in 
two fourteenth century MSS., the Laurentian C (plut. 32, 2, 
at Florence), which contains all the plays but the Troades and 
a portion of the Ba^cchce, and the Palatine (287), at the Vatican 
Libraiy, which contains seven of the latter section, except the 
end of .Hera^clc^d^ce. Thus there are three plays, the Hercules 
Furens, the Helena, and the Electra, which depend upon the 
Florentine C alone, which has only been of late collated once

1 E^iripiic^es, in Mr. Green's series of classical writers. (Macmillan,
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(by de Furia) for the edition of Matthi®, An examination of 
this codex on the Helena and Hercules Furens proved to me 
that a good deal of help might still be derived , from another 
and more careful collation. The same result appears from the 

,reCent collation of the Eieectra by Heyse,’ More recent copies 
need not here be mentioned. Most critics are now agreed that 
all these texts are full of interpolations, arising froin repeti
tions, school reading, and from additions to the choral odes by 
grammarians. As to editions, four plays {Medea, Hippolytus, 
Alcestis, An^^i^omachie) were first edited by J. Lascaris, in capitals, 
at Florence, about 1496—a rare and undated book. The 
proper pr^n^ceps edition is that of Aldus (1503), containing 
eighteen plays, the Eledra not appearing till 1545 (Victorius, 
Rome). This edition is based upon good MSS., and its value 
is much greater than those which succeeded it, and which I 
therefore pass over till the studies of Val^c^k^e^na^er, whose 
Diatribe on the fragments marks an epoch. I have already 
noted all the good special editions of each play under its head
ing. Of late critical editions we may mention that of Matthi® 
(1829-39), of Fix, in Didot’s series (1843), of A. K^i^rchhoff 
(1868), of Nauck (Te^ubner), of H. Weil (sept tragedies, Paris, 
1868), and of Mr. Paley, who has given us a text and commen
tary in three volumes (i^l^f^o). Besides the versions of single 
plays already mentioned, there are translations of the whole 
works into German by Bothe, Donner, Hartung, Fritze, and 
K^ock, into French by Prevost and Brumoy, into Italian by 
C^armelli (Padua, 1743), into English by Potter (reproduced in 
Valpy's classics, 1821), and by Woodhull (1782, four volumes). 
Carmelli and Woodhull not only give all the plays, with many 
good notes, but all the fragments then collected by Barnes and 
Musgrave, with an index of names and even of moral senti
ments. There is also an edition of four select tragedies pro
duced anonymously in 1780. T'here are unfinished lexicons 
of Euripides’ diction by Faehse and Matthi®.

' Cf. Hermes, vii. 252, sq.
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CHAPTER XVIII.

THE LESSER AND THE LATER TRAGIC POETS.

§ 229. Nothing is more remarkable than the deep shade 
thrown over all the other Greek tragic poets by the splendour 
of ’the great Triad which has so long occupied us. It may 
perhaps not excite wonder that their contemporaries should be 
forgotten, but we are surprised that of their successors none 
should have stood the test of time, or reached us even through 
the medium of criticism. Nevertheless, of the vast herd of 
latter tragedians two only, and'l^vo of the earliest—Ion and 
Agathon—can be called living figures in a history of Greek 
literature. And these, as it happens, encountered the living 
splendour of Sophocles and Euripides. Moreover, our scanty 
information seems to have omitted some of the most popular 
of the later play^vrights, for of the 700 tragedies which are 
attributed to them in the notes of Suidas and elsewhere, we can 
only find fifteen victorious pieces. Who then won the prizes ? 
or was the taste of the Athenian ochlocracy so conservative, 
that they persisted in reserving all the honours for reproductions 
of the old masterp^^i^^es? If this 'were so, how comes it that 
the writing of new and unsuccessful tragedies became so 
dominant a fashion ? And yet even the Pod.ic of Aristotle, 
which treats mainly of the laws of tragic poetry, hardly men
tions any of them, and then almost always by way of censure. 
This much is therefore certain, that while comedy was making 
new developments, and affording a field for real genius and 
for ' real art, tragedy, though for a time maintaining its import
ance and even its popularity, had attained its zenith, and its 
later annals are but a history of decay. Of the older poets, 
who were contemporary with Sophocles and Euripides, we

    
 



CH. XVIII. ION OF CHIOS. 391 

hear in Suidas of Ari^sl^a^rchus O Tegea, the author of 100 plays, 
and only twice a victor, from whom Ennius seems to have 
borrowed his A^chilles; also of Achm^is of who con
tended with Euripides in C^1. 83, who only won once, though 
the author of forty-four. The scholia to the Medea of Euripides 
cite Ne^ophron or Neophon as the author of the poet's model, 
aiid quote from him two good fragments, which, when supple
mented by the soliloquy of his Priam from Stobseus, seem to 
indicate some talent. But t^iese scanty hints, and the notice 
of Suidas that he first brought on the stage tutor-slaves and 
the torturing of domestics—whatever that may mean—are alL 
that remains to us of his 120 dramas.

: § 230. But we hear a great deal more of Pon of Chios, who 
was in many respects a remarkable figure. As he told of his 
having when a youth met K^imon in society at Athens, his 
birth must fall about C^1. 74; his death is alluded to by 
Aristoph^i^«^<5 ■ as recent, I suppose, and therefore shortly 
before 01. 89, 3. Though in character as well as in birth 
a pure Ionian, he seems to have lived much at At^hens, and 
from a drinking song quoted in Al^h^c^n^asus appears also well 
acquainted with Spartan traditions and cults. But these could 
have been learned from K^i^mon's aristocratic^l society at 
A^t^hens, as they always affected Spartan style, in the same man
ner that foreign nobles of sundry nations mimic Englishmen. 
Ion seems to have met iE^s^hylus, and possibly Sophocles, at 
the opening of his career, and to have been a much-travelled 
and social person, of large experience, agreeable manners, and 
ample fortune. Perhaps he is the earliest example of a literary 
dilettante, who employed his leisure in essays of various sorts 
of writing. He composed elegies,^ melic poems, both dithyrambs 
and hymns, especially a hymn to Opportunity (Spi’os Katpov), epi
grams, tragedies, and prose works in Ionic dialect—the latter 
either on the antiquities of Chios, or in the form of memo^irs 
(called also fvtSi/p/ai and avv£:srii^riTii^o(i). These latter, which 
must have been a novel form in literature, are often cited by

■ Pax, 835, with a good scholion.
■ Cf. above, p. 192.
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Plutarch and A^lh^e^n^seus as valuable historical sources, and were 
discussed in a special work on Ion by Baton of Sinope.

We are here, however, concerned with his tragedies, of 
which the number is variously stated from twelve to forty. 
Perhaps the lesser number refers to trilogies. He first con
tended in 01. 82, was unsuccessful against Euripides in 87, 4, 
but when afterwards victorious, sent the A^thenians a present 
of Chian wine. We have ten titles, some of them ver^ curious, 
e.g. the Great Drama (Mtya cpiifxa). His satyrical play, the 
O^mphale, was very popular. None of the fragments are 
sufficient to give an idea of the plot, but their style is good, 
and the expression easy and elegant.

Acha^-us of Eretria flourished between C^1. 74 and 83, but 
only gained a single prize out of forty-four dramas. He is 
once praised as second only to REschylus in satirical drama. 
Al^he^n^aeus speaks of him as smooth in style, but at times dark 
and enigmatical. His scanty fragments afford us no means of 
correcting this judgmei^tt

§ 231. We may pass next to a poet whose figure comes 
before us with peculiar clearness in the pictures of Plato and 
Ar^istophanes. Whether their portraits are faithful is not easy 
to say, but it is not likely that they were far from the truth, 
especially as they are not inconsistent, though very dissimilar 
in many respects.

In the opening of the The^im^O^Phoii^a^iuia Agathon (son of 
T^s^amenus) is appealed to as an effeminate and luxurious man 
whose soft and sensuous poetry was the natural outcome of his 
nature. A specimen—of course a parody—is given of an alter
nate hymn between the poet and his chorus, which is not with
out grace and beauty. But this satirical picture is much 
modified by the hearty friendliness of the allusion in the Frogs, 
where Di^onysus, in reply to Heracles, who asks about Ag^athon 
next after Sophocles, says ‘ he is gone and has left me, a good 
poet and a deep regret to his friends. H. Whither has the 
poor fellow gone? D. To the feast of the blessed.' The hos
pitable and social side of the man is not less prominent in 
Plato's Symposium, the scene of which is laid in his house, where 
he acts the part of a most gentlemanly and aristocratic host,
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and makes a remarkable speech on the nature of Love, which 
may possibly be drawn from his writings, but of this no evidence 
Temains to us. There is indeed a corrupt passage in Diony
sius, which makes him, with L^i^c^y^mnius, a pupil of Gorgias, 

I and this hint has prompted Blass * to analyse with care his 
speech in the S^ymposi^^m, and his language in the parody 
of Aristophanes, to detect Gorgian features. There seems to 
be strong evidence in the speech, which is evidently a dramatic 
imitation of a peculiar style, that A^g^a^thon did borrow its 
complexion from his friend Gorgias. There is the same atten
tion to a fixed and obvious scheme, the same love of playing 
upon words, and seeking alliterations. As these features recur 
in the odes ascribed to him by A^i^istophanes, it is probable 
that his style ■ was really formed fr^^'the orato^ of the great 
Sicilian.

Though he is proved by these and many other allusions 
and anecdotes to have been a prominent figure in Attic soci
ety, we have very few facts transmitted about his life. Bom 
about C^1. 83, he first gained a prize in 01. 90, 4, and is men
tioned as having praised Antiphon’s great defence of him
self to the orator, who felt consoled in his condemnation by 
the approval of one competent judge among the ignorant 
public. He left Athens before the end of the 93rd 01. for the 
Macedonian court, where the good living and absence of sharp 
c^riticism probably suited his easy-going and perhaps indolent 
genii^!^; and there he died in the prime of life, before 405 b.c. 
Inhere remain to us the titles of only seven of his tragedies, 
Thyestes, the Destruction of Il^um—in which alone, says the 
I^oetic of Aristotle, he failed—AiCm^ieon, Aerope, Th^yestes, and 
lastly the Flower (in^Qog), so strange a title that some critics 
consider it a false reading for some proper name. But as we 
are tolld 2 that both the characters and the plot were in this 
play invented, the curious title is not imp^^l^^l^l^; and we 
have here an original attempt at a tragedy departing from the 
received myths, consequently from all religious basis, and a 
notable advance in the history of the drama. We learn from 
the Poetic also, to me a suspicious source, that he was the ori-

1 Attiiche Bcredtsamke^, i. 76. ’ loet. 9.
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ginator 6f the habit of composing^, choral odes loosely or not at 
all connected with a plot—an innovation ‘commonly attributed 
to Euripides. The few extant fragments, as well as the speech 
in- Plato, pbint to ' great neatness of style,' and an epigrammatic 
turn, which the Attic Waiters' called or rhetorical
finish. This qualitymakes him a favourite source of quotation 
with Aristotle. We find, therefore, in Agathon an independent 
and talented artist,'wbrking on the same lines, and in the same - 
direct;lc^r* as Euripides, but without his industry or philosophic 
seriousness. ' '

§ 232. The case of Critias is more difficult to decide. 
One play, the Sisyphus, often ascribed to Euripides, seems- 
to ^^^ve been composed by Critias, but the frank atheism 
expressed in the extant fragment makes us think he did not 
mean it for public performance. A^nother, the Peiriihous, is- 
doubtfully ascribed to him by Ai^h^e^^seus,- but elsewhere called 
Euripidean. Thus the tragedy of Critias seems to have been 
distinctly intended to convey sceptical views in theology and 
in natural philosophy, outdoing the more artistic and reticent 
character of Euripides’s teaching.*

During the same period the families of the great tragic 
poets were either reproducing, or composing, with some success. 
T^wo sons of vEschylus were* tragic poets, one of whom, Eu- 
phorion, succeeded four times with unpublished plays of his 
father, and defeated Euripides in 01. 87,4. He also composed 
original plays. lophon, son of Sophocles, is spoken of as 
gaining victories, and also as a bad poet. But the grandson, 
the younger Sophocles, who produced the CEdipus Colone^ts, 
was of more repute, and often declared victor. The younger 
Euripides, nephew of the great poet, is not promii^^i^^ There 
appear also among the descendants of Asschylus his nephew 
Philocles, an ugly and mean-ilooking man, who defeated 
Sophocles’ CEdipus Rex; and then a series of grandsons and 
nephews—Morsimus, Melanthius, Astydamas, and a younger 
Philocles. These men are chiefly known by the ridicule of the 
comic poets, which has immortalised a host of obscurities.

‘ His prose works will be noticed hereafter.
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The famous passage in the ’ gives us Aristophanes' judg
ment on this herd of^ tragic poetasters, whose names are not 
worth enumeration here. ' I Will only 'observe that the German 
critics have adopted far too literally the scorn and ridicule of 
Aristophanes, who was. often an- unfair '.critic, and probably 
gave rein to private spite and part^ feeling-in many of his judg
ments. If we had only his ridicule Of Agathon in the- Thesmopho- 
riazusa preserved, and had lost the and Plato's Sympo
sium, I have no doubt Agathon would occupy a very different 
place in the judgment of learned' philologists. Of the lesser 
poets Meletus has gained notoriety by his attack on Socrates ; 
Critias by his political activity, and his elegies, of which no
mean fragments have been pr&^i^i^r^v^d; there was also Diony
sius of Syracuse, whose vanity and anxiety to j^i^^ceed in 
literature were of old much ridiculed. His poems were recited 
with great pomp at Olympia (98, i), and received with jeering 
and laughter. He really studied, and had his works revised 
and criticised by Philoxenus and the tragic poet Antiphon ; 
it is probably an Attic joke that he died of joy at a victor}' 
gained in the At^henian Lensea (C^1. 103, i).

’ vv. 89, sq. : HP. oiKa\^v ei-ep' 6<tt’ ^yraSSa peipcutvXXia 
rpaypSlas toiovva t-AUv i fipia, 
EVptirlSov f) a^rraSUp Aa^iar-cpa ;

AI. ^Truf^uX^Oies raur’ ^a’rr) arapt^A^^ara,
XeAti^tSvay p^c^^treta, Ka^Siiral tex^u^ris, 
& i^povSa OH'^Tov, 1)y pi^voy x^^pby AcifiT!, 

8.va£ irpt^a^i^t^i^^ftrcayra tT rp^ey/pp^lf. 

yi^ytp^oy se ttoittV tlv oux eSpots ?ti 
Qt^'ruy Sv, i^trns l^fipa. y^evyeuoy Xaicoi.

HP. s^ias yi^ytpoy;
AI. yt^jtip^oy, l^ur^is

rotovroyl n •^a^pa^teet^^t^^^i^^^^peyoy, 
ai^Oepa Aihs Sapantoy, b XP^vov 

b piy oi^K iOeAoytray opiaat (caff tepay,
yAi^raty V ^tr^opx^^ira^iray tSUiriis (pp^ySs.

HP. o-B 88 tout' i^p^^<Tlcy^; AI. pSAAbi vAyiy palyopat.
HP. b pby KoflaAA y’ t^irrty, as (^al «^0 8o(ce?. 
AI. pb tSv ipbv olicet yoyy ‘ ?xe‘s ySp oIkIo^. 
HP. f^ctl pby t^s^yj^yas ye s^ltp'tri^l^pa (H^tyeeru. 
AI. Settryety pe StSa^t^Ke.
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The later notices of tragedy are not clear enough for any 
short survey. I must refer the reader to the careful discussion 
in Welcker^s third volume, and the long summary in Bemhardy. 
The school of Isocrates produced one man, Theodec^tes, rather 
a rhetorician than a tragic poet, wh<> was honoured with the 
friendship of Alexander and Aristotle. ^hen follows the head 
of the dva^y^ibxr^TiKoi, Chaeremon, who wrote for a reading public, 
and altogether in that rhetorical style which infected all later 
tragedy in Greece, in Rome, and in the French renaissance. 
The A^lexandrian tragedians, the best seven of whom were called 
the Pleias, and who were thought in their day very wonderful 
people, do not concern us in a survey of Greek classical 
literature.
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CHAPTER XIX.

THE origin of comedy—THE DORIC SCHOOL, EPICHARMUSr 
SOPHRON—THEOCRITUS AND HIS SCHOOL.

. § 233- ‘ Comedy did not attract attention from the begin
ning, because it was not a serious pursuit. Thus thearchon did 
not assign a chorus to the comic pbets till late, for they were 
(at first) volunteers {e9c\ovrai, apparently a technical term). 
But it was not until it had attained some fixity of form that its 
poets are recorded as such. It is forgotten who fixed its cha
racters (masks) or style, or number of actors, or such other 
details.’ This is the statement in Aristotle’s Poetic, from which 
all historians of ancient comedy now start. While tragedy, 
being distinctly associated with religion, soon came under state 
protection, comedy, which was indeed a part of the Dionysiac 
feast, but a mere relaxation of revelry, was allowed to take care 
of itself, and to develop as best it could. _ But in most cases it 
was found that the political and social license of democracy 
was favourable to its claims, and its political capabilities raised 
it to great glor^ in the old Attic school of Aristophanes. This 
side of comedy gave rise to part of the claim justly made by 
the Dorians, that they had originated both tragedy and comedy * 
—a claim the more reasonable, as it is clear that the Dorians 
were the originators, and the lonians the perfecters, of many 
forms of literature. ‘ Wherefore (says Aristotle) the Dorians 
lay claim to both tragedy and comedy, to comedy the people 
of Megara, both those of this (Nissean) Megara because of' 
their democracy, and those of Sicily (on account of Epichar- 
mus). And they cite the terms used as evidence. For the. 
outlying villages which the Athenians call Sijfioi they call Kw/at, 
as comedians were so called-not from joining in the K&fios
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{procession of revellers), but on account of their wandering 
through the villages, because they were held in no repute 
in the city.' This derivation of is probably the
right one, and does not conflict with the term rpvyydia, the 
song of the lees, or of the vintage feast, at which time such 
-^i^'^-ersions have been common with all southern nations. 
Another passage in the I^oetic which speaks of domedy being 
•^i^ij^inally impromptu, and being derived from the phallic pro
cessions, still common in most Greek towns, is not so accu
rate, and only means that these phallic processions were carried 
on both at the season, and in the frame of mind which suited 
the old rude comedy. The phallic feasts of the Egy^ptians, 
described by Herodotus,* show this combination of the 
worship of nature, and of satirical and comic personalities. 
But there is no evidence that these processions, even when 
they gave rise to special hymns, of which we have traces, ever 
adva^iced to any dramatic form. Of course this account of the 
origin of comedy, which is evidently historical, disposes of the 
.remark in the Poetic, that what is called Heimer’s Margites was, 
the first model of comedy, as the Iliad was of tragedy. T^his 
poem was probably the earliest attempt at drawing a genuine 
character from a ridiculous point of view; but I am not sure 
that the Th^e^rsites of the Iliad could not have served the 
purpose just as well.

It results from the obscure origin of comedy among village 
people, that it should develop itsellf variously, according as 
the same seed fell upon various ground, both as to circum
stances and as to the special genius of the men who raised it 
into literature. But there is one great division which we may 
separate at once, and relegate to after discussion—I mean the 
Attic comedy, which, though apparently imported from Megara, 
and long dormant, in due time developed into a great and 
fruitful branch of Greek poetry, with a definite progress and a 
well-determined history. The other branch, to which we now 
turn, is rightly called the Doric, because we find it among no 
other Greeks than Dorians, and almost everywhere among 
them, but differing so widely in form, tone and temper, accord

* 58.
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ing to its age and home, that there is perhaps no name of 
wkJer and more various acceptation. But, in the first instance, 
the reader should be warned against taking the Spartans of 
history as representativ^e^s^. of the Dorian type. Whatever they 

l may have been before the Ephors reduced them to a camp of 
ignorant and narrow-minded soldiers, under what is called the 
L^yc^urgean discipl^^ie—this much is certain, that all other 
Dorians—Megarians, Argives, Italiots, Sikeliots, Rhodians— 
differed widely from the Spartan type. We might as well take 
the Roman type as representative of those lively volatile Italic 
people, out of which they rose by a peculiar history, and 
peculiar social and political conditions.
” § 234. (a) The Spartans had a sort or comedy, in which 

players, who were called acted in pantomime certain
c^omic parts, apparently of both special adventures (such as 
those of a thief) and of characters (such as that of a foreign! 
physician). AtA-i^Xw is said to be synonymous with 
A^pparently those who represented women were called /3puaz\- 
\ucTa.i.. These actors were, as might be expected, held in 
contempt by the Spartans, and were always either periceci or 
helots. Thus a reply of Agesilaus, given by Plutarch, ex
presses the contempt which grave persons of the Periclean ■ 
type would feel for a ‘play-actor.' (b) The efforts of the 
Megarians are more important,’ though hardly less obscure, 
inasmuch as through Susarion they led the way to Attic,/ 
and through their Sicilian colony to the highest Sicilian, 
comedy. The violent political conflicts in which the citizens 
were engaged seem to have excited their natural taste for 
lampoon and libel, and in the democratic period which 
followed the expulsion of Theagenes (about 6co b.c.) they-, 
developed a rude and abusive comedy, which is only known 
to us through the contemptuous allusions of the old Attic 
comedians. It was probably never written down, so that 
only stray verses survived.2 Susarion wandered into Attica

1 The phallic pomps celebrated at Sikyon and the neighbouring Doric 
too^ns! of Achaia can hardly be identified with even the widest acceptation 
of Doric comedy. ,

2 Strangely enough, the extravagance of their stage appliances (purple
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about Ol. 50, a^d was said to have performed in Attic villages- 
The lines against women cited as his are not genuine. T^ol^ynus 
is called the inventor of the metrical forms, but is probably, 
as Meineke has suggest^id,’ confused with the celebrated Te^l^l^e^n,^. 
an early flute-player, whose epitaph in the A^nthology says • 

-he was yvOvra ytXotofithtiv. Of Myllt^s' we know
only the proverb ‘ Myllus hears everything,' which seems as if 
he had represented the daily failings of his townsmen upon the 

. stage. Madson Was the most celebrated, but was perhaps a 
Sicilian Megarian, and was popular at the court of the Pisistra- 
tidae. Character masks were called Masons, and on one of 
the He^imise at A^thens was inscribed his gnome, a’vr' 
AyafUffVora. Crjirav 'Amaot.

§ 235. (c) We pass to the more important Sicilian branch 
of Doric comedy. The earliest of whom we hear anything^, 
is Ari^stoxenus of Selinus, placed by Eusebius about Ol. 29,. 
who is spoken of as / the originator of those who recited,, 
iambics according to the ancient fashion.' 2 The word tap- 
I3i£eiv was early used (like ye^ivpip^f^iv) for lampooning, and 
we may be certain that among the rich and prosperous^ 
Sicilians there was ample time and occasion to encourage this- 
sort of amusement. Cicero and Quintilian speak of the Sici
lians as particularly quick and lively people, always ready with, 
a witty answer even in untoward circumstances, much as the 
Irish would be described by an English stranger now-a-days. 
But I think the Germans are wrong in inferring that this Roman 
description applies to the Sicilians as compared with other 
Greeks, and not merely to the contrast Cicero felt to the stupid 
R^c^man boors, who, like the English rustic, combined political 
sense with social ignorance and dullness. But the Sicilian 
smartness at repartee,' and their love of gossip and amusement, • 
arose not merely from the lively Greek temperament, but from 
this combined with material wealth and political education.

hangings) is cited by Aristotle (Nic. Eth. iv. 2, § 20) as an example of 
wastefulness. But this was in the fourth century B.c.

' Hist. Com. p. 38.
’ Hc^phaestion adds a specimen of his anapaests : rIs &\a£oylay nKflotay 

rapexet ii/BpiiTtav; to! (dvrai.
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The splendour of the Syracusan court under Gelon and Hieron 
developed, among other literary forms, that of a distinct and 
real comedy, in which three masters distinguished themselves 
—all in the earlier part of the fifth century b.c. These were 
Epicha^rmus, Phormos and Deinoloc^hos. Concerning the pre
parations for this comedy, the obscure forerunners of these 
men, and concerning the details of their performances, we are , 
totally in the dark.

• Of the latter two we only know that Ihioi-mis (perhaps 
a local form for Phormois') was contemporary with Epichar- 
mus, and came from the district of Masnialon in Arcadiii; that 
he was intimate in Gelon's palace and the instructor of his 
C^iil^i^<^n; that he was, moreover, so renowned in war under 
Gelon and Hieron as to justify his dedicating, certain offerings 
at Olympia, which Pausanias describes ; and that he was the 
author of six comedies on mythological subjects—Admet'u^.,\ 

the Fall of Riion, PerseuSiSac., of which not k single 
fragment has survived. He also improved the stage dresses 
and hangings.

Dein^ilichis, who is placed in the seventy-third C^1. and called 
a pupil or rival of Epicharmus, composed fourteen dramas in 
the Doric dialect, which are only cited about a dozen times 
by grammarians for peculiar forms. The titles known are t^ie 
Amazons, T^elcphus, Medea, AittJ^^a, and the Comic Tragedy, v 
So far as we can see, these two men developed that peculiar 
form of comedy for which Epicharmus also was famous, that of^ 
the travesty of gods and heroes. This mythological farce of 
the Sicilians is thought by the Germans to have differed from the 
satyrical dramas of the Attic tragedians in that the gods and 
heroes were here t^iemselves ridiculed, whereas in our extant 
satyrical drama, the Cyclops, the hero Odysseus retains his dig
nity, but is brought into the society of Silenus and his lazy and 
wanton followers. It seems to me, however, that there is evi-

Tliis is iSobeckbs But cu^iot^ss variatojn in the name tmd
the tiegle meeiive vf Phvrmit, ihe geeeral vr warrior, by Paataeiat, have 
led Lvreez, I thiek jattly, iv dvabi the ideeiiiy vf ihe warrivr with the 
cvmediae, aed attame ihe Saiier iv have beee PUvrmot. Cf. hit 
charmis, p. 85, evte.

VOL. I. D D
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<(^nce of a close relation between the two. branches, as will 
presently appear. '

§ 236. EPicharmus was a much greater man, and accord
ingly somewhat more of his work and influence has survived. 
On his life we have only a short and dry article by Diogenes 
Laertius, who classes him among the philosophers, without 
mentioning his comedies, and a jumbled notice in Suidas, 
which seems altogether untrustworthy when it contradicts the 
statements of Diogenes. A^c^ording to this latter, Epichar- 
mus was the son of Elithales of Kos, and came, when three 
months old, with his father to the Sicilian Megara. If he .was 
a follower of Pythagoras during his life, he must have visited 
Magna Gnecia. But he afterwards removed to Syracuse, which 
claims the chief honour in being the scene of his works. Dio
genes’ account of his writings is very curious and unsatis
factory. ‘ He left memoi]^i^(vooxiii);/^c^7^«), in which he f^uai^oXoye'i, 

iar^poXoyet—^idiscusees nature, utters moral gnomes, 
and gives medical This implies that the com
piler had access only to ^S^^^eh^c^t^ion of notable passages from 
his worr^;^,' and did not 'j^now his comedies. He adds that 
he marked them as his own by anagrams, which looks .as if 
the writings were spurious!,- and we know that fafse Epichar- 
mian writings were exti^i^t; also that he died aged ninety years. 
Yet the main substance of this notice seems to be Jtue. The 
poet was bom about C^1. 60, and must have visited Ma^hS^U^rrecia. 
before the break-up of the Pythagoreans in C^1. 68. Whether 
he really entered the Pythagorean order we do not know. On 
his return to Sicilian Megara, he set himse^lf to giving a more 
literary form to the rude farces which already existed among the 
Mega^rians. About 01. 73 he appears of great fame at the court 
of Gelon, and more especially of Hieron in Syracuse, where 
he met the greatest literary men of the day, and died at a great 
age.

§ 237. The notice that he added letters to the alphabet arises 
either from some later letters being first a^dopted in his works, 
or from his intimacy with Simonides at Syracuse. It is not 
impossible, as Simonides did adopt some additions, that he 
persuaded Epicharmus to spread their use in copies of his very
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popular plays. There are two or three anecdotes preserved of 
his intercourse with H^ieron. The best epigram upon him is not 
that quoted by Diog^enes, but one remaining to us among the 
poems of Theoc^ritus, which seems genuine. We must imagine 

, the court of Hieron, notwithstanding his occasional cruelty and ' 
suspicion, as the most brilliant and cultivated centre in the 
Hellenic world.. It is likely that Epic^ha^r^ius here met not 
only Simonides, but also Bacchylides, Pindar, and iE^sc^hylus.'

. We must add to this list an acquaintance with Theog^nis, who 
Resided at the Sicilian Megara during the poet's earlier years 
Being 'thus in contact with the greatest literary men of the age, 
he was not less familiar with early Greek philosophy. Pythag^oras 

'(ve have already mentioned. There are remaining distinct, allu
sions, perhaps polemical, to the opinions of both X^enophanes and 
He^raclei^tus. Nay more, so profound were the speculative allu
sions in his comedies, that they see^?to have been gathered, and 

^to have obtained great import&Trd'e at On early date, so much so 
that his latest biographer holds him fb haVe composed a didactic 
poem TTtp'i <PfT(UQ, on nature. T^is*j^c^'ti^^, is, 'however, in itself 
improbable. The obscure notice? of his medical, and even 
veterinary, treatises rest on equally untrustworthy grounds. But;' 
his comedies were very widely known and qrn^^^d; and in them 
he was said to put forth his views in dramatic form, perhaps 
for safety5> sake, as may have been the case with Euripides. 
Plato-k^iew them well, and cites them as Heraclitic in tone, 
and the work of the chie:f of comic writers. 2 The younger 
Dionysius wrote about them. The most important work upon, 

diim was the critical essay of Apollodorus, in ten books. Ennius 
compiled a poem called Epicharmus from his philosophical 
utterances, of which a few lines on physical speculations survive, 
which were perhaps put into the poet's mouth.®

1 He is even said to have ridiculed the latter (Schol. yEsch. Eumen. 
626) for his constant use of the word <riiiai:<poVi4.fivas.

7 Thetet. 152 D.
5 The statement of Horace, (Dicitur) Plautus ad exemplar Siculi pro- 

perare Epicharmi (Epp. ii. I, 58), has given rise to great discussion. He 
mentions this as only the theory of the critics who liked old Latin poetry, 
and compared it with great Greek models. But * properare ' is a curious 
word, and seems only to apply to the easy flow of the dialogue. There 

DD2
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§ 238. We have- still the names and some fragments of the 
thirty-fiive comedies acknowledged as genuine.* Our frajg^ent;s 
do not tell us much about the plots of these plays ; but it is more 
than probable that there was not much plot, as is the case even 
with the old Attic comedy, and that the whole interest lay in a 
clever dialogue, and the working out of single comic scenes, in. 
which either celebrated myths were travestied, or philosophical 
notions aired and parodied. There is also reason to think 
that rhetorical subtleties, such as antitheses, and other devices 
which led to the system of K^orax and Tisias, were also ridi
culed, and that accordingly the first beginnings of Greek elo
quence are here to be detected.® Lorenz, in his monograph., 
compares with a good deal of point the simpler pieces of 
Moliere, such as the Mariage The love of eating and
drinking, So prominent in Sicily, suggested to him - his travesty 

. called the Of JTebi: (i^ii^li iii wl^ii^ll tt^^
seems to have occupied most of t^e play, and in which the 
gluttony of the godsViv^a^Sj^c^rlt^r^^^isd.^ On account of the
numerous dishes citgdjwe have it quoted, some forty times, by 
A^then^us, in its two-edifions. A^then^us has also preserved to’ 

is no evidence of any plot of Plautus being borrowed from Epicharmus. 
The prologue of the Menacht^i. only. $s^irts Sicilian scenery and mannc^is- 
in the play, and is, moreover, probabl;y Spurious. The Romans copied the 
new Attic comedy in these plays, their’AfeljanK or farces were taken from. 
Italic or Sikelic sources.

' They may be divided into three classes—mythological travesties, 
such as the ’Axvkos, yapas, brought out afterwards in a new
edition as MoCtooi, ’05vi!:atvs a.rix^aX.as., ’05vaaebs vavay&s, &c. j character 
plays, such as ’EAi-lir 1 wKaaVras, 0eapat, ’Eirii^litios ; and lastly, dialectical 
plays, based on the love of dispute and argument among Sicilians, which 
seems to have been quite as remarkable as it was at Athens. This class 
is represented by his TS Ka. BiXaa-ira, the contest of’ sea and land (as to 
advantage), and the Ai-yos (ca! Xaylva.

2 Cf. Blass, A//. Ber. i. p. 17.
* Lorenz, p. 226.
4 Here is the picture of Heracles at his dinner (Lorenz, p. 223) :— 

v^H'rov phv aH k' tSais vtv, iiraOiivats.
fipi/iei p.iv 5 K/dpuTyi; i^vSof, i^p^/iei S* a yyi^dffas, 
X'oOpet S’ 5 y^^ifpias, rirptye S’ i KvvdS'wv, 
ff/fei S« rats {t/’eaa'i, ^tve7 S’ oSara.
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us his picture of the parasite, a character first invented for the 
stage by him, from the ’EXir/c, a character comedy.* A great'" ' 
many of the other .fr^agments are likewise upon dishes and 
,eating. '

•; By far the most important philosophical pa.ssages remain- 
• 'hn? to us are, however, preserved from another curious and 

accidental source. Diogenes, who says nothing of Epicharmus’ 
comedies in his short official notice of the poet, quotes in his 
life of Plato, a Sicilian rhetor, Alkimos, who wrote a book to 
show that all Plato’s doctrines were borrowed from Epi^har- 
mus. In support of this theory, which owes its existence to 
the Pythagorean and Eleatic elements in Plato’s teaching, 
which the Sicilian poet brought on his stage, several dialec- 

metaphysical, and rhetorical arguments are quoted.^ 
The discussion of their deeper import, howev^c^r,- belongs rather 
to the history' , of philosophy than of literature. The narra- 
.tive form, which seems predominant in» his*’ plays, has misled 
Lorenz and others to ascribe these passages'’t:o a poem vep.

§ 239. As there never was but one theatre at Syracuse 
—that of which the magnificent remainS stjjjl strike the traveller 
of to-day—^we must conceivg these comedies performed, in it, 
probably with a chorus hke 'tiiat of modem plays, and not a 

SwSetrryi^'U rip 8<t piivoy, .
KO^I r^ip \^&pri KwiSif Se?
ti)vii Si x^^ptets r^ iip.\ «ol .roKvP
'yCKu^ra rbv ii^*rtWyr’
KiX Kii ns avrlop n Afj riipip Keyetv, 
r^ptp KuSa^opai re Kas^’ &p {^^x^dpap. 

K^sri^i'ra iroAAti Karaipiytip, stSAA’ ip^p^t&p, 
Sst^ilti. Kvxpov S' o^ix & ''ra'is m<». appt^^pef 
epiru) S' oAiaOpd^tip re n^ial K^^a o^i^Ktos 
ipppos' Skku S’ 1pTl^;^<e rots s^i^/^im^li.ois, 
Top^ oTiip a-paSSp is^it^i^'^^ rots Oiois, Sri 
oP K&pn stKeiop ^AAa pcu^•^lytep rl, pe. 
^ir«l Se iheo) ot^ilSis KarmpOipels,
t^ar^puros eSSu Kal ri per Tpptr' op koO^ 
ls K<t p' Saparos olyos tpptpas.

- 1
• Diog. L. iii. 12, 9, sq'.
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constant element as in tragedy. The dialect of the fragments 
is a refined and literary Dorii:;i the metres, of which the 
trochaic tetrameter was called the Epic^ha^rmian metre from 
his frequent use of it, are simple and correct. We still have 
anapaests and iambics combined with the trochees. There were 
many lines so celebrated as to be quoted all through Greek 
literature.2

If we consider the great celebrity of Epicharmus' plays 
which were brought out at the most brilliant centre of Greek 
literature,' at the town which took up the literary splendour 

■ ruined at Miletus, and only dawning at A^t^he^ns, we need not 
be surprised that he exercised a strong influence on the Attic 
drama. But this is not felt in Attic comedy so much as in 
the Attic satyric drama, where the titles of the plays constantly 
suggest Epicharmian models, and even in the later tragedy,, 
where we find many heroes endowed with low qualities, and 
perpetually appearing bn the stage in a sorry garb and still 
sorrier character. Thus the serio-comic features in the Heracles 
of Euripides' AlcesStis, and especially his voracity ; the mean
ness of Menelaus, and knavery of Odysseus in many other plays, 
appear to me to have been suggested by the great popularity of 
the travesties of the Sicilian comedian. It is not impossible 
that the introduction of philosophy upon the stage may also, 
have been borrowed from him by Euripides, who seems to me 
to have more points of contact with Epicharmus than have yet 
been observed.®

§ 240. We pass to the Syracusan Sophron, son of Aga- 
thocles and Damnasylhs. who lived about the middle of the

1 Yet both Epicharmus and Sophron are cited by the scholiasts as 
writing in the old and harsh Doric dialect, in contrast to Theocritus, who 
writes the softer and more elegant new Doric.

- As, for example :
Ndos Afj Kal pios axobi • T&KKa KoiipP Kal TVipPiH,

Na<j>e Kal in-ippaa' bnaraip • &p0pa ravTa tOv (pepap,
3 The best mcnm^rapgr ph Ej^ichpic^t^ij arts by Grysar (sa Dor. 

sub fiu.), Welcker (Kl. Schrift. i.), Bemhardy (in Ersch und Gruber's 
E^iicyclrp..), Holm, Gesch. Sic. i. 231, sq., and lastly, A. O. f. Lorenz's Epi- 
charmrs which has a complete collection of the fragments in the appendix.

and
    

 



CH. XIX. SOPHRON’S MIMES. 407 

fifth century B^., and composed Mimes, or mimic dialogues, 
probably in rythmical prose, both with male and female cha-' 
racters. His son X^enflrchus followed his example in the time 
of the elder Dionysius, who employed him to lampoon the 
people of Rhegium. The dialect was a somewhat broader 

, ..and more vernacular Doric than Epicharmus', but the dramatic 
force and truth of Sophron's writing made him justly celebrated. 
Not only did Plato study him carefully in order to give life to his 
dialogues, but t^vo of the best of Theocritus' poems, the second 
and fifteenth idylls, are stated to have been directly copied 
from the 'AK£<r^/ta^( and —the former clumsily
(<7Tcopied, says the scholiast, in spite of its acknow
ledged excellence.* Botzon argues that the title of the Isthmian 
'mime was Tat ria '"loOfj.ia, and, what is more important,
points out that, to judge from Theocritus' imitation, it was 
probably an account of the ceremonies of the Lament for 
Melicertes, which were closely analogous to the Adonis cult 
and were, a more natural scene for woinen's conv'ersation than 
the Isthmian games, to which married women were not ad
mitted. As to the •A^Jeestria’., he prefers to translate it the 
Stitchers, and imagines it to have been a dialogue among 
girls, corresponding to the Frenc^h* grisettes, in which their 
love affairs were discussed. From- Theocritus' imitation, I 
think this view wrong, and that it means the Curing WOmen, 
those old half quacks hal^ witches, who are common in every 
superstitious society. But the scantiness of our fragments 
leaves room for nothing but conjectures.

As to the controversy whether the mimes were in prose or 
in verse, I fancy them like Walt Whitman's so-called poems,® 
which, if they survive, may yet give rise to a similar discus
sion. The mimes of Sophron were evidently very coarse 
also—another parallel—and were full of proverbs, and full of 
humour, often using patois, which is very rare in Greek lite
rature. But Sophron's neglect of for^ did not imply a revolu-

* In his careful program (Lyck, 1856). ,
2 Botzon quotes a scholiast on a Hymn of Gregory Na^., which was 

imitated, as to sjyle, from Sophrn^n: oSros yitp pivos rUv tohitHv ^vDpoOs 
rurt Kal kWXois ix/yiaa-ro ,ro»i,T«iC7is it^cCXO'^las KaraippooVitras.
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tionary creed, it was rather a carefully concealed submission 
to the laws of artt We have no hint whatever as to the per
formance of these mimes, but their early date and style 
seem foreign to a reading public, and we may imagine them 
brought out in private society after the manner of the Syracusan 
juggler's performance at the end of Xenophon’s S^ymposium, 
where the marriage ’of Dionysus and Ariadne was pantomimed 
in a very suggestive way. Plutarch’s mention of an attempt a. t 
Rome to perform Plato’s dialogues dramatically seems to point 
in the same direction. We hear that the Latin satirist Persius 
also copied Sophron, apparently with little success in elegance 
or dramatic power. There can, however, be no doubt of the re
markable genius of the man, who was only in part a succe^ssor. 
to Epicharmus—in his proverbial features, and in the por
traiture of ordinary life. But Epicharmus’ philosophic earnest
ness found no Syracusan successor.

The extant titles of these mimes suggest the life and pur
suits of the lower clas^i^si; viz. The Tunny Fishes, the Ntyr- 
(ff^ozitoos or Bride-dresser, i^iaihLKo. Trou^t^l^tis, ’i^tXtevc rar aypoi- 
W-av, the Fisher and the Husbandman (in what relation the 
loss of the verb leaves us in doul^t); The Women who, say 
they draw down the Goddess (moon ?). Also a Pj^omethe^ts 
and a Nuntius are named. The few remaining fragments are 
collected by Bloomfield, Classical Journal, vol. iv., and by 
Botzon in a Program (separately printed as a tract, Marien- 
burg, 1867).'

§ 241. The comedy of the Italiots, which found its chief seat 
in theTuxurious and laughter-loving Ta^rentum, does not come 
within the range of classical Greek liter^t^t^r^^: its chief representa
tive, Rhinthon, belongs to the Ptolemaic age, and his work only 
survives in the imitation of his Amphiitryo, a comic tragedy, 
or parody of tragedy, by Plautus. The whole subject of the 
varied comic performances, which were of old popular in 
Magna Gnecia, and gave rise to various subdivisions, Hilarodia,

Botzon’s collection comprises some 150 words and phrases, almost all 
cited for their dialect by A^l^h^e^r^seus, or by grammarians and lexicographers. 
They give us no idea of Sophron’s literary skill, but show his local colour, 
and his strongly proverbial tone.
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a parody of tragedy, Ma^godia, a parody of comedy, A^v^l^a^^ogia 
and K^na^dolog^a, moralising and indecent satires, I^hlj^aJ^o- 
graphia, H^ia^^tit'^c^g^cedia, and the rest, together with lists of 
names of authors and pieces—all these belong to the curiosities 
of, Greek literature, and still more to the prolegomena of Roman 
rcomedy and satire, and have accordingly been fully handled by 
O. Jahn in the introduction to his Persius. It is said that 
many painted vases of Magna Graecia represent scenes from 
their various farces. This whole class of indecent, scurrilous, 
or merely amusing comic performances naturally came into 
favour at the courts of Al^exander and his successors, also among 
the later tyrants, whose intellectual calibre may be estimated by 
theiir recreations. The gastronomical turn of this and other 

'G^reek comedy was developed by Hegemon of Thasos, who 
was popular, 'at A^thens by his parody of epical grandeur well 
delivered on this homely subject. This line was adopted by 
A^i^c^^^^stratus of Gela, whose i]'S^1^'CCdtla Ennius translated. 
'Crattes and Matron are mentioned later. But the most re
markable and serious of all the parodists seems to have been 
Timon of Phlius, a serious and bitter sceptic of the school of 
Pyrrho, who lived about 280 b.g Of his various works, the 
most celebrated were the StAXoz, in three books, one narrative, 
the rest in dialogue, in which he introduced Xenophanes, and 
ridiculed the dogmatists in epic fashion. "This man's life and 
work have been thoroughly discussed in a Latin monograph 
by Curt Wachsmuth. The indecencies of Sotades, and other 
later parodists, were in the Ionic dialect, and therefore do not 
come under the head of Doric comedy ; they are, in any case, 
not worth discussing.

§ 242. But from another side, the mimic poetry of the Sici- •• 
lians made a great mark in Greek literature. There can be no 
doubt that the bucolic vein was early and strongly developed 
among Sicilian shepherds. The use of the shepherd's pipe and 
of responsive song was early developed in the country, and 
front the oldest time in some peculiar relation to the shepherd 
life in the mountains of Arcadia—worshipping the same god, 
Pan, honouring' the same traditions, and pursuing the same 
habits. It even appears to me that in the great days of Gelon
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. and H^Ieron there was a considerable emigration from Arcadia 
to Sicily—the Alpheus flowing into Ar^ethusa—for we know 
that their mercenary armies were recruited from Arcadia, and 

.doubtless the veterans were better rewarded with upland pas- 
j tures in rich Sicily than by returning to their harsh and wintry 

home. But the Arcadian music found itself already at ho^^ 
in a country where the legends of the shepherd ■ Daphnis 
were older than Stesichorus, and had been raised by him into 
classical literature. According to various authorities, Daphnis 
was the son of Hermes and a nymph, and brought up in a 
grove of laurels. Being an accomplished singer, and taught by 

, Pan to play on the pipe, he became the companion of Artemis 
in her hunting, and delighted her with his music. His tragic 
.end, which is connected with his love for a nymph, and his 

l faithlessness, was variously told, and these versions were the 
favourite subject of pastoral lays, which were attached to the 

i worslrip of A^rtemis throughout Sicily, and celebrated in musical 
I contests at her feasts in Syracuse, where shepherds, called^' 
t sang alternately in what was called Priapean
- verse, of -which' the scholiasts- have. a specimen. *

Other shepherds, such as the K^c^matas and Menalkas of Theo
critus, and the Diomus of Epic^h^a^rmus, were also simila;rl^ 
celebrated. Indeed, there are slight but distinct traces that the 
pastoral element was not absent from the comedies of Epi

’ jeiuo.!. '^Uyv ty-asUiiv Tvxaw
Ac£ai tUv i-ylftav 

^Av <^iEpofX€iv -rapa, ras 

- "Av ^KoA^60'<raa■c r-qv^.

There are the most interesting modiem parallels in Sicily quoted in 
Holm's chapter (Gesch'lchte Siclllars, vol. ii. pp. 306-7) on this subject. Con
tests in improvisation, carried on in question and answer, or in statement and 
counter statement, preserving the metre, are still common in Sicily, where 
the competitors are obliged to lay aside their knives when they commence, 
so great is their excitement. Both the satiric and the erotic tone in the old 
bucolics survives, as we might exp^e^c; but it is indeed surprising to learn 
that the religious side—of old the worship of A^i-temis, and the laments for 
Daphnis, her favourite—is still there, and trustworthy observers were pre
sent in churches during the Feasts of St. John Baptist, of the Crucijled 
(May 3), and of other saints, when the day was spent in alternate impro
vising on the lives of the saints and on the sufferings of our Lord.
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charmus.* T^he satyric drama of A^t^hens, as we know from 
the only extant specimen, the Cyclops, was very pastoral in 
its scenes, and there is nothing more Theocriteai, as people 
would say, than the first chorus of satyrs in that play. What is 
ev.ep more important, the comic poet Eupolis, who may have 

, borrowed more than is suspected from Epicharmus, brought out 
an Aly^ec, of which the scanty fragments indicate the same 
pastoral tone. We may be certain that Sophron did not omit 
this side of common life in his Mimes, though it can hardly 
have been prominent, as the scholiasts do not cite examples in 
t^ie arguments to Theocritus’ poems.2

§ 243. But it seems to me highly improbable that Theo- / 
critus, a poet of so strictly imitative an age, and of so very I 
ifnitative a genius, should have developed a remarkable origi-/ 
nality in thi^- single direction, and I therefore do not hesiJ 
tate to class him as an imitator of the Sicilian mimic poetry^.' 
Two direct imitations of Sophron (not strictly bucolic poems) 
have just been noticed, and I have already spoken of Theo- , 
critus’ epic and lyric efforts in connection with the Homeric 
Hj^mns, the later epics, and the poems of A^c^teus and Sappho.

But his real fame rests upon his pastoral poems, in which J 
he introduced shepherds, herdsmen, and fishermen in familiar \ 
discourse, and in the dialect of Sicily, but refined by the 

. highest literary skill. These bucolic poems have throughout 
a mimic or dramatic character, as the scholiasts obseir^ie; the 
poet’s person is concealed under those of his speakers, or he 
is himself (as in the 7th Id.) merely one speaker among several. 
They have also a common feature in the p^astoral scenery in 
which they are laid. It is well known that earlier Greek j 
poetry was a poetry of cities and of men, and very seldom ap- ( 
proached what we call the picturesque. In the rare exceptions '

* He was f^guri^l^-ively called the son of Xlnapos and 2jkU, and we even 
have a fragment in which he says rt au\(^Tt<r9at. l^orenz,
fragg. B 130. .

- Unfortunately, our scholia on Theocritus are such poor stuff, in spite 
of their fullness, that we cannot depend upon this argument, and Sophron 
may have treated many of Thieocritus’ subjects without being mentioned 
by these late authorities.
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/ less banter, and 
( tone of the Sicil

(such as the Homeric Hymn to Pan, and some of Euripides’ 
l^y’i^ic^s) we find the sounds of nature more prominent than 
the sights, and this feature survives in all the pictures of Theo
critus. But the growth of large cities on such sites as that of 
Al^^xand^ria, and the consequent wear and weariness of modern 
city life, gave a peculiar charm to the l^oca pastorum deserta, 

V atque otia dia. Hence the growth of a literary taste for the 
pursuits and pleasures of the country. Thirdly, the great 
majority of bucolic poems have an erotic vein. It seems 
hard indeed to know what other subjects could engross the 
mind of Sicilian shepherds, whose day was idled away in at
tending on grazing herds and flocks. But a good deal of harm- 

/ less banter, and some satirical touches, relieve the generally sad 
( tone of the Sicilian muse, which loves to dwell on the misfor

tunes and griefs of love.
§ 244. We know but little of Th^^ocritus’ life. He is called 

the son of Praxagoras and Philinna, and also (owing to his 
( apparently calling himself Simichidas) the son of Simichus, con

cerning whom the learned have much puzzled themselves. 
Whether his native land was K^os or Syracuse is uncertain. He 
liv^d .muclT~iir~5icily, B'Qt was also educated by ^skle 
piades of Samos and Philetas, apparently at Kos, and was 
very intimate with the physician Nikias of Miletus, and the 
poet A^ratus of Soli. t-He spent, moreover, some time at Alex
andria, and at the court of Ptolemj^ Philadelphus, where he 
wrote his fourteenth, fifteenth, and seventeenth idylls, about 
the year 259 b.c. J His poem in praise of Hieron II. seems 
to date earlier, when he lived in Syracuse, about 265 b.c. 
We may therefore consider the poet to have flourished about 
270-50 b.c., and accordingly he belonged to that learned 
epoch, when Alexandria led Greek literature, and when the 
greatest men of the day spent their lives in imitating or in 
criticising the older masters. Only two of the poets of that 
age have attained to a permanent fame. C^a^l^l^^mac^hus, Phi
letas, and others highly priced in their day decayed with 
Roman culture. Apollc^nius Rhodius and Theoc^ritus have 
survived, and are now the two A^le^a^ndrian poets of import
ance. But Apollonius’ models were so great that his talents
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are necessarily eclipsed by them; Theoc^ritus, among the various ■ 
styles he attempted, struck upon a fresh vein, which had not be
fore attained to world-wide fame. His models being either 
early lost or altogether obscure, he is to us of like importance 
with those earlier masters, who enriched the worn-out ways of 
literature by a new form, sought in the true source of all living 
song—the voice of the people. Hence it is to this part off 
his work, his bucolic and mimic poems, that he owes all his. j 
reputation. His imitations of epic hymns and ^olic love- ' 
songs, though excellent in their way, are only, like the poem of' 
Apollonius, the copies of greater originals.

§ 245. It is, I think, the most reasonable among the many 
confllicting views as to the date of the various poems, to assume 
ithat the epic attempts of Theocritus were his earliest, and were 
written befoi^e^, he had found out the true bent of his genius. 
The brilliant A^l^ex^a^ndrian school of literature was only in its. 
infancy ; many poets were each contributing what they could 
to give a new impulse to Greek literature ; and there can be 
no doubt that the tendency of the day was towards reviving the 
epic form. But epic poetry and epic hymns without faith in 
the myths of the heroic age were not likely to prosper. Thus | 
in the elegant Hymn to the Dioscuri which Theocritus has left >. 
us, the concluding adventure describes the Twins as engaged 
in a most unjust dispute, and slaying Ly^nceus, who represents;. ' 
the cause of fairness and honesty. Not even Pindar would 
have done this, not to say the tragic poets, who had trained 
the Greek public to a moral handling of the old legends. But 
all such deeper views were foreign to Theoc^ritus. He found 
the facts of the myth before him, and he tells them with the 
simplicity not of faith, but of moral indifference. After at
tempting another epic piece on Heracles and the Nemeanlion 
in Ionic dialect, he adopted the Doric style more natural to 
him, in which he composed the Infant Heracles, and the short 
fragment on Pentheus, which properly belongs to a hymn to 
Dionysus, and is modelled on Euripides' Ba^ccha.. The 13th 
Idyll on the rape of Hylas may be connected with the same 
epoch of the poet'.s work, but shows very distinctly the erotic 
vein prominent all through his later life. We may regard it,
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therefore, a transition to such poems as the 12 th Idyll, and 
perhaps even to the 19th and 30th, though these latter n^ay 
belong to a later and maturer time. It is fairly conjectured 
that while Th^e^c^cr^i^t^us was making these various essays in poetry, 
many of which, such as the IIpctr(Sai,“E)^J^iStc, 'Hpij^ti^iatt'ta/j./]^, 
&c., mentioned by Suidas, are now lost, he was hoping to 
attain the favour of Ptolemy, but the competition was too great, 
and he apparently returned to Syracuse, where he addressed 
Hieron about the year 269 in a bold petition for the favour 
and support he had elsewhere sought in vain. The tone 
of this Idyll (16), as well as of the 17th, composed a few 
years after, when he returned with new renown to Al^exa^ndria, 
is somewhat low and servile. • The bidding for royal favour, 
which we can hardly excuse in Pindar and Simonides, is still 
more unpleasant in a later and more conscious age. But there 
is an impatient and self-asserting tone in the earlier poem 
which makes way for downright adulation in the later. The 
object of both was the same—an introduction to favour at 
court, but the former from an unsuccessful, the latter from an 
accepted suitor.

We may fairly assume that he turned his attention ajt Syra
cuse to the mimes of Sophron, and the bucolic poetry of the 
people, and returned to Alexandria the discoverer of a new 
style, which at once distinguished him from his rivals, and 
brought him his well-deserved rewards. His bucolic poems 
were composed in mature life, and probably at Al^es^a^n^ria, 
where their pastoral tone was very delightful to the inhabitants 
of a' crowded capital situate in the midst of bleak and scorching 
sandhills, One of thesg^the 7tlL-mayi.JieRegarded as in sonje 

introductory to the rest. It celebrateFOT^leasan? day 
.spent with friends at a harvest feast, and a bucolic contest 
carried on by the way. It is remarkable that, though the 

i scene is a real scene in K^os, which can still be identified, 

most of the names are factitious shepherd nam^is; the poet him
self being called Simichidas, his friend Asklepiades Ly^kida^s, 
another Sikelidas. These men, who were men of learning 
and culture, are presented under the guise of shepherds, 
living their life and attired in their garb. So completely arti-
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fieial is this poem that we are tempted to believe in a club or 
society of poets at K^^s, like the Italian Arcadia of the seven
teenth century, and that bucolic poetry had already found a 
’literary development when Theoci^itus in his youth sojourned at 
K^os. The speakers make hardly any effort to conceal their 

, .real character under the pastoral mask, and Theocritus men- j 
tions with reverence his masters Philetas and Sikelidas, though 
he by and bye professes to have learnt from the Muses as he 
fed his flocks upon the mountains.

The other bucolic poems are simpler in str^icture, and more] 
^rdin^atti: in form—the poet concealing hims^llf behind hisj 
characters. They comprise amoebean strains, or contests of 
shepherds before an umpire, and monologues of unhappy lovers, 
'Such as Polyphemus. The names Daphnis, Thyrsis, K^o^matas, 
&c., are used as stock names, nor are the critics at all justified . 
in rejecting as spurious poems where the Daphnis does not agree . 
-with previous types. The metre generally used is the bucolic 
hexameter, which is a mere literary form of the Priapean verses 
already quoted, thus :—

aSii /f a •ya.pberoj,-, aSv Se
aSV 5e tvptyf I3ovkoKos, aSv Se Kiiytiv.

The ca^ssura after the fourth foot, and the beginning again with 
the same word immediately after it, show how closely Theo
critus followed the popular taste. In the refrains, too, which 
are constant and prominent in his poems, we find a feature 
which, though as old as /Eschylus and Euripides, was par
ticularly frequent in the Sicilian folk songs. The poetic contest 
of the eighth poem is (exceptionally) in elegiacs.

§ 246. There are, properly speaking, but ten bucolic poems i 
in the collection, in which I include the Reapers and
the Lamer^^ of Polyphemus. These appear to have been edited by ’ 
Artemidorus shortly after the poet's death, before 200 b.c, and 
contained the first eleven poems of our collection (omitting the 
second), the ninth being placed last, as is evident from a sort 

postscript to that poem, appended by the editor of the col
lection. The very striking mimic poems (ii. and xv.), which 
••^ei-e imitated from Sophron, and the erotic poems, were after
wards added. Finally, his youthful efforts in the epic style, and
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several spurious pieces,’ were appended to the collection as his 
fame became assured. The fifteenth is a scene from common! 
life in A^l^e^x^a^nd^ria, which describes two women and their maids 
going to the laying out of Adonis, in which their dialogue is of 
the greatest vivacity and dramatic power. Some flattery of 
Ptolemy and his queen, however adroitly brought in, rather 
jars upon us in so excellent a mimic piece. The second,, 
which represents a maiden preparing magic charms, and con- J 
fessing to the moon the story of her love and her desertion,! 
is a splendid painting of passion, which has attracted critics of 
all ages. Racine thought he had found nothing greater ini 
Greek literature.

i § 247. These and the bucolic poems, with their homeliness, 
' thei^ picturesqueness, and their outspoken realism, are the- 
masterpieces of the collection. The shepherds of Theocritus a^ie 

I not pure and innocent beings, living in a garden of Eden, or an 
imgainary Arcadia, free from sin and care. They are,men of 
like passions as we are, gross and mean enough for ordinary 

I life. But though arti^cially painted by a literary townsman., 
\ they are real shepherds, living in a real country, varying in 

culture and refinement—the Italiot characters are the -ruder 
, —but all speaking human sentiments without philosophy and 
• artifice. Nay, even tlie .^tt^t^ng contrast of town and country 

life, which must have been ever present to the poet, is never
’ The question of the genuineness of each individual poem in our col

lection is exceedinigl;/ difficult, seeing that Theocritus certainly compose^l 
in various styles, and that in an artificial and learned age any great unit^ 
or harmony of thought is not to be assumed in the works of such an author. 
I therefore incline to the side of the conservative critics, who reject only a 
few of the later idylls, and some of the epigrams. But the decision in 
almost all cases is one of subjective fancy, and therefore in no way conclu
sive. Thus the Fishermen (xviii.) is commonly rejected because it con
tains a moral lesson at the end, and because love plays no part in it (cf. 
FI■itztche, in loe.}, as if the brilliant 15th did not contradict such a notion. 
For my part, seeing that Sophron wrote a O^vvoBiipas, and another mime^- 
concerni^^ a fisherman and a cowherd, I accept it as one of the most cer
tainly genuine of the collection. There is, so far as I know, no objection 
to the language or to the allusions. The playing of the frsh, which greatl^y 
puzzles the Germans, is described with great truth, and shows the poet to 
have had practical knowledge of the Sicilian tunny f^hing.
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expressed in words, but with truly artistic feeling left to be 
inferred by the educated reader. Inhere is neither allegory nor ' 
apologue int^i^<i^<i; the political or moral eclogue of Vergil and 
his school is a false imitation of these pictures, which from their 
simplicity, their variety, and their novelty, soon came to be ' 

, designated by a specia^ljt^^ame—little. pictures, or idylls. The f 
term was probably unknown to Theoc^ritus himself, and we are' 
not accurately informed of the circumstances of its choice.^ 
But under it both erotic poems concerning beautiful yout^ts—: 
some ■ of them in lyric metre—occasional poems, such as the 
Spindle and the Epithalamium of * Helen, epic pieces, and 
bucolic mimes, are now included. They are the latest original 
production in Greek poetry, though, as I have already observed, 

' t^heir originality may have been overrated, owing to the careless
ness of older, and the ignorance of later critics. Still it were f 
unjust, upon these problematical grounds, to deny Th^^oc^ritus 
the noble position he deserves among the great and matchless- •' 
masters of Greek poetry, though to him the Muse came last, j 
‘as to one bom out of due season.' 2 ,

* This nuptial song is peculiarly interesting, as perhaps containing the 
only direct allusion to Hebrew literature which is to be found in classical 
Greek poet^. The comparison of Helen (v. 30) to a Thessalian horse in 
a chariot, the mention of 4 times 60 maidens, whom she excels, and the 
imme<^^^t^l;y follow^n^ verses, in which she is compared to t^e Dawn, pos
sibly to the moon ^^he text is corrupt, and variously restored), and to the 
spring (vv. 23-8), have too striking a resemblance to the Sotig of Solotm^tt 
(i. 9 ; vi. 8-10) to escape the myriad commentators on Theocritus. It is. 
therefore suggested that he became acquainted with at least pa^ of the 
LXX version at A^lexandria. The strained and Oriental features in these 
comparisons are best explained by this hypothesis, which is fairly borne 
out by t^e facts, and is of great interest in literary histo^. If adopted, 
it should be made an argument against Meineke’s emendation of the 
passage, which gets rid of the night . and the moon altogether.

2 For the benefit of younger students I here quote a characteristic 
passage. Idyll xi. .vv. 19-29 :

’U AeuKck Ta^^^'^ia, rl vbv dtAeot^T’ di^i^fiidWp ; 
AevKiorepa vaieras iroriSiii', am^AaT^dpa dpi^dis, 
pdirfxu yavpioripa, i^ti^pp^T^'ipa SpUnucos upas. 
^t^t'^'ps 8’ ai^O’ oS'ras, Sicxa yAutbs Siryos M*,
olxV 8’ fbBbs ioloa, Si^^ y^AvKUs i^irvos &vp j^s. 
e^nVyets S’ Siairfp Sis sroAibv Ad^u^ov l^9pfiaa)^(t.

E EVOL. 1.
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The critics in his own and the next generation paid little 
attention to a new master, and not even a master of epic 
learning, like Apollonius Rhodius. Hence we only hear of 
vnt^lPvitfj^c^Ta by Asklepiades, Nikanor, Amaranthus, and Theon ; 
later came Munatus and Eratosthenes. But none of them, as 
Bemhardy remarks, seems to have been a formal commentator, 
and this accounts for the poverty of our knowledge as to special 
allusions, -iind as to the models used by the poet. In Byzantine 
days Moschopoulos and Tr^iclinius made the additional collation 
of scholia which was not edited by Calliergi in his pr^n^ceps of 
the scholia (Rome, 1516), but by Warton and by A^dert (Zurich, 
1843). T^hen come the fuller editions of Gaisford (Ox. 1820, 
Podia Minores, &c.) and of Diibner (Paris, 1849). The best and 
fullest is now acknowledged to be Ahrens', in the second volume 
of his Bucolici Grad (Leipzig, 1859). They are very inferior to 
most of our scholia, especially to those on A^poli^onius, though 
Th^e^c^c^r^itus comes from the same age and of the same school.

§ 248. B^b^^ographical. There is a perfect host of MSS., of 
which the oldest and best are the AmiPros. 222 at Milan, and the 
Vatican 912, both of the thirteenth century. The earliest edition 
is of the first eighteen idylls, probably at Milan, about 74^ 
then comes that of twenty-four idylls (with Hesiod, Th^e^og^nis 
&c.) by Aldus (1495), of which there are corrected copies, 
with some faulty sheets cancelled. The first complete edition 
with scholia was Calliergi's. Since that time the poet (either 
singly, or more often with the Bucolici. Grad) has been con
stantly and ably edited. I mention as the most remarkable 
editors Stephens (an Oxford edition in 1676), He^insius (1604), 
R^e^iske, Warton, Gaisford, Jacobs (1824), Wiistemann (1830), 
Meineke (1856), an excellent critical edi^^i^n; Briggs (Camb. 
1821), Wordsworth (iterum ed. 1877), Ameis (Didot, 1846), 
Ahrens (1855-^9), Ziegler (ed. iii. 1877), with an independent 
collation of Italian MSS., and the two editions of Fritzsche

phv eyie-ya -reovs, Kipa, avica irparov 
fjvOns ipa crv parpi, OfKotff’ icu^lvSiva <PVJia 

Spikas Spei^aaBat • ly> 5’ 6Shy a-yepivevov. 
•aiaarrSai S’ ifftSSv rii KcH Strrepov oiS’ (rt ti vvv 
4it rfivti) Siirnutu' rlv S’ oO oB pnii At’, oiS^v.
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(with German notes, L^elpzig, 1857, and more full and critical, 
1865-9, in two vols., with a' third on MSS. scholia, &c., 
promised, but not yet published). For English readers there is, 
in addition to Bishop Wordsworth’s Latin Commentary, a handy 
but too brief edition by Mr. F. A. Paley (1863). Young 

, scholars want help in the dialect, which is at first very puzzling, 
and for this I recommend Fritzsche’s earlier edition, which has 
a good glossary of forms, and also excellent botanical notes on 
the very prominent Flora of the bucolics—neither of which is 
repeated, but only'referred to, in his larger edition. This latter 
is, moreover, weighed down w^th ponderous learning, and on 
many hard passages revokes the reading or rendering of his 
former edition. Nevertheless, for the bibliography of Theo

' t^iT^t^us, and for summaries of various opinions, it is the m'ost 
recent and ,,the fulleslt I specially refer to it, amnongga^p^hs, 
or partial editions, are too numerous and special for mention 
here. Rumpel’s Lexi^con Theo^^iteum (1879) is the newest 
and best analysis of the vocabulary of the poet. There are 
French translatinns by Didot, German by VosS (1808), Hart
ung (with notes, 1858), and especially by the poet R^iickert 
(1867). Iii 'English we have first Thos. Creech (Oxon, 1684), 
a rymed version in the style of that day ; then Banks’ prose 
version (Bohn, 1853).^ Io our own day J. H. Chapman 
(L^c^ndon, 1866) has produced a good and careful translation of 
all Theo^c^ritus, with Bion and Moschus, with many good notes 
on the imitatinns of early English poets. But this scholarly 
work is not equal to C. S. Calved^^s (Cambridge, 1869), which 
is one of the best English versinns of any Greek author. If 
Mr. Calverly had not made his book a drawiog-rnnm volume, 
it would doubtless have been a far closer version of the origin^L 
The E^clogues of Vergil, and the pastorals of Sannazaro and his 
schnnl, of the German Gesner, and of the Spaniards, prove the 
lasting effect of Theoc^ritus■nn the literature of the world, nor is 
there any other poet to whom our Laureate owes so much.

§ 249. A word may be here added 'conceroing Bi^in and 
M^ischus, whose remains are preserved with the MSS. of Theo
critus, and printed after his idylls in most of our editinos. These

’ Unfortunately Mr. A. Lang’s prose version is pri-yately printed.
EE 2
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poets are somewhat later than Theo^c^i^itus in age ; Bion was born 
near Smyrna, but lived in Sicily, and died of poison before 
Moschus, whose longest poem is an exaggerated lament over his 
friend and perhaps ma^t^<^ir; Moschus himsel:f is set down in 
Suidas as an acquaintance of Aristarchus. More we cannot de
termine. We find the term (3ovko\oc and (iovKiKnaaOijv used by 
Moschus technically for poets and poetry, in a sense far removed 
from their original simplicity in Th^€^o^c^li^tus. The remains of ' 
both poets are, perhaps, best in their epic vein, and concerning , 
this side I have spoken above. The on Adonis of Bion,
and the Lament on Bi^on of Moschus, are both elaborate, and 
with refrains in bucolic form, but artificial and exaggerated. 
Their erotic fragments remind one of the false anacreontic 
fragments, which Th^o^s. Moore has made so familiar to us. 
The urchin Eros with his rosy wings, his mischievous temper, 
and his waywardness, is manifestly the A^lex^a^ndrian, not the old 
Greek god. Hermann and Ziegler have critically edited the frag
mentary and corrupt remains of these poets, and there have not 
been wanting modern imitations, such as the well-known—

'■ Suns that set, and moons that wane,
Rise and are restored again ; '

. Stars that orient day subdues, 
Night at her return renews, &c. ’

The history of the rise in modem literature of an ideal 
A^rcadia—the home of piping shepherds and coy shepherdesses, 
where rustic simplicity and plenty satisfied the ambition of 
untutored hearts, and where ambition and its crimes were 
unknown—is a very curious one, and has, I think, been first 
traced in the chapter on Arcadia in my Rambles and Studies in 
Greece. Neither Tf^e^c^t^i^^tus nor his early imitators . laid the 
scene of their poems in' Arcadiii; this imaginary frame was 
first adopted by Sannazaro.

* Here is the original
Al to! noKaxa.!. pb KrOi iatov SfAvrat,

oct aoKta ob O diBrAs obov &iii]0ov,
Scr-repov aS (tioyrt Kal cts tros •

' ttfiptes S' oi peyahot Kxi itap’repol, ol cropl ttySpes,
im^tl-re irpa'ra Bclva^ipcs, dydieoot Iv ^ffovl KoiAtp 
fuSopcs «5 pdXa paKpbv ir^eppova yfiyperov Sirvov.
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CHAPTER XX.

THE OLD ATTIC COMEDY UP TO ARISTOPHANES.

§ 250. We have now disposed of the older Doric comedy, 
with its later Siciliot and Italiot offshoots. It was certainly 
more primitive than its Attic sister ; it was also spread over a ' 
greater surface and a longer period of the Hellenic world, but 
perhaps for this very reason was loose and varying in form, and 
did not attain to any fixed type, or any splendid tradition. 
The very opposite was the case with Attic comedy. Starting 
from an equally obscure origin, it attained in democratic Athens 
such a strict and formal development, it answered such great 
political and artistic purposes, that no remnant of Greek litera
ture has attained a more lasting and universal fame.

All the old grammarians and writers about comedy associ
ate it directly with the Athenian democracy, which alone, they 
think,, would tolerate its outspoken and personal character. 
T^his, indeed, is so distinctive a feature, that it comes out in 
the traditions of its first origin. We constantly find the story 
repeated that the country people i^i Attica, when injured by 
their town neighbours, used to come in at night, and sing per
sonal lampoons at the doors of their aggressors, so as to bring 
the crime home to them, and excite public censure against 
them—that this practice was found so useful that it was for
mally legalised, and that the accusers disguised themselves with 
wine lees for fear of consequences to themselves. These 
accounts .prove at least how indissolubly personal censure was 
associated with old Attic comedy^. It is a further confirmation 
of this remark, that though Susarion was said to have intro
duced comedy from Megara very early, it was not tolerated 
under the personal government of the Pisistratidse, and only
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obscure names, such as Euetes and
revived when democracy had made its outspokenness—its 
mtppriaia—secure. Other
Euexenides, are alluded to as of the same date, and altogether 
it seems likely that as the old Attic comedy faded out with the 
greatness of the Athenian democracy at the end of the fourth 

1 century, so it originated with its origin just before the Persian 
Wars. But until the climax under the direction of Pericles, 
it seems barely to have existed, and as an obscure appendage 
of the Dionysiac revelry. There were no written texts, nc- 
fixed . plots, no artistic finish. L^i^^entious jokes and personal 
jibes were its only features, so that the first great organiser 

"(Cratinus) is said to have abandoned its iSia, or like
ness to the satire of Archilochus both in form and style, and 
its extant master (Aristophanes) boasts that he has risen above 
the vulgar obscenities of the old Megarian farce. Still both 
elements are manifest enough in the comedies of Aristophanes, 
though ennobled by political censure and social ; so that 
we may fairly hold the whole type to be adequately represented 
in the eleven extant plays.

But the numerous fragments give us no definite idea of either 
plot or literary execution. This is, indeed, a most remarkable 
feature in the old Attic comedy. Were we reduced to judge 
Aristophanes from the fragments of his lost plays, we should 
have no notion whatever of his greatness, and for this reason 
critics are to be blamed, who have extolled him at the expense 
of his rivals, who are known to us only in this utterly inadequate 
way. It is nevertheless certain, from the evidence of the ancients 
who. had all the documents complete, that he was indeed the 
greatest of Attic comedians. We will therefore discuss the 
general scope and character of old Attic comedy in connection 
with this typical genius, as soon as we have given a rapid sketch 
of his lesser known predecessors and rivals.

§ 25 r. We are told that at first the comedians were distinctly 
licensed by the law to make personal attacks—a statement re
peated by Cicero * and Themistius, but which may have arisen 
from the supposition that there must be a law to permit, as well 
as a law to restrain, libel of individuals. For this latter law was

' De Rep. iv. io.
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certainly enacted under the A^rchonship of Morychides (85, 1}, 
and lasted t^iree years, when it was repealed. A similar re
straint seems to have been imposed again in 0^1. 91, i,* and 
there can be little doubt that the oligarchs of 4x1 b.c. silenced 
political comedy, if not by law, at least by terror. It flashedi.^ 
up again at the close of the Peloponnesian War, i^s we know 
from Aristophanes' I^t^c^gs, to succumb finally to the thirty 
tyrants, and the impoverished and timid times which followed, 
when the A^thenians had no wealth to adorn, or spirits to enjoy, 
the comic chorus—the real pith and backbone of the old poli
tical comedy. Thus the period of its greatness is confined to 
an ordinary human life, some sixty years, reaching from 0^1. 80 
to 01. 96. T^c^wards the close of this epoch constant attempts 
were -made, by such men as the dithyrambist K^^nesias, and the 
demagogue Ag^yrrhios, to curtail the public outlay upon comedy, 
and hence impair its dignity. These facts as to the history of 
the relation of the state to comedy are chiefly attested by the 
excellent scholia on Aristophanes, from which they have been 
gathered and illustrated with infinite learning by Meineke 
We may infer the relative expenses of bringing out a tragedy 
and a comedy by the fact that in the year 410 b.c. a tragic 
chorus cost 3,000 drachmes, whereas in 402 b.c. a comic chorus 
cost only 1,600. This latter was, however, in the poorest days 
of Athens, and after ma^iy attacks had been made on the outlay 
for what had become a mere idle amu^^^^r^t; so that these 
facts (quoted by Klein from Boeckh) are not so conclusive as 
might appear.

§ 252. Passing by Myllus, who has been already mentioned 
(p. 400), and who is probably not a member of the Attic branch, 
we come to CIiionides is the form preferred by Mei
neke to XuamiSije), whose date is placed too early in Suidas, and 
who probably composed his plays about C^1. 80. Three titles, 
the Heroes, the Persians or A^i^s^yrians, and the doubtful Beg^c^rs

* This second decree (oif Syracosius) is justly inferred by Droysen to 
have had special reference to those then charged with profanation of the mys
teries, and to have restrained comic satire, as likely to prejudice the courts 
against them. As the old comedy always treated the events of the day, such 
a provision would deprive it of its main interest. Cf. Meineke, FCG. ii. 
p. 949.

X
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{iTiru^xO), are named. A^rSsOJtk c^f Iimi, aik^i^g wiith
Magnes, as much taier than Epicharmus. We know ncihrng 
kf him save a very few fragments, which tell us only the 
fact that he was acknowledged the earliest of ihe proper Attic 
comedians. The name of Magnes, which comes next in the 
list, is more important, and he is mentioned in the celebrated 
parabasis of Arisiophanes’ Knighs * as having once been very 
popular, but in his old age failing to please, and neglected 
by a once friendly public. He was therefore dead, and had 
died in old age, when this play was brought out, C^1. 88, 4. 
We i^ay consequently place his activity about C^1. 8c. He 
came from the Icarian deme, like Thespis, and won many 
victories. The nine titles of his plays which survive are sus
pected, and perhaps retouched or modified by other hands. 
We hear of a Birds and a Frogs among them, and it appears 
from Aristophanes’ allusion that the chorus (as in Aristophanes 
himself) imitated the sounds of both. There is also a 
pvofia-xia cited as his, which seems a strange title for an Attic 
comedy, but not stranger than CIaiinus’ parody of the 
Od^y^ssey.

There is hardly so much known ot Ecphantides, nick
named Kairi iac by his rivals, by way of comic contrast to his 
real name. We hear that he had a definite chorus assigned to 
him, and that he attacked a certain Androcles, also attacked by 
Cratinus. These facts show us that his age was about that of 
Magnes. We hear of only- one title of his plays, the Satyrs, a 
subject treated by other comic poets, but we have unfor
tunately no data for a comparison with the standing scenery of 
the properly satyric dramas, which seem so near and yet so 
separate from comedy.

§ 253. We now come to Cratinus, the real oIrginator— 
the ^^i^ichylus—of political comedy. This was the opinion 
of the sensible grammarian quoted in Meineke.2 ‘Those,’ 
he says, ‘ who first in Attica constructed the general scheme 
of comedy (Susarion and his companions) brought in their 

.c^ha^IacteIS without method (ariiKrus'), and placed no object 
before tnem but to excite laughter. But when Cratinus took

■ w. 520, sq. 5 i. p. 540.
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it up, he first established a limit of three in the characters 

■gO comedy, thus correcting the irregularity ; and, moreover, he' 
added a serious moral object to the mere amusement in 
comedy, by reviling evil doers, and chastising them with his 
comedy, as it were with a public scourge. Nevc^itheless, even 
he shows traces of earliness, and even slightly of want of 
method.' This invaluable notice is supported both by the 
fragments of Cratinus, and by the observations upon him 
in various scholia. He is called the son of Ca^l^imades, and 
if he was really ‘ taxiarch of the tr^be CJneis,' 1 must have 
been a man of some means. This is corroborated by his 
policy, which was distinctly conservative and "aristocratic, and 
opposed to that of Pericles. As he is said to have lived ninety
seven years, and brought out his last play in OL 89, i, his 
birth may be placed about 520 b.c. ; but there is some evi
dence that his genius was late in development, for we do 
not know that he won any victory earlier than his A^rchilochi 
in C^1. 82, 4 (452 b.c.), if not later. A^ristophanes says 2 he 
died of grief at the loss of a jar of wine, when the L^a^c^e^c^s^mo- 
dians invaded Attica. But both fact and date are invented, 
for we know of no invasion which will harmonize with our 
other information. When Aristophanes had ridiculed him 
in the Knights 3 as a broken-down old man, who had once been 
the popular poet, so that every society rang with songs from 
his plays, the .aged Cratinus is said to have given a practical 
reply by composing his famous Wineflask {Umi.vr'), which gained 
the victory over his detractor's Cl^ouds, as well as over an 
obscurer play of Ameipsias, the Connos, which took the second 
prize. Shortly after this he died. He composed but little, 
as only twenty-one plays are attributed to him, nine of which 
won the first priz^; but the impetuous flow of his verse, and 
the alleged looseness of his plots towards their close, rather

* In an excellent note on the total absence of humour, or the appre
ciation of it, in most German authors, Grote (viii. 456) observes that 
this statement, preserved by Suidas (sub voc. ’Eire(ov SeiA<lrepos), is plainly 
a joke d propos of the poet's over-fondness for wine. Nevertheless it 
is still beinjg repeated solemnly by the Germans.

2 1‘ax, v. 700. ’ v. 528.
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point to idleness and over-conviviality (as he admitted in the 
Hvrit?i) than to slowness of production, as the cause of so scanty 
a record of his life's work. Furthermore, it has long since 
been observed that the writers of the old comedy were far less 
prolific than their tragic contemporaries, who doubtless wrote 
a trilogy of their somewhat conventional plays on well-known 
plots in less time than the comic poets took to elaborate their 
more imaginative dramas. The titles of all Cratinus' plays 
survive, and some 270 fragments are quoted from 17 of them, 
besides 180 citations of uncertain place in his works. Yet it 
is melancholy how little all this material, on which Meineke 
gives us 200 pages, tells us of his genius. The plot of only one, 
the nuT-tFr, is even approximately known, in which the aged 
poet represented himse^if as lawfully wedded to Comedy, but 
given to neglecting her for her rival Inebriety, so that Comedy 
brings an action for desertion against him, and discusses with his 
friends her sad case.

The attacks on Pericles (in the and and
the praise of K^i^mon (in the ’ are very prominent,
and so are scurrilous attacks on various poets and rivals, 
among whom he twits Aristophanes with over-subtlety and 
pedantry. It is also to be noticed that he at times treated of 
mythical subjects and of literary criticism, as in his 
(birth of Helen), 2epi'<>Lnt, Bovalpic, and 'Apx‘^0X0', in which 

'“^iHotner and Hesiod, as well as later poets, were brought in 7 
his 'OCvf^fTijc was a parody of the Odyssey, which is noted as not 
having even a parabasis or choric songs, though fr. 15 shows his 
chorus to have been of Ithacan sailors. Many of his fragments 
also paint the happiness of a long past golden age, either mythi
cally under Cronos, or ideally in the old Attic times—a subject 
on which At^e^n^seus has collected many interesting quotations.'

The general impression produced by the rags and tatters of 
this great poet is very similar to that which we form on fuller 
grounds of Ar^i^sl^c^pha^nes. There is the same terse rigour, the 
same unsparing virulence, the same Attic grace and purity, nor 

, need we at all wonder that he was held worthy by the Athe
nians of a higher place than his great rival on more than one

* vi. p. 267.
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occasion. But we may reserve any remarks upon the moral and 
political intent of his plays, until we come to discuss the deep 
and serious aim attributed to the. old comedy by grammari^jans 
and modem critics. '

§ 254. Crates was a younger contemporary of Cratinus, and 
is said to have been at first his actor. He is noticed by Aristotle 
(in the Poetic) as having adopted the style of Epicharmus 
and Phormis, and abstained from personal satire, while con
fining himself to the portraiture of types. He composed 
between C^1. 82, 4 and 88, 4. Aristophanes notices his career 
in the passage from the Knights, already so often quoted. 
Fourteen titles of his plays are cited, of which only eight are 
thought certain by Meineke. The fragments of the in
which the golden age was painted with animated and docile 
furniture" instead of slaves, and without animal food (the 
chorus of beasts protested against it), are interesting. The 
stray lines quoted by Stobseus have a curiously gentle and 
moderate tone about them.

Pherecrates comes next, and of his life we know nothing 
but that he too had been an actor, and was victorious as a 
comic poet in C^1. 85, 3. Of the plays ascribed to him, 
thirteen titles seem genuine. He also, though his extant frag
ments contain personal attacks on A^lc^ibiades, Melanthius the 
tragic poet, and others, is said by an • anonymous author on 
comedy to have imitated Creates in avoiding personal abuse, 
and to have been remarkable for the invention of new plots ; 
in fact, to have been of the Middle Comedy, as it is called. 
More than 200 fragments remain, some of those quoted by 
Athen^aeus being very elegant, and showing the refined Atticism 
of the poet. He spoke much of social vices, of gluttony and 
drunkenness, and of luxury, and named more than one play 
after a he^cera. ' The Chetron, if it be his, and other plays, 
contained great complaints about innovations in music, on 
which a remarkable fragment remains. The Wild-mm (ayptoi), 
brought out in ^1. 89, 4, painted the innocence of a state of 
nature, while the ayaOOi. ijroi apyVpov afaviopOc satirised the 
spendthrift vices of the better classes at Athens. He also 
originated the idea of a play with scenes in Hades {K^panaToiKoi),
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in which ^^i^chylus appeared—an idea so splendidly appro
priated in Aristophanes' Frogs. Some of his fragments might 
have been written by Menander, so modern and world-weary 
do they appea^r.

Telecleides and Hermippus are both cited by 'Plutarch for 
their attacks on Pericles, the former (Jr. i^n^cert. 4) complains of 
the absolute favour shown him by the Athenians ; the latter 
charges him with lust and cowardice. They painted, like all t^eir 
compeers, pictures of the golden age, but chiefly from a gour
mand point of view, the lines from Teleclides' A^m^p^^^c^t^yotis 
being particularly good. He praises Nikias, and mentions Mnesi- 
lochus and Socrates as helping Euripides in- his pl^^i^; Her
mippus alludes to Cleon, so that both poets must have lived 
to see the so-called ochlocracy. The iambics of Hermip
pus have been noticed above (p. 196). Even in him there 
are traces of mythological plays, and in his <opfoo>6poi. re
markable hexameter passages which smack of parody—one of 
them on the various produce of the Mediterranean coasts 
(fr. i), the other on the comparative merit of various wines 
(fr. 2).

§ 255. There are many other contemporaries of Aristophanes, 
who were even at t^mes successful against him, but who need not 
be here fully enumerated. Ph^i.lonides, who undertook the per- 

■ formances of Aristophanes' Daltaleis and Frogs, was himself the 
author of a play called KoQoo^-voi, the buskins, in which he lam
pooned Theramenes. A^melpsias defeated Aristophanes' Clouds 
and Birds with his Connos and Revellers. Nine of his come
dies are named. Archippus was the author of an or
Fishmarket comedy, and of an Amphitryo, which Plautus may 
have imitated. Phrynichus, the son of Eunomides, is often con
founded with the son of Polyphradmon, the tragic writer, also 
with a certain military man, and perhaps with a dancer—the 
name being apparently very common. This comic poet en
joyed a high reputation. Of the ten tragedies attributed to him 
the Revell^^s contained allusions to the affair of the Hei^mse, 
his M^t^r^o^r^opos (C^1. 91, 2) was on a misanthrope^,' of the type 
of Timon. his Muses stood second to Aristophanes’ Frogs 
(01. 93, 2) and contained a celebrated eulogium on Sophocles.
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I will here add Plato, the latest poet who seems to me truly of. 
the old comedy, and often classed with the middle on . account 
of his date,* for he flourished from C^1. 88 to 01. 97 at least, 
when the political aspects of comedy had disappeared. Never
theless no poet is more prominent in his attacks upon all the 
demagogues, beginning with Cleon, and writing distinct plays^ 
upon Cleophon and Hj^p^e^rbolus. He is said to have attacked 
even Peisander and Ant^iphon, the leaders of the aristocratic 
reaction in 411 b.c., but this seems to me more than doubtful. 
He was, for a comic writer, rather prolific, twenty-eight plays 
being ascribed to him. The reader who desires to know all that 
can be said about them may wade through the laborious 
volumes of Meineke, and there are doubtless many hints con
cerning the politics, the literature and the social life of the 
period to'Tbe drawn from the scanty remna^t^ left to us. But 
as literature, these scraps are only valuable in showing us the 
development of that pure Attic diction, which reached its per
fection ' about this time.

§ 256. But before we proceed to discuss the general points 
concerning the position of comedy, as Aristophanes found it, 
we must expand this dry enumeration by adding yet one 
name, but a name of greater importance than any which we 
have yet mentioned in this field—I mean that of Aristo
phanes’ fellow poet and rival, Eupolis. This man, the son of 
Sosipolis, was born at A^l^ens (^1. 83, 3 (449 b.c.), and wrote 
his f^rst play at the age of seventeen, a most unusual precocious
ness, of which Antiphanes and Menander are also examples. 
A scholiast on Aristopha^^i^'® says there was a law against 
any poet bringing out a comedy before the age of thirty, but 
this I suppose means that the state would not undergo the 
expense of a chorus for a young and untried candidate, and 
hence the comic poets generally brought out their early plays 
under other people’s names, and also began as actors for 
elder poets. Eupolis is said to have been drowned in one

’ The fact that some of his plays, like the Phaon, had the character of 
the middle comedy, is an argument of no value, as there is hardly a single 
poet of the old comedy of whom such a statement would not be true.

2 Nub. 526.
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of the battles in the Hellespont,' probably K^j^r^c^ssema (410 
b.c.), and with the connivance or assistance of Alcibiades, 
who hated him for his political satire. This fact has even been 
expanded into a stor^ that Alcibiades when sailing to Sicily had 
him drowned,2 with a joke retorting the term under
which the poet had ridiculed some profligate young aristocrats 
of his set. Of his life we know nothing more except some anec
dotes about his faithful dog, and his faithless slave, Ephialtes, 
who was charged with stealing his comedies. The attempts of 
Platonius and others to characterise Eupolis as a poet are 
hopelessly vague, either from the confusion of the writers or the 
corruption of the texts. They compare and contrast him with 
Cratinus and Aristophanes, but not in accordance with either 
the . extant fragments or any intelligible theory. That he was 
brilliant in his wit, and refined in his style, is plain from the fact 
that he co-operated with A^ristophanes in his Knights, of which 
the last parabasis, beginning from v. 1290, is recorded by the 
scholiast to-have been his composition. He afterwards may 
have quarrelled with A^ristophanes, for they satirised one an
other freely. In style and in genius he stood nearest to his 
great rival, and his comedies seem to have possessed .most, if 
not all, of the features which make the A^ristophanic comedy 
so peculiar in literature. He was witty, coarse, unsparing, in
ventive both in diction and in scenic effects, and appears to 
have pursued the same relentless opposition policy against the 
democratic party and their aristocratic leaders.

At least fourteen of the titles ascribed to him appear to be 
genuine. His Goats had a chorus of goats, and does not seem 
to have been so political as his other plays. The fragments have 
a rustic and bucolic complexion. The Au^olycus was a satire on 
a youth of great beauty and accomplishments, the favourite of 
the rich Callias, and also known to us from Xenophon's 
Sympos^tum. This play came out in Ol. 89, 4, under the 
management of De^mo^s^tratus. Callias himsi^i^lf and his Sophist 
friends were treated in the Flatterers (C^1. 89, 3), in which he

' It is said that in consequence the Athenians made a law that poets 
should be exempt from military service.

4 Cf. Cicero Ad Att. vi. I in refutation of the story.
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figured like the Ti^^non of Shakspeare, at the opening of the play. 
T^he Ba^n^-^ai ridiculed the worship of Cotytto for its ribaldry and' 
obscenity, probably in C^i. 91, x, before the Sicilian expedition. 
T^here is no good evidence that A^lc^i^iades was lampooned in 
this play, as is usually asserted. We must deeply regret the loss 
of the Aii/nL (about OL 91, 4), in which Nikias and Myronides 
were represented as questioning the great old politicians, who 
had come back from the dead, and lamenting the condition of 
t^he state. tSolon, Peisistratus, Miltiades, Aristeides, and K^imon 
appeared, and so did Pericles,* who asked many questions con
cerning his son a^id the prospects of Athens. The youth and 
inexperience of the newer generals were especially censured. 
A parallel play was the IloAttc, in which the personified tribu- 
t^ar'y cities formed the chorus. His Mapa-cie (CHL 89, 4) attacked 
Hyperbolus, and the play was charged by Aristophr^i^^s; 2 with 
plagiarism from his Knights. The IT/^^^<f5I^aXItoi seems to have 
attacked the litigiousness of the people of that deme. In the 
Taxiarchs the celebrated admiral Phormio played a leading 
part, and seems to have undertaken the naval training of Dio
nysus, who objects greatly to any hardships. In the Golden 
Age he exhibited, like all his contemporaries, pictures of a re- 
t^urn to a primitive state of innocence and peace.®

* The description of Periicles’ eloquence is happily preserved to us.
a. KpirurTos ouros iyevfr' bvOpPirtev \fyetv, 

i-iriTe vapeKOot, x&tmcp iyadol Spopi)s 
ix 5ia voSuv jipet \.4yav toUs pd/rpas.

f. Taxbi' \<y€ts pii, ‘i-pps 54 y avrou Tip irCi^ei 
veiSii Tis 4irraapi(v tl tois xetXei^ii^’ 
otus 4KT\et Kol pivos Tav pirSpov 
Tp KivTp0v 4yKaae!\fiTe Tots hcpoaptfots.

2 Nub. w. 5S3-S.
’ The other titles are ’Ai^-rpiiTewroi, Novpijviat, 4t<toi. I add a reimirlk- 

a^ble fragment :
’AXA’ ixoPtT', & Bearai iroXXek Kal furiere 
Oipar'’ euPP yip wrVs Ppas vppr'pv iroKoydtopati 
P Tt paBivas robs (iyous phv Xi'yeo-a trotaiOi toipoOs, 
fv P4 ns Toiv 4^5’, apToS poSK fs xopos tpoyus, 
ivifiBOTat tj) poldp'ot, uSvv SoKtSv sciK' tiffpopeiv, 
paivrai re (^<zl waaapat^ oiv tpovwv Tc pP X4yp. 
’XXX’ 4ip, potSoaBe pSvows' psoaliaKivTes ooPs TpSpou. 
pp <BoplB’, Prav ris Tt^iv ppvoutli Xapjl Aav.
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§ 257. A few words of summary may here be useful on the 
general condition to which comedy had attained when Aristo
phanes arose. The long, or rather crowded, series of poets up 
to Eupolis had brought it out of the rude and extempc^i^a^n^e^c^i^i^- 
amusement of amateurs on a holiday into the stricter form of a 
drama imitated in its general outline from the externals of tra
gedy. There was the same sort of application to the archon' 
for a chorus, which was carefully trained, and had indeed a 
more arduous task than the tragic chorus. For its larger 
number (twenty-four) enabled the poet to use sections of it for 
different purposes, so that some of them took part in the play 
itself, while the rest remained more or less interested spec
tators, as in tragedy. The plots, if such they can be called,, 
were also far looser and admitted of all manner of changes, 
according to the exuberance of the poet's fancy. Nevertheless- 

v the actors seem to have been limited to three (as in tragedy), 
and the licenses, as in all true art, were controlled by imper
ceptible yet strict laws. The dialect was gradually determined 
between the stilted grandeur of the tragic st^ge and the com
mon language of Attic society, so as to become, in the hands- 
of Aristophanes and his contemporaries, the most perfect 
diction in all Greek literature. For there is no Greek which 
can compare for vigour, for grace, and for fullness with the- 
language of the old Attic comedy.

It will be seen in the foregoing list that the comic writers 
were not at all so prolific as their tragic brethren, and Anti- 
phanes, in an eXtant fragment, shows us ample reasons for it. 
In tr^edy the plots were given beforehand by the myths, and 
allowed a very moderate amount of originality in the poet, 
whose whole attention was directed to the sentiments and dic
tion of given characters. The title and the prologue told the- 
whole plot.

But in comedy—that is to say, in the purely old Attic
comedy—everything was due to the invention of the poet.

Indeed, as we have already seen, even in the Sicilian plays 
of Epicharmus, mythological travesty and parody were jocular 
variations upon a given theme.

It is, however, a great mistake to think that the non-poli-
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tical forms did not exist in the fourth century at At^hens. All the ’ 
notable comic playwrights composed plays in this style, so much 
so that I believe the origin of the Epic^harmian and the Attic 
comedy not to have been very different, and that what is called 
the Old Comedy was realty an accidental and temporary outburst 
of political miting in the feverish climax of the A^thenian de
mocracy. As soon as these special conditions passed away or 
even halted for a moment, comedy returned to its older and 
tamer function of criticising general types in society, literary t 
work, and crude superstitions. Thus the Middle Comedy was 
no new development, but a survival of the older and more 
general type, which came again into the foreground when no 
longer obscured by a brilliant innovation. The so-called Old 
Comedy was then really nothing but the political period of 
Attic comedy, which was indicated not only in the plots, which 
were political burlesques, but in the famous interludes {para
bases), in which t^ie chorus turned and came forward to address 
the house in the person of the poet, with personal advice, com
plaint, sarcasm, or solemn warning, It is not unusual for one 
of ^le characters to lay aside his part, and assume the poet's 
voice, thus occupying the place of t^ie parabasis. This was 
said to have been a fashion in Euripides' plays also, in which, 
for example, Melanippe was supposed to be a mouthpiece of his 
views. The nearest approach we have to a parabasis nowadays 
is the topical song in our pantomimes, which is always com- *• 
posed on current events, and has verses added from week to 
week, according as new points of public interest crop up. The 
analogy bet^veen this digression and the Aristophanic parabasis 
is striking enough.

This so-called parabasis, and the choral songs, are the really 
dist^incttive^ feature of the earlier Attic plays, and whenever one 
was composed without it, or on a mythological instead of a po
litical subject, we are told by the critics that it approaches the 
chara^er of the Middle Comedy—in reality it merely conforms 
to the general type. By most modern authorities the paraba;^i:s 
is held to be the original nucleus from which the Attic comedy 
developed. If the above remarks be well grounded, this view 
is incorrect, and the older, now abandoned, theory is true, that 
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originally the volunteer actors assembled for the perform
ance of some rude masque or farce, and that they gradually 
came to abuse this disguise for the purpose of making personal 
attacks with impunity. The very title paraba^is seems to me a 
strong argument for this account of the matter. The analogy 
of tragedy ha^ been pushed too far by modem critics. There 

. the chorus wa^ indeed the nucleus, and the actors, at first one, 
then two, then three, were added slowly and spangly. The 
origin of comedy was diffe^i^ntt Apparently any member of the 
twenty-four persons performing might come forward as an actor; 
they did so irregularly, and what Cratinus did was not to in
crease, but to limit the number to three, and give them the 
acting parts all through, reserving his chorus for the parabasis 
and choral odes. The separate odes require little notice here, 
as they were not fre^i^<^i^l;; they generally consist of hymns to 
the gods or hymenseal songs based upon the tragic models as 
to metre and diction. But the parabasis, which interrupted 
the course of the play with a most interesting intermezzo, was 
far more characteristic. In its complete form, as we find' it in 
A^iistophanes’ Birds, it opens with an introductory
then the proper paraba^is or address to the audience by the 
corjp^l^aeus, generally in anapa^istic tetrameters, and called ava- 
tiaiaToi, also or fiaKpov, from its demands upon the
voice. Then comes a short lyrical hymn (in the B^rds, sixteen 
lines), followed by an appendix to the parabasis called epirrh^ema, 
with an antistrophe and an an^epirr^hema. But in most plays 

.this elaborate form is not observed, and there are addresses 
from the actors, and scattered odes which supply its place. ‘

§ 258. There are some other facts disclosed by the notices 
on earlier playwrights, as well as on Aristophanes, which are of 
the highest interest, as showing the natural analogies between 
the growth of the drama in this and in other ages and nations. 
We hear in numerous cases that the authors began as players

’ I note here the divisions in the pai^abasis of the Birds: Kofi/td-toy, vv. 
; parabasis, 685-7315; melic ode, 737-52; epirrhema, 753-68 ; 

antistrophe of ode, 76^-824; antepirrhema, 785-^800. There are besides 
three short personal songs of satirical character for the chorus—viz. 1101, 
sq., 1470, sq., and 1553, sq.
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for older poets, and gradually advanced to independent efforts. 
There is a passage in Aristophanes {Knights, 541, sq.) which 
possibly points to a similar progress in his case. The parallels 
of Moli^re and of Shakspeare will at once occur to the reader. 
It was on the stage itself that these writers learned what suited , 
their public, and what effects were practically attainable. So 
also the early Attic acting-authors, whose great object was to 
provide the public every year with an entertainment bearing on 
the events of the day, must have worked very fast, and one 
of them speaks of it as something extraordinary, that he had 
spent two years at one of his plays. We find that Aiistophanes, 
when he started in his career, produced a play every year, and 
we know from the number assigned to him, and from the didas- 
caliK, that he must sometimes have composed even faster. It 
was probably ow^ng to this pressure that we hear so often of 
comic poets bringing out altered editions not only of their 
own, but of other poets’ plays—a practice common in Shak- 
speare’s day.* We also hear constantly of two poets pro
ducing a play together, and this is especially attested in the 
case of Aristophanes’ Knights, of which Eupolis wrote a part. 
This joint authorship often led to mutual recriminations, and 
after-charges of plagiarism, and doubtless often to disputed 
authorship. The latter difficulty was increased by another 
Elizabethan habit—that of consigning a play (doubtless for 
some pecuniary consideration) to another person, who applied 
in his own name for the chorus, discharged the duties of the 
performance, and was proclaimed the victor, if the play was 
successful. There must necessarily have been some money 
value for this substitution, as it was adopted not only by young 
ind timid, but by experienced authors, who nevertheless, in 
the very play thus disowned, referred to their own acknow
ledged works in such a way as to disclose their present 
secret.' Ac^cordingly the nominal author must merely (I fancy) 
have been paid, in such cases, for the labour of training the 
chorus and actors. Of course in many other cases real help

1 Cf. Prof. Dowden’s excellent Primer on Skaispere, pp. 10-13, foi a 
summary of points to which I am here giving the old Greek parallels.

f f 2
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was given privately by one poet to another, and to this we also 
have allusions.*

§ 259. It remains for us to say a word on the political and 
moral aspects of comedy at this epoch. The Alex^andrian mon
archists, followed by the mediaeval and modem antidemocrats, 
have been loud in the praises of the Attic comedy as a censor of 
morals, as a scourge of political dishonesty, as in fact fulfilling 
an office similar to that of the public press of our day in pam
phlets and leading articles. The comic poets themselves boast 
their serious intention amid laughter and buffoonery; they claim 
to- be public advisers and benefactors. But their evidence is 
surely no better than that of a daily journal which professes to 
attack on purely moral grounds, and for the public good, whereas 
all its complaints are strictly limited to the opposite party in 
politics. It is very remarkable, and shows some closer bond 
among the comic poets than has been suspected by the modems 
(in spite of its frequent assertion in the Greek tracts on these 
writers), that not a single comedy, so far as we know, took the 
radical side, and ridiculed old-fashioned ignorance, or stupid 
toryism. On the contrary, the whole body of the comic writers 

^cnew no higher ideal than to return to the golden age of Milti- 
ades, if not of Saturn. They knew no higher happiness in this 
age than the absence of new ideas and the presence of material 
comforts. They revile every radical leader, especially if of low 
birth, and do not spare the aristocrats, like Alcibiades and 

. Callias, who adopted either radical opinions or courted novelties 
in education and in philosophy. I will not say that there were 
not ribald jokes about K^i^mon, when he was long dead, or occa
sional praise of Pericles, in comparison with low orators of his 
party. But the main fact is cert^iii; the whole political aim of 
the old Attic comedy was to support conservatism against 
radicalism, and not even the transcendent genius and noble 
personality of Pericles could save him from the most ribald

* e.g. the parabia^is^f^lFthe Kni^ghts, where Aristophanes speaks of himself 
as iiri^KOvpuv KpvfiS^v ^T^pois iroili'rats, cannot refer to Philonides and Callis- 
tratus, but to this sort of partial and really secret assistance given to 
well-known dramatists, perhaps on account of the sudden and hurried re
quirements of political comedy.
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attacks, and the grossest libels, at the hands of these so-called 
guardians of morals and censors of vice. It was - so with all 
the noblest advocates of reform .in all directions—with Prota
goras, with Socrates, with Euripides. They were all equally 
the butt of comic scorn and the victims of comic falsehoods. ‘ 
Probably the comic poets were persuaded of the mischievous
ness of these men and their ide^s; but they were persuaded 
as party men, not as calm judges of right and w:rong ; and I 
have no doubt they were as easily persuaded of the innocence 
of the greatest miscreants in their own party. If these things 
be so, there will obviously be great caution required in using 
them as historical evidence. They are, in •fact, never to be 
believed without independent corroboration.

But though their political merits have been greatly over
rated, they stand pre-eminent in another, and that the original 
object of comedy. The volunteer chorus had originally met for 
the purpose of amusement, -for the interchange of wit and the 
promotion of laughter, and in this the perfected Attic comedy 
seems still unapproachable. We have indeed only stray flashes 
from the lost poets, but it is evident from the attribution of 
Aristophanes’ plays to A^rchippus, from the frequent success of 
other poets over him, from his anxious and jealous rivalry, that 
we have in him a playwright not ‘ primus longo intervallo,’ but 
* primus inter pares,’ and that the lost comedies sparkled all over 
with gems of wit like his inimitable farces. So necessary an 
element was this moving of laughter, that. none of them were 
ashamed to make use of obscenity, provided it was ridiculous, 
and we must suppose that this element was as much looked 
forward to a^id relished by the audience as the inuendos of the 
modern French drama. Literary satire and parody were only 
beginning to be popular, because the busy Athenian public 
were only now beginning to be a reading public—all their time 
having been hitherto spent in active politics or commerce. 
But the spread of books was begin^ir^g; literary discussion • 
was made popular by the sophists, and the field of literary tra
vesty lay open whenever politics became too serious to tolerate 
the satire of public men, or became too trivial to keep up the 
interest in such censure.
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Such seems to have been the general condition of Attic . 
comedy when Aristophanes arose.*

1 The. reader will find the various documents on which our knowledge 
of the-J^istc^jry depends—extracts from Platonius, from various anonymous 
scholiasts from Tzetzes—in the appendices to voLs. i. and ii. of Meineke's 
Fragmenta Comicorum, and summaries of the modem tracts on the subject 
in Bemhardy's and Nicolai's histories.

    
 



CH. XXI. 439

■

CHAPTER XXI.

Aristophanes.

§ 260. The dates neither of the birth nor the death ofAristo- 
phanes are accurately known, but as he was a young man when 
his first play came out, we may conjecture him to have been 
bom 450—46 B.C. He is explicitly called rov orfiov 

UafSiovicoe <^lvij^, but his father, Philippus, had property in 
^Egina, to which the poet alludes when he speaks (in the Ac/iar- 
nianS) of this island being claimed in order to secure him ; 
and the fact that he was persecuted by Cleon on a ypo^<j^t) i^i^v^ac, 
for being a foreigner assuming civic rights, ha$ thrown some 
doubt even on the origin of his father, who is said by some to 
have been a Rhodian or a Greek of Naucratis in Egypt. We 
know nothing of the poet's private life or education. If Plato's 
fancy picture in the S^ymposium could be trusted, he was a man 
of aristocratic breeding and culture, living in the best society 
at Athens. But the fact that Agathon his host, and Socrates 
the . chie^ speaker on the occas^^c^n', were the constant butt of 
the poet's severest satire makes one doubt that this wonderful 
Symposium has even historical verisimilitude. > We know 
from an allusion of Eupolis that he was bald before his tim^,/ 
and that he had once been a joint worker with that poet. 
He also speaks hims^^^lf of secretly helping other poets, and 
of his reluctance to demand a chorus in his own name. We 
know that the last play he composed was the Pluius, in 388' 
B.C., and the biographers tell us he died soon after, leaving 
three sons, Philip, Nicostratus, and Araros, the last of whom 
he commended to the public by letting him bring out this 
play. Araros came out as an original poet about 375 b.c., but 
this affords no certain evidence that his father was then dead.
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Our authorities on the life of Aristophanes are two Greek Lives 
■—one by Thomas Magister, the other fuller one anonymous, 
and besides the notice by Suidas. These are supplemented by 
the poet's ow^ confessions in the parabases of the Acharnians, 
K^nights, and Wasps. We have the titles of forty-three plays, 
and thirty are said to have been read by John Chrysostom, but 
Suidas only knows the eleven we have now remaining. Aristo
phanes' life is so closely bound up with his works, that it will 
be necessary to enter at once upon his remains, and treat them 
as far as possible chronologically^.

§ 261. His first play, the Revellers came out in
OL 8^, I (427 b.c.), and was not only well received, but obtained 
lasting reputation. He seems in this play to ha've opened his 
career by a politico-social criticism, the contrast of the old 
simple conservative education with that of the sophist teachers, 
which was then becoming fashionable. In the following year 
appeared his Babylonians, in which he turned his satire against 
the magistracies, both those elected by ballot and by vote, as 
well as also against Cleon—and this at the great Dionysia, 
when crowds of embassies which had come with tribute from 
the subject cities were in the theatre. For this he was accused 
and prosecuted by Cleon, and he alludes to it in his next 
year's play, the .^charnians,^ the first of those now extant, which 
was produced (C^1. 88, 3) at the L^e^ncea, or country Dionysia, 
where no strangers were present.

§ 262. The play attained the first prize, but was brought 
out under the name of Callistratus, who had been the producer 
of both the earlier plays. In the A^charniam the poet already 
stands before us in his full strength, his graceful and refined 
diction, his coarse and pungent wit, his contempt of plots, his 
mastery of character and of dialogue. It is a bold attempt 
to support the aristocratical peace part^ against the intrigues 
and intimidations of the democratic war party, who according 
to the poet concealed selfish ends and personal aggrandise
ment under the cloak of patriotism. The leading character, 
Dic^seopolis, around whom all the scenes are grouped, is the 
honest country farmer, who is weary of serving in discomfort on

I w. 377, 502, 630, sq.

    
 



CH, XXI. THE A CHARNIANS. 441 

garrison duty, and paying high for the fare afforded him with
out stmt by his farm. He comes to the agora determined to 
howl down anyone who proposes any subject for ■ debate save 
that of peace. The idleness and delays of the assembly, the 
humbug of embassies to the great king, and of strange ambas
sadors, are paraded on the stage, and at last Dic^seopolis in disgust 
d^e^l^ermines to make a private peace with the La^c^f^c^semonians. 
The solemn and yet licentious celebration of peace with his 
family is then performed. But the chorus of A^chamians, the 
violent wa^ party, whose lands have been laid waste, and who 
will not hear of peace, attacks him, and it is only by securing 
one of their coal-baskets as hostage that he escapes their rage. 
He then proposes to defend his cause, and the cause of his 
peace, with his head upon the block, and for this purpose goes 
to beseech Euripides to lend him a miserable and suppliant 
garb from some of his tragedies, wherewith to move the pity of 
his audience. The scene in which he appeals to the student 
poet, and gradually reviews all the heroes of misery in his 
tragedies, is one of great power, full of wit and parody, and in
tended as a vigorous satire of the new school rhetoric, with 
which the plays abound. When he has s^^ceeded in partly 
persuading his judges, the malcontent section go off for La- 
machus, the swashbuckler-general, who lives by wars and ex
peditions, and there is a good deal of hard hitting in exposing 
the intrigues of place-hunters and the neglect of honest citi
zens. Then follow the proceedings at Dicaeopolis’ free market, 
in his country-seat, whither a starving Megarian brings his 
daughters for sale—a scene of no little pathos, mingled with 
some obscenity. There comes a Boeotian with various luxuries, 
which Dic^seopolis receives in exchange for a troublesome syco
phant, who turn# up to protest against any market with enemies. 
The play concludes with a humorous responsive dialogue 
between ^machus, who laments the hardships of campaig^iing, 
and is presently led in wounded, and Di^c^aeopolis, who cele
brates the pleasures and plenty of peace, and is led in mellow 
with wine, and exuberant with license.

This famous piece, which is an excellent specimen of the 
poet’s work, and even touches on the principal subjects which
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occupy all his life, is in no sense a comedy with a plot, or 
an attempt to portray nature or society. It is rather an ex
travagant political farce, in which the poet gives rein to his 
imagination, strings together loosely connected scenes, and 
introduces the impossible and the imaginary wherever it suits 
his purpose. Nev^ertheless, there is always a political or social 
object kept in view, nor are the faults and failings of any 
class spared. We are not surprised that it was placed f^rst 
even against the competition of Cratinus and Eupolis. The 
text is pure and not difficult, and the Greek scholia are par
ticularly good. It has been specially edited, among others, by 
Elmsley, Mitchell, Blaydes, W. C. Green, and W. Ribbeck 
(Leipzig, 1864). I will speak of translations separately.

§ 263. The Knights ('Inf\c) appeared the ver^ next year 
(424). We know in fact seven plays produced by the poet in 
seven successive years, the last four of which are extant, and 
each of them may fairly be called a masterpiece. But this 
extraordinary rate of production, which in a poorer epoch would 
have been well-nigh impossible, was not by any means a Very 
rapid rate of composing for an Attic poet, who seems to have 
thrown off piece after piece with the same rapidity that ' Molibre 
produced his immortal plays. Nor were the comic poets at 
all so prolific as their tragic brethren, who could produce four 
plays every year. Possibly the assistance of Ca^llistratus in 
working up the stage representation aided the poet materially, 
by leaving him free for composition. The Knighhts were pro
duced in the poet's own name, but he was assisted by Eupolis, 
to whom the scholiasts attribute part of the second parabasis.’ 
The play is more serious and bitter than the Acharnians, and 
critical scholars think they perceive in it greater finish of style 
and richness of diction. Ne^e^i^theless, even the greater strict
ness of plot, which must be admitted, does not atone for the 
monotony of the dialogue in which Cleon is out-Cleoned by 
his rival the sausage-seller. The play personifies the Athenian 
demos as an easy-going, dull-witted old man, with Nikias, 
Demost^henes, and Cleon among his slaves, among whom the 
latter has attained a tyrannical ascendancy by alternate bullying

’ vv. 1290, sq. ; cf. above, p. 430.
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his fellows and l^attering his master. By the advice of oracles, 
which play a great part all through the play, and which imply 
an earnest faith in religion among the Athenian people of that 

- day, the former two persuade a low sausage-seller (Agoracritus) 
to undertake the task of supplanting Cleon. He is assisted by 
the chorus of K^r^^g^^ts, who are determined enemies of Cleon, 
and who come in to defend thei^ friends, and attack the dema
gogue, in their famous parabasis. The greater part of the 
remainder is occupied with the brazen attempts of both dema
gogues to out-bully one another, and to devise bribes and 
promises to 'gain Demos' favour. At last Ag^oracritus prevails 
and retires with Demos, whom he presently reproduces, appa
rently by ei^c^cdma, sitting crowned, and in his right mind, 
heartily ashamed of his former follies. Ag^orac^ritus, who in
this scene appears as changed in character as his master, advises 
him most sincerely concerning his politics and his duties to ' 
the subjects. The ideal of Aristophanes is the usual one of 
bigoted conservatives—a return to the good old days at Athens, 
to those of Marathon, and to the policy of A^r^isteides. Such 
dreams are hardly less foolish than those of socialists and com
munists as to the future of human society. The parabasis of 
the Knights is the most precious document we have on the^ 
history of the comic drama, and I therefore quote it without 
apology.1

» vv. 50!^-SS0S 
el pip ns dvTjft ruv Ki^puip^cO^it^tufKia^as inuis
jfV&yKO&v ?m», irpbs rb SeaTpav rr^i^af^Tivat,
oIVk &v t^iOiAos trvx,*v rfurau • vvv S’ S£i8j la6' S irotijtljs 

Stt Tabs ouTfbs vpiv /utre?, ToApq re Aeyeiv SIkoio,
Kai y^evvolws rbv Ti^ipi^ xopei ««! t^v

& Sb 8aupd£etv ip&p tpTiaiv soAobs avnj xp'x^ti'Tas, 
Kol fiaaaT£etv, is ov^l rdAai XpSt curols) Kaff iavriv, 
rfis bTv SieeAeve <ppT<rat oreT roirbu. ybp aViT
O)X St' ivlas rouro xeTTOvOws StarpgeiT, aAAl papliiap 
KipipToOtSaaKaAlap Uvai X’^^t^nTapbU ipyop amUpras ■ 
soAAHv yap SI) reisaalt'reep aSrSiP Tolyos xaplvaoBai' 
S/iuis re sdAai Ttaytyl><irlea)T hrer-elous r)u ^>00'^ Tn-as, 
kI robs ■vpoTSpous Tiir xorpup Spa rj ySpf. spooiSSsras • 
rovro pep etTSs SiraOe Klyvss &ut rus xoAtats KartoSaais, 
Vs xAetora xpu pSp ll'TlKliAwr PkOs Sarpre proKata •
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The newest special editions are by Velsen (1869); Born, wit^li 
a German vers^<^n; W. Ribbeck (186‘j); Th. Kock (in Haupt and 
Sauppe's series); and by Mr. Green in the Cambridge Cateti^a,, 

§ 264. In the very next year (C^1. 89, x, or 423 b.g) P^i^lc^r^i^cl^e^s 
brought out for the now famous poet his Clouds—an arrange
ment, as I have already suggested, merely intended to save 
him the labour of the stage practising. , The play is certainly 
far superior to the Knights, yet nevertheless was defeated 
not only by the brilliant Wine-dash of old Cratinus, but by the 
Connus of Ameipsias, a little known poett The extant play is
a second edition, modified, we know not how much, from the 
unsuccessful original. One of the Greek arguments (No. vi.) 
mentions as altered the parabasis, in which the poet lectures

S ipiv (jpeviis teln Kal Kal i^eptvyl<fav
Koi XvStfwp Kcd Kal Pai^T^iip. ivoi fiaTpaxfloi:i
O'Vk I^Ui^pKeuev, r^eKeur^'Up ^irl 'jTipo^, otl y^p t/i/iiis,

irpe<rr^i'^pi Hiv, Sri rov iirele(^<p0p.
cTtu Kparivov pepvippi^evos, Si trolW^ip hi^a^i^vpi
Sib, rav l^U^i^T^ciV areSliuv Sppei, Kul rijs urduewa na^pauV^pav 
iip^pei rbs dpva kui rba nXurdvovs kxI r^obs Sg^Bpohs Trp^f^eesip.yo'^^is* 
So'ot 5’ ovk %p Iv ii/piroi^le v^J-Ijv, A^copot ouKoweSiXe, ■ 
Kul, reKToves eV1raXdp<ov Spvav • oS'^ua ^juffp<rfv I^^^vos, 
pvvl S' vpet!i aiTbv Sp^vres 1rapaXpp<^!^Ivr' oVk IXeeire, 
I^mrove^^v rwv IjXi^KTpoiv, Kol rov ri^pov oVk It' Iui^pr■oa, 
r^wp 6' apvovlWv Slag(<l^ffKOV<^Sv • aXXa yepup &v 1Tepleppet, 
Strirep Kovvas, a^Te^avov pep %iav aSop, Slijpp S’ imoXwXiis, 
S^ XpVv Sib rbi srpoi-epas vlxas vlvetp Ip rip rrpvrt^ieeip), 
Kol Xppelv, SXXS Beac^Oat Xarapip rn^pS r^^ btoivirtp.
(Has 8« KpdTps ipybs Su&v 1)pe(exeTo Kal urulpe^l^‘y/^o^:s • 
bs irrb (^pi.Ki^!is Sai^e^l^s Svai ap^a^r^^|fuv alTelTepTrep, 
aii)> K^'u^l^in^dTov urivaroa vdrTav ^ureuoTdras I^^luo^as • 
X^^tos p-evroi pivos bvr^’f^pKei, rorl pip vlimip, Tore 8' o>i- 
rair’ ^ppuSuv Siir^piliep bel, Kal irpbs robroiuiv eepmOKev 
ipiipp g^riPa^ ir^^a ^<^l^e<rBat, prplv mjSaXlols I^igcetpeV, 
k^t’ IpreSBep v^plppaTeVtral rnd robs i^i^epovs Sla^^|>jje^al, 

Kl|^epvap ui^'ibp luTip, roirup o^v oVveKa lrB^‘rav, 
8n (iFiaX>popiKSs kovk bvo'^T^ius i(rmjSl|lras If^:^^^pfl, 
a(peff<( alircp sroXv rb fi^Biop, srapaKlpmatr' Ip SvSeKa Kdi^am 
Bipujj^av xpO<^r^bp Xpsutrpp, 
'IV S v^otprrl^s ba^lig xulpoVj 
Karb vovv (irpd£as, 
T^aiSpl^'i xB^o^T^t^'n p^eTi^wp.
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the audience on their want of taste in refusing him'the prize, the 
dialogue of the two XOyoi, and the conclusion of the piece. But 
the work, as we have 'it, seems imperfectly recast, and was not 

. again brought on the stage by the poet. If so, it is a curious 
evidence for the existence of a reading public apart from the 

, theatrical audience at Athens.
The play opens with a night-scene, in which the principal 

actor, Strepsiades (Turn-coat), tells of his miseries, his expen
sive A^'^c^mmonid wife, and his spendthrift son Pheidippides, whose 
very name is a compromise between country saving and city 
luxury. Even the slaves have become insolent in these war 
times, and the old gentleman cannot sleep with thinking of his 
debts and his son's extravagant habits. The only safety he can 
devise is to send his son to the Phrontister^ (Thinking-shop) 
of'Socrates, who assumes the character in this play of the 
vulgar sophist, and will train any young man to win his cause, 
however unjust, by subtle rhetoric. But when the fashionable 
horsy young man refuses, the old gentleman presents himself 
instead at the door of the Phrontistery, and finds the sage 
swi^^ng in a basket aloft observing the sun and a^drer. A 
disciple further informs the astonished Strepsiades of various 
wonders in the school, and groups of pale students are seen 
wrapped in mysterious meditations. Socrates, who poses as a 
physical philosopher and a freethinker, promises to transform 
Strepsiades into an accomplished sophist. He calls down his 
new divinities, the Clouds, who r^ile the world under Vortex 
(AIj'oc, Mr. Browning's Wlvirligig}, the supplanter of Zeus. 
The choral odes of these Clouds are extremely beautiful, and 
reveal a lyric power in A^ristophanes which is not found in 
the earlier plays. But with the license of comedy they not 
only pass into the poet's person in the parabasis, they even at 
the end assume the charact^;r.^ the ‘lying spir^l^is' in the Old 
T^e^sl^a^ment, and declare that they are meant to mislead into 
condign punishment such as profanely disbelieve in the national 
faith.

Accordingly on their entrance they join Socrates in emanci
pating Strepsiades from the religion of his fathers. But in 
other respects he is found an inept and stupid pupil. The . 
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parabasis is again of the utmost independent value, owing to" 
its personal character, and the sketch which Aristophanes gives 
of his aims in writing comedy.* It is delivered while Socrates 
and his pupil are within at their lessons. When they return to 
the stage, Strepsiades is put through a long exercise in gram
matical points, but breaks down through want of memory and 
quickness, and is advised by the Clouds to bring his son to 
the Phrontistery instead. The son objects, but is ultimately 
persuaded, though reluctantly, td enter the school. Here a 
choral ode is missing, after which follows the famous dialogue 
of the Just and Unjust arguments, in which the poet paints 
with enthusiasm the old education, and the splendour of old 
A^ttic life in purity and in beauty.2 But the unjust advocate of 
the new, immoral, intellectual education wins the battle, and 
obtains the control of the pupil in consequence. Strepsiades 
at once assumes airs of great impertinence to his creditors, 
trusting ■ to his son’s future subtl^^i^^^; but the first result is a 
quarrel between father and son as to an after-dinner song, when 
the son beats his father and justifies the act with his newly 
acquired sophistry. This sudd^i^lj^- opens the old Turncoat’s 
eyes ; he deplores his folly, and is. severely reprimanded by the 
now serious and orthodox Clouds for his blindness and immo
rality. He ends t^e play by taking vengeance on Socrates, and 
setting the Phrontistery on fire. Such is the general outline of 
this remarkable piece. But it is also full of minor traits of 
great interest, and these are the special features which make 
both the dialogue and the odes as interesting as anything now 
extant of Greek comedy.

§ 265. Some of the questions raised about the Clouds are 
not easily answered. But I think the scholiasts, as well as their 
modern foliowets, have expressed far too much surprise at its 
failure. We do not know -how far the original piece was.in- 
ferior to the extant recension, and must merely note this possi
bility as an element in fha problem. But if we consider that 
A^ristophanes had bee^r* declared victor for at least two pre
ceding years, we can in the first place imagine a widespread 
jealousy of the new favourite, and an idea that Attic comedy

* Cf. especially w. 518-62. ’ Cf. wr. 961, sq., 1000, sq., &c.
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would suflfer if all the first prizes were adjudged to one poet. 
Added to this feeling, and to th^. love of variety common 
to every public, and ver^ prominent in the Athenians, there 
was this remarkable coincidence, that old Cratinus, the greatest 
master of his day, who had retired into private life, suddenly 
flashed out in his old vjgour this year with the famous Wine

flask, a play not only of great general excellence, but full of 
personal confessions, and- perhaps regrets, which must have 
keenly excited the sympatljy of a somewhat capricious, but 
easily repentant public. It is likely that the enthusiasm ex
celled by the HvtLvii would have given it the victory over any 
play opposed to it. It is more difficult to say why the Connus 
of Ameipsias was also preferred, as we know ver^' little of 
either the poet or the piece ; but one fact is very significant. 
Socrates and a chorus of Thinkers (^povriuTal) appeared in it, 
and there is a fragment extant which describes the sage as 
dressed in poor and ragged dress, but nevertheless above con
descending to meanness and flattery.’ If, then, Socrates was 
a leading character in the play, which was called after a cele
brated flute-player, who was his master, Ar^i^stophanes was de
feated on his own subject by A^mei^p^sias. This makes it less 
likely that any injustice was done by the judges. For while 
g^ranting all the formal excellence of the play, there can be no 
doubt that the drawing of Socrates in the C^uds is completely 
unhistorical. The caricature is, indeed, so broad that we must 
acquit the poet of any hostile intention, and assume that he 
merely chose this well-known name to hang upon it all the 
eccentricities and immoralities which he desired to reprehend 
in the new school of rhetoric and of education. Plato's S^yt^n- 
fosium, which introduces the philosopher and the poet -as boon 
companions, corroborates this view« The physical speculations 
of Socrates were an early and unimportant part of his thinking; 
he was no mountebank, no swindle^ no rhetorician in the sense 
of the other sophists. Yet -all these qualities are ascribed to • 
him in the Clouds. It is, indeed, true that the poet saw with 
d^eeper insight than his public that the Socratic teaching was 
in real substance negative and sceptical, and might easily be

’ Meineke, ii. p. 703.
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distorted into vicious word-splitting and idle chicanery. But 
the A^thenian public, on the other hand, felt rightly that the 
personality of the man was honest and noble, and it is not im
possible that his bravery at the battle of Delium, not a year 
earlier, helped to disgust them with the caricature, and reject 
the clever but deeply unjust caricatu^e^^^ Aristophanes. It is. 
also likely that a very large part of the audience took no interest 
in the physical speculations of Anaxagoras and Euripides, and 
were somewhat bored by the prominence given to barren 
subtleties. To such people the ridicule of Cleon and his dis
honesty would come home at once, for every Athenian was- 
more or less a politician; accordingly the Knights would com
mand far more public interest than the Clo^ids at Athens, as the 
Happy Land, which ridiculed Mr. Gladstone’s Cabinet, would 
command it in England, far more than any unjust caricaturie 
of Mr. Dar^vin and his philosophy. There are many special 
editions and translations of this play. I m^^ specify those of 
F. A. Wolf (1811), Welcker (1810), Teuffel (ed. 3, Leipzig, 
1868), Bothe, and Green. The last is that of Th. Kock (2nd 
ed. in .Haupt and Sauppe’s series). It is discussed in all the 
histories of Greek Sophistic, in connection with Socrates.

§ 266. We pass to the comedy of the following year, the 
Wasps (Hornets I). There is some confusion in the Greek argu

ment , of the play, which states that it was brought out by 
Philonides, and obtained second prize, but that the first prize 
was obtained by the R^ehearsal (-pnayiov'), also brought out by 
Philonides, and also written by Aristophanes.* This producing

* Mr. Rogers, in his careful and shrewd preface to his edition, proposes 
o emend the corrupt scholium differently, and reads it to this ef^i^ct: that the 

play came out in the second year of the 89th 01., under .Aristophanes’ own 
name, and was first. The Tf^ooaytiv (which ridiculed Euripides) was brought 
out by Philonides, Snd was second, Leucon with the Ambassadors third. 
This correction seems to me more probable than the others proposed. Mr. 
Rogers’ refutation of the usual view of the play, as a satire upon the Athe
nian jury system, is also perfectly sound. Pie shows some inconsistenties 
in the plot, which point to haste or change of mind in the composition. 
Thus the chorus on entering speak of their comrade as suddenly and un
expectedly absent, whereas the opening scene represents him as long con
fined and prohibited from attending the courts.
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of two plays by the same author in the same year seems very 
strange, in the face of the competition of many poets to obtain 
a chorus, and it is likely that the passage has been so corrupted 
that the real sense is lost. The play is not so brilliant as the 
Clouds, and is intended to ridicule the simplicity of the body of 
poorer Athenian citizens, who spent their life sitting in judgment 
upon all the affairs of the empire, and receiving their three obols 
daily by way of support. They imagined themselves the rulers 
of the empire, whereas they were- really the tools of dema
gogues and of rhetoricians who pocketed the real profits. 
1'hough the principal characters are called Philo-cleon and 
Bdely-cleon, no living personage is introduced, and the play is 
T^^^^irk^ble as the earliest we have which deals wholly in 
imaginary circumstances. The old dicast, who has gone mad 
with love of sitting on juries, is confined by his sensible son 
with the aid of slaves ; and here we find, perhaps, the only case 
in which A^ristophanes represents the younger generation as 
having more sense than the old. But he probably merely 
intends to intimate a very general Greek feeling, that old age, 
instead of being venerable and excessively wise, is really feeble 
afid prejudiced. The Homeric attempt of the old man to 
escape, like Odysseus from the cave, is very comic. His 
friends, the chorus of Wasps, come to his aid, but are driven off 
by Bdelycleon, and compelled to listen passively to an argu
ment between father and son, in which the former boasts all the 
nominal grandeur of the sovereign A^thenian people sitting in 
judgment, while the latter shows the hollowness and vanity of 
their pretensions. Ultimately the old man is appeased by a 
mock trial of a dog for stealing cheese, which is got up for him 
at home. The attempt at humanising the old dicast, and bring
ing him back into the ways of society, is, however, too sudden. 
Though he shows much quickness pf political repartee in the 
skolia which his son proposes, he is rude and unmannerly, and 
his behaviour to his associates shows the license of a sudden 
emancipation from the trammels of self-imposed political duties. 
T^he latter part of the play gives us much insight into the 
nature of social intercourse at Af^hens. The subject was imi
tated by Racine in his solitary comedy, I^es Pla^deurs, which is 

VOL. I. G G
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a melancholy contrast to its original as to freshness and humour. 
There are excellent editions by Mitchell, Hirschig (with special 
collations by Bekker and Cobet, Leiden, 1847), Julius Richter, 
with Latin notes (Berlin, 1858), and by Mr. Rog^e^rs, with a 
metrical translation. Many of the political allusions have been 
fully discussed by Miiller-Stri^bi^g in his A^i-^stt^pha^nes und die 
historische

§ 267. In the following year (C^l. 89, 3) 
brought out the first edition of the P^e^e, when Eupolis gained 
the first prize with his Flatterys, and Leucon the third with his- 
Clansme^^. The J^t^cce seems to have been rehandled by the 
poet, but there are not in our text (though there are in the 
scholia) signs of a recension. The object of the play is to- 
recommend the then expected peace of Nikias',as both Brasidas 
and Cleon had lately been killed, and thus the war party at 
both A^thens and Sparta was sensibly weakened. It was acted at 
the great spring festival, when the deputies of the allies with 
their tribute were present, as appears from many allusions. 
The scene is partly laid in heaven, evidently on the upper story 
above the stage, whither Try^g^aeos (the Vintager), an elderly 
citizen, flies up on a dung-beetle to bring down the goddess 
Peace, who has been immured by War, while the gods in 
disgust have gone away, leaving War to do as he chose. 
Hermes, an insolent but servile doorkeeper, is the only god 
who appears. Two slaves who are fattening Trygaeos' beetle 
open the piece with a dialogue which passes into the prolog^ie, 
as was often the case in Aristophanes’ plays. When Peace is 
brought down again to earth, and upon the stage, the prepara
tions for her marriage with Try^g^seos occupy the rest of the 
play, of which the action halts after the first 800 lines, but the 
dialogue is all through very witty and full of clever parodies. 
On the whole the play is more brilliant and imaginative than the 
Wasps, but too much flavoured with that obscenity, which, 

however comical, disfigures several of the port’s later works, 
and whicl] he himself deprecates in earlier plays. Some pas
sages in the Parabasis and elsewhere are copied from older 
productions, and yet we cannot but wonder at the fertility of 
the poet’s treatment of the same subject which he had handled
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in the Acharnians., with such completely diflferent scenery and 
arrangement. It seems as if the phantastic element had become 
much more prominent in him about this period of his life. 
The best special editions of this, as of the last play, are by 
Julius Richter (Berlin, i860) and Mr. Rc^g^e^rs.

§ 268. There is now, in our extant remains, a gap of seven 
) ears before the date of the next play, the Birds. This accident ' 
suggests to critics a distinction between the poet's earlier and 
later style, which is hardly warranted by the plays themselves. 
The seems to me to possess all his later characteristics in 
full development, and is nevertheless brought out in close con
nection with his older, more serious, and more political plays. 
The temperate allusion to Cleon shortly after his death 1 is a ' 
curious contrast to the attack on Euripides in the Frogs under 
the same circumstances. Here there is a sort of de-Ji^oritu^s- 
nil-nisi-bmum feeling implied. The B^rds came out in the 
spring of 414 b.c., in the year following the sending out of the 
Sicilian expedition, the panic about the He^rmm, and the recall 
and banishment of Alc^^t^^s^d^e^s. The law of Syracosius limiting ■ 
the freedom of lampooning in comedy was doubtless connected 
with the public excitement of the time, when the jibe of a 
comedian might bring upon any man suspicion, prcsecuticn, 
and exile. It is doubtless to these circum.stances that we may 
ascribe the political vagueness of this piece, which is a general v 
satire upon the vain hopes and wild expectations of young 
A^l^hens, and ridicules their ideal empire in the western Medi
terranean, which contrasted so strongly with the poet's conser
vative notions about old Attic purity, dignity, and simplicity^. 
We may now declare that this retrograde ideal of the old party 
was not less impossible than the Cloudcuckoo^own of the ad
vanced thinkers; and even in the Middle Comedy there were not 
wanting parodies of the ancient heroic simplicity analogous to ■ 
this in the Birds. Nevertheless, to us the comedy is profoundly 
interesting as a piece of brilliant imagination, with less political 
rancour, and less obscenity than most of the author's work, and 
justly accounted one of the best, if not the best, of his extant 
plays.

* vv. 646, sq.
(} g 2
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The play was brought out by Cah^i^s^tratus, and obtained 
second prize, Ameipsias being first with his R^evellers, Phryni- 
cush third with his Monotropos. It opens with a dialogue between 
two Athenian typical characters, Persuader (nttderatpoc) and 
^^opeful (EvsXttlSjc), who are disgusted with litigious A^thens, 

and are wandering, conducted by a crow and jackdaw, and 
attended by t^vo slaves, in search of the avified Te^reus, now a 
hoopoe, who will show them a quiet city where they may live 
without law. This is told us, as usual, by one of the characters 
in the first dialogue. It is remarkable that these, like almost 
all Aristophanes’ leading characters, are not young, but elderly 
men. They find the hoopoe, who calls out his wife, the 
nightingale,? and these summon all the birds to council. No 
sooner has Persuader asked a few questions about the life 

■of the birds, than he conceives and propounds a scheme to 
the hoopoe of settling all the birds into a great polity, and 
shutting off by means of it the ways from earth to heaven, so 
that the gods, being starved out by want of offerings, shall 
coon*; to terms, and resign the sovereignty of the world to the 
birds. ■ This scheme is accordingly carried out, the city' is 
established and there are very comic scenes, when all sorts of 
worthless sycophants, mountebank priests, and windy poets

i The beautiful invocation to the nightingale is worth quoting (vv. 
209-24) :

&ye ffVvoO'i pot, saStrat piv virrav, 
Xuaop W viposs tepWy Spvav, 
oSs Sta. Bdov tr'r6paTos Bpvfts, 
rhy iphv Kal abp soOiSaKpuv ""iTvy 

^KetopvT StepoT prXftrtv 
yevuos {oufl5)s' 
KaOapp, r>oVJ<oK6p.ov
pXaKos ^ix& nplts Aib;? eSpca,

6 x^f^va^oKiptas t^otf^os Pkovoiv. 
Tofa arts iXeyots Pyripdoav 
iKepavrSeTov sippt-yya, Biiiv 
'larrat xopoSs •
Sta S’ itBaydrivy ptopptisv Xape 
llt^p<l><ayvs Spsv
Pla paKapav oAoyi.
(aiAe'i.')
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come to Persuader to get wings and live among the birds.. 
Iris is caught flying through the city on an errand from Zeus 
to order men to sacrifice, as the gods are starving. She is 
sent back, and meanwhile a herald comes up from the earth to 
say that the mortals have consented to submit to the Birds' 
sovereignty. Presently Poseidon, Heracles, and Triballus—a 
barbarian god, who does not know how to put on his cloak— 
come as an embassy from the gods. But Heracles, who is very 
gluttonous, and moreover hungry, is ready to accept any terms, 
when he finds Persuader cooking a rich meal to which he 
hopes to be invited. Triballus is unintelligible, but sides with 
He^racles, and so Poseidon is forced to comply with the. dis
graceful tenns of submitting to the Birds, and allowing Basileia 
(Sovereignty) to be brought down and married to Persuader. 
The play ends, as the does, with the Hymeneal song.

It is full of the richest imagination and the brightest wit, but 
it is idle to discuss the endeavours of modern critics to pierce 
the disguise under which the poet may have ridiculed definite 
persons. As a general satire on young Athens it is full of 
point, and a real work' of genius. I have already pointed out 
(above, p. 434) the careful and complete structure of the para
basis. It is surprising how few special editions of this play have 
been published in recent times. The earlier part has been re
produced for the stage, with sundry modifications, by Goethe in 
1780, and the whole play has been translated by the poet 
Rhckert. There is a handy school edition by Th. Kock 
(Haupt and Sauppe's series).

§ 269. The Lysistrata appeared in 411 b.c., after the Sici
lian disaster, when ten Proboi^l(^i had been appointed to manage 
the city, and when its democracy was just being overthrown 
by the oligarchs under Peisander and Antiphon. We may 
take for granted that comic license was forbidden. The Pei
sander mentioned in the play was probably therefore not the 
politician, and there is no allusion to Antiphon. Nevertheless, 
under the mask of obscene ribaldry there is no play of Aristo
phanes more seriously in earnest about t^re affairs of the state. 
His usual policy is enforced by representing the women of 
all Greece determined to refuse conjugal rights to their hus-
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bands until peace is proclaimed, and at the same time seizing 
the Acropolis in order to secure the treasure of the Parthenon 
from being applied to war purposes. A chorus, of old men who 
come to attack t^re Propyla;a with fire, and a chorus of the 
elder women who defend it with water, replace with their re
sponsive odes and comic abuse the usual single chorals. There 
is no parabasis. The Spartan woman, Lampito, who is 'remark
able not only for her splendid physique, but for her character 
and self-control, speaks throughout in her own dialect, as do 
the Spartan ambassadors at the close of the play, and they thus 
afford us an excellent specimen of that remarkable Doric which 
is hardly represented in any extant branch of Greek literature. 
The political advice comes not from the chorus, but from the 
leading character, whose typical name, Lysistrata, indicates her 
policy. She recommends forgetfulness of past offences, in fact 
amnesty and a coalition of interests with the allies, who had 
been hitherto treated as mere subjects. There is no vain pic
turing of past happiness or future glory, but rather a homely, 
anxious review of the situation, with a determination to do the 
best in a frightful crisis.^ The spectacle of an Athenian public

' I call particular attention to the following passage, as the most dis
tinctly pathelic which we have in Aristophanes.

vv. 588, sq. :
npo. oScovv Sepbv ravrl Tturas fcufiSl^fiv Kal rokinre^ew, 

aTs oliSe piTj saw ro^ sol^fpou ;
Kai x-j, & sayKarapare, 

snetv fl SiwkoSi avrbv <epoiJ.fv. spaiTtirroy pev ye 
reKovirai

KtKvepxUaaai ira'tSas brk'nas.
ciya, of 01111 iKaKfars-

AT.

IIPO.
AT. tiff. fWiU eu<l>ooWO‘'r^ Kcal rys ^fiys asoketVirat,

povoKDirovpev 5ia ras aroarias. K(d 6ilpeo■eoov uIv 
iare,

nepl tOv Se tv rots PcOkdpois yripatTKi^i^trciv
dvt^pat.

nPO. oScovv xfivSpes yripdnKouffiv ;
AT. ■ pa Af, dkXJ ovk elsas Spoio—

& pep Vkkv yap, k&k $ iraktcSs, raxb s<uTa ^^prv 
yeydpijKer •

rijs Se yi^ira^i^Kbs piKpis 6 Kaif^lls, k&k tovtov pi) 

'iitk^d^fiTirat,

oiSels tSekei yvpat rairyv, irrevopevii Se adBjirai.
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coming together in their direst misfortune, to hear a play of 
which the very argument could pot be explicitly stated in 
modem society, and of which the details fully develop the 
main idea, shows us a great gulf between Attic and modern 
c^ult^ure. I will only observe in explanation of so painful a 
phenomenon that many ceremonies of the Greek religion— 
nay eVen the spiritual mysteries of Demeter—admitted obscene 
emblems and obscene jokes as a necessary part of the festival, 
and this element was as prominent in the feasts of women as 
in those where men only were engaged. Thus the naturalism 
of Greek polytheism, as contrasted with the asceticism of 
C'hi^istianity, engendered a state of feeling, even in the most 
refined, which would be accounted among us shocking gross
ness. The indulgence, therefore, of A^thenians in such amuse
ments as the Lysistraia, though under all circumstances ob- 
jet^l^ionable, is not by any means to be regarded as parallel 
to a similar performance in modern times.

The scene being laid at the Propjllaea of the Acropolis is full 
of local allusions to the surrounding features, which have been 
missed by most commentators owing to their want of familiarity 
with the place. Of course the play from its very nature has 
been little commented on in special editions. There is a text 
with scholia by Enger (Bonn, 1844) cited by Bernhardy. Mr. 
Rogers has done all that can be done to bring it within the 
range of modem readers in his excellent version, and his com
mentary on selections from the text.

§ 270. From the following year (C^1. 92, 2) we have the 
Thesmophoiriazu^scs, or celebrators of the Thesmophoria, in' < 
which the poet again makes the female sex prominent, but is 
less in earnest about politics, which had in the meantime 
taken a definite turn, and permitted no interference. This play 
is perhaps the most comical which we have, and might be 
called a * screaming farce,' but for the determined attack on the 
morality of the Athenian women, which is laid by Aristopha^res 
wittily, and by the commentators stupidly, on the shoulders of 
Euripides. This poet appears with his father-in-law Mnesilo- 
chus in search of Agathon, whose effeminate appearance and 
:^tyle will enable him to attend the Thesmophoria, and defend 
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Euripides from the conspiracy made by the women against 
him, on account of his misoguny and his pictures of female 
passion. Agathon is cleverly parodied, with coarse asides from 
Mnesilochus, who is the stock Athenian of the poet. But 
Agathon -^t^fuises the dangerous mission among the wome.r^ and 
Euripides persuades Mnesilochus, with the aid of shaving and 
of Agathon's borrowed dress, to make the attempt; At | veiyr- 
comic assembly speeches are made against Euripides, but 
Mnesilochus ruins his case by arguing that Euripides had far 
understated the vices' of women. This' leads to altercation, 
and then the news brought by the effeminate Cleisthenes, that* 
a man had entered the women's exclusive gathering, leads to. 
the discovery and apprehension of Mnesilochus. By a cfe'vice . 
akin to that of Dicaeopolis in the Acjiarnians, he threatens.in, 
his peril'to slay a child, which turns out to be a wine skin} and 
he is at last put under the ■ charge of a Scythian • 'policeman; 
The devices of Euripides, who approaches under the guise of 
various characters from his plays, especially from the je^e^ient 
Helena and the An^^r^omeda, and is answered by Mnesilochus, 
afford scope for much brilliant parody. At length, under the 
garb and by the devices of a^ procuress, Euripides entices away 
the Scythian, and extricates his friend.

The chorus, though prominent, sings no proper parabasis, 
nor is there any serious address to the audience. All the play 
is full of fun, and parody, and ribaldry. The attack on women 
is a Mercer one than all the plays of Euripides condensed could 
furnish. As to the travesties of Agathon and of Euripides* they 
are all comic, and show, I think, no personal hatred, though 
many hard hits are deallt Plato makes Aristophanes a personal 
friend of Agathon, and the allusion to him, after his death, 
in the Frogs corroborates this. But the Frogs are far more 
severe on Euripides than this play, for here his cleverness only 
is ridiculed, and his plays quoted as the most popular, while his^ 
attacks on the weaker sex are more than justified. The in
sinuations of effeminacy against Agathon are quite as foul as 
those in the end of the play against Euripides for deal
ing in immorality. There are editions, by Thiersch, F. V. 
Fritzsche, and Enger. Some fragments remain of a second
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Th^esntopJioir^azma, which continued the plot of this play, and 
inveighed chiefly, according to our fragments, against female 
luxury. ’•

^271. Passing by the Plutus, as our version of it was pro
duced later ^it was first played in C^1. 92, 4), we come to the 
Fr^rs certainly the most interesting, if not the best construi^l^i^d'' 
of all Ai^istophanes' extant plays. It came out in 405 b.c., just 
before the battle of ^^g^c^spotami, when Athens was approach
ing the crisis^’ of her history. Phrynichus and Th^ramenes are 
still the leading men of the state ; people are longing for Alci- " ' 
biades, 'but afraid to recall him. It is at such a moment that 
t^his 'wonderful play occupied the public with its buf^ccnery, and _ 
its profound literary criticism. It obtained first prize under 
Philonides’ direction, and defeated (the comic) Phrynichus' 

' Muses and Plato’s Cleopfioji. Its repetition is said to have been 
ordered owing to the prudent and moderate parabasis, which' 
recommends amnesty for past offences, especially in the affair of 
the Four Hundred, and unity among all the citizens to avert the 
ruin of the stat^.** This political advice is very similar in tone 
to thafcin the Lysistrata. The plot is separated into two parts : 
first, the adventures of Dionysus on his journey to Hades in 
search of a goc^c^'pcet, Sophocles and Euripides being lately dead ; 
arid secondly, the poetical contest of ^^schylus and Euripides, 
and the final victory of ^^schylus. These subj'ects are logi
cally" though loosely connected together, but remind us strongly 
of the dramatic economy of the very poet whom Aristophanes 
is here attacking so vehemently. No analysis can reproduce 

. the, real brilliancy of the piece, which consists in all manner of 
comic situations, repartees, parodies, and unexpected blunders.

The attack on Euripides, and parallel defence of .^^s^c^hy^l^us, 
carried on by the poets themselves, is of course profoundly 
interesting as a piece of contemporary literary criticism by so 
great a poet - but great poets are not always good critics. 
Moreover, whether from dramatic propriety, or from serious 
conviction, the points urged on both sides are all shallow and 
unimportant, and only of weight before an idiotic judge, such 
as Dionysus. How this character can have been intended to

1 vv. 352, sq.
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represent the A^t^henian public without insulting them is hard 
to understand. For if this be the poet's meaning, the a^j^t^t^^tic 
judgment of the A^thenian public, and t^eir art criticism, is 
ridiculed far more bitterly than the fashionable tragedian. 
The attacks of the poets on one another are partly gram
matical, partly rythmical, partly ethical, but hardly at all 
a^:5thetic, if we except the objection to the peculiar stage 
effect which /Eschylus so often used, of introducing his lead
ing character upon the stage in silence, and keeping the 
audience in long suspense before he spoke. The grammatical 
points are minute and trifling, and as to the rythmical argu
ment against Euripides' prologues,* most good iambic trimeters 
can be concluded with so that there is no
point in it at all. The melic ramblings of Euripides may be 
open to the charge of disconnection and of effeminate softness, 
but assuredly the obscurity of ri^i^s^^^^lus is an equally important 
defect in poetry addressed to a listening publics.

By far the most important part of the controversy is that 
concerning the moral effects of tragedy, for it is assumed as an 
axiom by all parties,^ that the poets (whether dramatic or riot) 
are moral teachers—in fact, the established clergy of the age— 
and perform the same office for men which schoolmasters do 
for children. Assuming this standpoint, Euripides can only 
defend hims^l^ by urging that the legends he represented were 
4s he found them, and that he encouraged practical good fe^nse 
and homely shrewdness among the citizens—in fact, educated 

'them in _good sense.®
, The reply which we should make to -Kss^lrylus would 

rather insist that he hims^l^^ was not a great poet because he 
had a moral object, but because in prosecuting that object he 
stated great world problems, great conflicts of Destiny and 
Freedom, of Law and of Feeling, and set them forth with 
extraordinary power and beauty. Euripides may have made 
the mere changes of human character, and the scourge of 
passion, hi§ conscious objects, but in portraying these things 
well he was no less a great teacher of humanity, and a lofty 
moralist in his own way. It is as if we should contrast Sir

’ vv. 1200, sq. 2 vv. 1056, sq. ’ vv. 948, sq. .
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W. Scott's romances, their chivalry, their ideality, and their 
cbvious rewarding of vice and virtue, with the subtler and 
deeper teaching of George Eliot, who makes the tangled web 
of human life her object, and does not accommodate her- cata
strophes to traditional morality. Sir W. Scott wrote great novels, 
not because he wrote with an earnest mora^ purpose, but 
because he drew periods of history, and varieties of human cha
racter, with boldness and with poetic truth. These are the 
•i^t^i^rnal features of dramatic art, but they are often most deeply 
felt by great artists who cannot consciously express them.

As to special editions, we have those of Welcker (1812) ; 
Pernice, with notes and version (1856), and Fritzsche (1863); 
also Th. Kock's (in Haupt and Sauppe's series), a good school
book.

§ 272. There is a great descent in literary merit to the , 
Eccleziazu^sm, or parliament Owhich came out about:' 
393 b.c., when Athens was striving along with Thebes and 
Argos to check the power and encroachments of Sparta. If 
the success at K^nidos and the recovery of the maritime supre
macy had taken place, still more if the long walls were .l^ieing 
rebuilt,^it is indeed strange that such a poet as Aristophanes 
should have made no allusion to these great successes and the 
hopes they inspired. But the political allusions of the play 
contain no solemn warning, no hearty advice ; they are merely 
a bitter satire on the faults and weaknesses of the revived 
democracy, its unstableness and vacillation, the selfishness and 
greed of both poor and rich, the postponing of all public interests 
to private advantage. All the faults reproved by Demosthenes 
and Phocion are already ; we have before us no
longer the Periclean, but the Demosthenic At^henian. The 
poet of a greater and better time has no heart to advise, but 
only to ridicule such people^* His main interest turns from

1 It is chiefly from this evidence that the Germans draw their pictures 
of the debased ochlocracy, and no doubt they draw it according to the 
notions of Aristophanes and his aristocratic friends. But whether Athens 
was really thus debased is quite another question, and those who have 
studied Grote’s history, and the affairs of the restored democracy, will 
come to a very different conclusion. There was no doubt a great 
decadence in energy, but not in social and intellectual qualities.
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political to social questions, from practical to theoretical reforms,. 
* and he occupies himself with the schemes of socialism and com

munism which were floating in the air of the schools, and which 
- may even then have had some countenance in Plato's oral lec
tures. These theories he satirises by making the women meet 
in the assembly, dressed in their husbands' clothes, and decide 
that they must in future assume the management of the state, 
with full community of goods, of husbands—in fact, of every
thing. There is of course a great deal^, of humour in all the' 
discussions, especially in the home' conversation between 
Praxagora, the leading character (like the L^ysistrata of a 
former play), and her husband, in which he is fully persuaded 
by gross material prospects to acquiesce in the scheme. The 
dialogue between the honest citizen, who in obedience to the' 
decree brings out all his goods into the street for the common 
fund, and the dishonest neighbour, who keeps back what he' 
has, and waits to see how things will turn out, is the best 
in the play, and is am epitome of the conduct of A^thens from 
that day onward, when patriotism was required of her. The 
scenes which follow are apparently written for obscenity's sake, 
and are too absurd to be a genuine satire upon Athenian 
women. These features, and the concluding appeal of the 
cory^p^hseus (w. 1155, sq.), to remember the jokes, and not to 
deny the author his prize because his play came first in the com
petition, indicate how much both poet and audience had fallen. 
The chorus assumes a leading part in the play, but sings no para
basis, unless indeed a choral ode which is lost may have replaced 
.it. But the whole complexion of the piece resembles what 
is called the Middle Comedy, in which the chor^is disappears.

The play is difficult, and has not been sufficiently com
mented upon, doubtless on account of the features which 
it has in common with the far superior and more earnest Ly- 
sisir^ata. The commentators on Plato's R^e^public have much 
occupied themselves with the question, what system or theory 
of socialism the poet had before him, as Plato's immortal dia
logue was not published till many years later. We can find no 
more specific answer than to say that such a work had probably 
many predecessors, and that such^- speculations must have been
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Jong in the air before they assumed the definite form in which 
Plato has transmitted them to us. For the history of Socialism 
and of the theory- of woman's rights the play is an early and 
valuable documenit .

§ 273. Last in our list comes the Piutus, which, as we have 
it, was produced OL 97, 4 or 388 b.c, in the poet's old age. 
But we are informed that this was the second edition, and 
that it was first played in 408 b.c., before the Frogs. To this 
latter play it is remarkably inferior in ever^ respect, but chiefly 
perhaps because it is of the tamer type known as that of 
the Middle Comedy. The- characters are all general, and 
t^here is no chorus beyond a collection of neighbours, who do 
not interfere in the action, and sing no lyrical odes, or para- 
b^a^sis. The prominence of the slave is another feature which 
allies it to both Middle and New Comedy. Politics disappear 
altogether, and the whole object of the work is a dramatic satire 
upon the irregularities and injustices of society, and upon the , 
apparently false distribution of wealth by the gods. The worthy 
C^lu^e^my^lus, having by the help of the oracle discovered Piutus, 
whom as an old blind man he does not recognise, but who 
at length reveals himself, undertakes to have the god's sight 
restored, and so to enable him to choose his residence amongst 
honest men. Poverty, a gaunt female figure, protests against this 
proceeding, and explains the advantages which she bestows on 
men. T^here are several indications of a chorus at the Conclu
sion of each act, or pause in t^ie plot, but these were either 
never written, or omitted (as I suspect) in the revised edition 
which we possess, or lost by the carelessness of transcribers. 
This last theory seems very improbable. The slave in a long 
messenger's speech, only interrupted by exclamations from 
C^f^t^emylus' wife, recounts the cure of Piutus in the temple of 
jE^sc^ulapius—a very interesting comic picture of the religious 
quackery of the age. The rest of the play is occupied with the 
appearance of a sycophant priest and other characters who come 
to visit Chremylus on hearing of his good fortune. The general 
structure of the play seems imitated from the earlier Peace. The 
god of riches corresponds to the goddess of peaces. The 
opposing figures of War and' Poverty are closely analogous.
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The good He^rmes in both plays acts the mean part of a sort of 
understrapper, and not a faithful one, among the gods. Both 
plays end their plot early, and fill up t^e remainder with dia
logues arising out of the successful conclusion of the enterprise- 
But the Peace is far livelier and more spirited than the
The tame and sober character, and the absence of special 
political allusions in this work, have made it an easy and suit
able play for younger students, and there have accordingly been- 
a good many scholia upon it, and a good many editions, in 
Byzantine days ; but there is no recent German edition except 

, Marback's (Leipzig, 1844).
§ 274. The Fr^^gments of Aristophanes (about 750) are- 

neither long nor interesting. Were our knowledge of the poet 
confined to them, we should be perfectly incapable of forming 
any notion of his true character and transcendent merits, and 
this fact should make critics more cautious than they have been 
in estimating other comic poets, only known by the light of 
this delusive evidence and thus compared with the extant 
master. The Amphiaraus seems to have ridiculed superstitious - 
treatment of diseases, like the scene of the Piutus just men
tioned, and may therefore haye been of that type. So 'was the 
yp^olosikon, a parody on Euripides' /Eolus, a play which was- 
written without chorus, later than the Plutus, and committed tO' 
the care of the poet's son Araros. The Kokalos, also committed 
to Araros, was even considered a forerunner, in its love intrigue - 
and recognition, of the New Comedy of‘Mena^<^(^ir; so that 
this type too was probably inherent in Greek comedy, and only 
rose to greater prominence owing to social causes. All that 
can be known about the plots of the lost plays, and many con
jectures besides, may be found in the collection of the fragments- 
at the end of Meineke's second volume. There is an equally 
good collection in Dindo:^f’s Poetce Sceiu^^., and many mono
graphs about them are cited by Nicolai.^

§ 275. If we take a general view of the dramatic resources 
shown by this great poet, we shall be somewhat surprised at 

r the poorness of his plots and the fixed lines of his invention. 
As is well known, old Attic comedy cared little about plots >

' LG. i. p. 231.
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any extravagant adventure was suf^clent to give it scope for " 
the development of character, and for comic dialogue which, 
sparkled by means of witty repartee and satirical allusion. Like 
the plays of Euripides, which pause in the middle, and then 
start with a new interest, it is common for the Aristopha- 
nic plays to work out at once the project of the principal 
actor, and then occupy the rest of the play in comic situations- 
produced by the introduction of any stray visitor. Exa^mf)l(^!^- 
of this design will be. found in the Acharnians, Peace, Plutus, 
Wasps, and Birds. The Frogs is a more artistic instance, as 
the poetical conflict which ensues upon Dionysus' visit to 
Hades is st^ctly to the point. But here too the adventures of 
Dionysus in search of a tragic poet are a separate play (so to- 
speak) from the scenes in Hades after his reception by Plut^c^- 
The Knights and Clouds have more plot than the rest, though 
the action in the Knig^its is too much delayed by the coarse 
Billingsgate of the rival demagogues.

A good deal of sameness may further be observed in this, 
that the economy of the opening scenes preserves a certain 
uniformity. Either the principal character begins with a , 
.soliloquy, which explains the whole plot, as in the Acharnians 
and Clouds, or the first scene is a dialogue, in which one of the • 
speakers presently turns to the audience, and explains the 
situation by what may be called a delayed prologue.* These 
speakers are either two slaves under orders ( Wasps, Knights, ’ 
i^c^a^c^e), or the leading character with his slave or confidante* 
(F^t^t^gs, Piutus, Birds, Thesmophoo^^azus^]. The Lysistrata
and E^c^clesiazusce open with a combination of both devices. ' 
The leading character comes on, but in expectation of others, 
as in the Acharnians, and the plot is presently expounded in a 
conversation with the new characters. These considerations 
show that, with all the wildness and license of the poet's ima
gination, he kept not only his diction, which was a model of 
the strictest Attic, but even his plots, under the regulation of 
broadly defined principles.

Turning to his characters, we find the same regularity in 
their conception. They are almost all elderly, both men and '

* We have a tragic example in. the later Iphigniia of Euripides.
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women, and even when father and son are brought on the 
stage together, as in the Wasps, the son impresses us as already 
mature in age and good sense. This arises from the aristo
cratic temper of 'the poet, who only satir^ed and ridiculed the 
middle and lower classes, among whom the young axe seldom 
prominent, especially in war times, when they were employed 
in field and garrison duty. The Athenian democracy is always 
imaged by the poet under the guise of an elderly man, and all 
the leading characters which are intended to be representative 
are very uniform in type—shrewd, somewhat coarse, and not 
very educated. This is likely to have been specially true of 
the Attic countryman, whom he contrasts sharply with the city 

.folk. Pheidippides in the Clouds is the only portrait he ven
tures to draw of a young aristocrat, and he is very slightly 
sketched, until he appears transformed into a Socratic sophist. 
The chorus of is purely political and impersonal, and
reveals to us no social or individual features. Were we there
fore reduced for our knowledge of the A^t^henian aristocracy to 
the comedies of Aristophanes, we must be content with a single 
passage in the opening of the Clouds, and we should be com
pletely ignorant of any of their failings but that of an over
fondness for horses. Yet surely the young aristocrats were 
fully as open to satire and comic travesty on the stage as the 
old dicasts.

These remarks show the error of the assertion usual in 
Aristophanes’ German critics, that he lashed all the vices and 
defects of A^t^henian society in his day. They ignore that the 
poet was an aristocrat, who ridiculed radicalism and the ad
vanced democracy, but spared the vices of his associates and 
his par^^... What a subject Alcibiades would have afforded 1 
Yet in spite of his democratic leanings, his high birth and con
nections saved him from any but st^ay shafts on the stage.’ 
It is in the orators that we find him painted in his dark

’ According to various late authorities, of whom a scholiast on Juvenal 
is the best, the Bttn'raf of Eupolis were expressly directed against 
Al^c^t^iades. But it must have been indirectly, and without naming him 
personally, for Plutarch does not quote a single passage in his biography, 
nor do the twenty-two extant fragments contain a single mention or even 
allusion to Al^ci^biiades.
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colours. I have already noticed the constant retrospects, and 
longing for the good old times, which characterised all the comic 
poets of this period. I will only add that in his late plays 
Aristophanes seems to have laid , aside these aspirations as 
hopeless, and applied himself to the practical teaching of 
union and forgiveness among the rival parties in the agony of , 
the last years of the war. .

As to his position in matters of religion, he is a great defender 
of orthodoxy against the new physical school, and is never 
weary of attacking Socrates and Euripides for their breaking 
up of the old faith. But all this seems rather from policy than 
from real devoutness, for he does not hesitate to travesty the 
gods after the manner of Epic^t^a^i^us, and to present the reli
gion of the people under a ridiculous form. Though he per
mits himsel:f to indulge in orthodox profanity and ridicule 
about the gods, he feels a profound difference in the serious 
attacks of the sceptical school upon the received faith. In 
this he was doubtl/t"? quite correct, but it throws a doubtful 
light upon his seriousness as a religious thinker.

§ 276. His parody of the tragedies is to us more interest
ing. Through commonly aimed at Euripides, there is frequent 
parodying of both Sophocles and ^^s^ichylus, and of the less 
known tragic poets, probably much oftener than even the scholi
asts detected. Of course his ridicule of Euripides was most un
sparing, and most unjust, but the latter was no mere innovator 
in tragedy, he was also an opponent on social and political ques
tions. There is no greater proo^ of the real greatness of Euripi
des, than that his popularity combated and overcame the most 
splendid comic genius set in array against it during the period 
of its developm^i^lt The loose and irrelevant choral odes of his. 
later plays are doubtless open to the parody of the Frogs, but the 
very same change of taste as to the importance of the choral 
interludes made A^ristophanes himself diminish and abandon 
his choruses, and even replace them with a musical or orches
tic performance. For this seems the meaning of the word 
xoop^ov inserted in the pauses of the later plays, especially the 
F'lu^us. Hence in this, as in most other ' points, the same ten
dencies which modified Euripides' tragedies had their effect

VOL. I. H H
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upon the plays of his censor. Among the features of detail, • 
nothing is more cleverly ridiculed than those repetitions of the 
sdme word which occur in the pathetic lyrical passages of 
E^uripides. Yet this has been felt by great hearts of various 
ages, and by the still greater heart of popular song, to be a 
natural and poetical enhancement to the expression of deep 
feeling. The modem poet 'who best understands Euripides 
has followed his example in this point.* The German lyrist 
von Platen, in his beautiful and artistic imitations of folk-song, 
has reproduced the same effect—an effect still more clearly and 
universally exemplified in music, where the repetition of even a 
single note often conveys intense feeling.

§ 277. Turning from points of detail to the general scope of 
Ai^istophanes’ plays, -we come upon a controversy as to the 
true aim of comedy, and as to the conception which the poet 
formed of his art. The passage on the nature of comedy in 
the Poetic of Aristotle is unfortunately lost, but if we can trust 
stray hints on the subject, his definition of comedy (which 
applied mainly to Menander) ran parallel to that of tragedy, 
and described the art as a purification of certain affections, of 
our nature, not by terror and pity, but by laughter and ridicule. 
This deep moral .object has been strongly advocated by K^^^ein, 
who exalts Aristophanes to a pinnacle attained by no other 
Greek po^tt On the other hand, Hegel, who without any 
special knowledge has theorised on the matter in his PEsth^^^c, 
speaks of comedy as the outlet of a great uncontrolled sub
jectivity, which feels that it is so superior to all ordinary human 
affairs, that it can afford to laugh them down and treat them

Dances, dances, and banqueting 
To Thebes, the sacred city through, 
Are a care ! for, change and change 
Of tears and laughter, old to new, 
Our lays, glad birth, they bring, they br^i^g;!

—Ari^stoph. Apol., p. 266. There are many more instances in this version 
of the Hercules Furens. This allusion to Mr. Browning suggests the remark 
that 'he has treated the controvert;/ between Euripides and A^ristophanes 
with more learning and ability than all other critics, in his AriStophan^:? 
Apolo^, which is, by the way, an Euripides' Apology also, if such be 
required in the present day.
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with ridicule. I fancy both theories have their truth as regards 
A^ristophanes. His early plays seem written with high political 
aspirations, and with a strong conviction that he was the 
adviser of the people for good, and could lead them from 

‘ sophistry and chicanery to a sounder and nobler condition.
This feeling transpires in his personal addresses to the audience, 
in his professed contempt for obscenity and buffoonery, and in 
the serious tone of his political advices. As the war went on, 
and the people became gradually impoverished and degraded, 
when the oligarchs broke down in their attempt to abolish the 
democracy, and the power of A^thens was ruined by Lysander, 
we see the poet, not without stray touches of sadness, adopt a 
lower tone, abandon serious subjects, and turn almost wholly 
to obscenity, buffoonery, and mere literary and social satire. 
At this stage he may have been indulging his ‘ infinite subjec
tivity,' as Hegel chooses to call it, and may have felt that serious 
advice, and efforts at political and social reform, were mere 
idle dreams, and not worth treating except as stu^ for travesty. 
This is indeed a melancholy contrast to the life of the extant 
tragic poets, all of whom seem to have risen and ripened with 
age, and to have left us in their latest pieces the noblest and 
most perfect monuments of their genius.

§ 278. A word in conclusion should be said concerning the- 
'lyric side of Aristophanes, which the old scholiasts so neglected, 
that they note his graceful ode to the nightingale (in the Birds) 
as a parody on Euripides. Modem writers, on the contrary, 
have advanced to the absurd statement, that his real greatne^s^s^. 
was not dramatic, but lyric. There can, indeed, be no doubt 
that the lyrical pieces in the comedies are of the highest merit 
nevertheless, it would be as absurd to say that the real genius 
of Sophocles was lyric because he wrote beautiful lyric odes. 
Lyric poetry and the drama were so combined in Periclean 
days, that although a lyric poet might be no dramatist, every 
dramatist must be a lyric poet. And we have reason to t^iink 
that the occasional lyric pieces of the great dramatists in that 
day were far liner than the works of professed lyric poets after 
the age of Simonides. Nev^ertheless, the true greatness of 
Aristophanes ever has been, and will be, dramatic greatness.h h 2
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But it is rather in extraordinary fertility and brilliancy of dia
logue, than in ingenuity of plot, that he excels.

We cannot tell whether the statement of Plato at the end 
of the Sympo:^ium was seriously meant, that the composer of 
comedy must have the same sort of genius as the composer of 
tragedy, and that the same poet should compose both. If it 
was, we can hardly avoid the inference that it was meant to 
apply to Aristophanes, who plays a leading part in the dialogue, 
and whom Plato evidently esteemed at his real worth. The 
^combination of which he speaks was not attempted in classical 
days, though there are not wanting signs that Aristophanes could 
have composed with pathos and seriousness, and might perhaps 
have been more dangerous to- Euripides as a rival than as a 
professed opponent.

§ 279. The later Greeks, who became accustomed to the 
strict form and the social polish of the New Comedy, could not 
bear the wildness and license of the great political comedian. 
A^iistotle completely ignores him. and the Old Comedy gene
rally, in his dramatic theories, and evidently regards him as 
nothing compared with his successors in later days and in the 
tamer style. Pl^utarch, in a special comparison of Old and New 
Comedy, is both severe and depreciating in his remarks upon 
him.i These tamer and more orderly people look upon the 
wayward exuberance of the Old Comedy with much the same 
temper as the French school of tragedy look upon the license 
and irregularity of Shakspeare. Fortunately, the Alexandrian 
critics did not share these prejudices, and seem to have 
directed more attention to this poet than to any other except 
Homer.2 Callimachus collected the literary and chronological 
notices ; Eratosthenes, Aristophanes, Aristarchus and Crates

' His little tract on A^jistophanes and Menander is still worth reading, 
in order to show how completely formal excellence and polish of style out
weighed the greater merits of old comic poetry in the opinion of his age. 
Ai^istophanes is blamed for violations of the later rhetorical artifices, for 
excessive assonances, and for such matters as he would have scorned to 
observe, in his writing ; moreover, for allowing inconsistenicy in characters, 
which were with him only a vehicle for political satire.

2 The following information on the Alexandrian studies is compressed 
from the fuller account of Bernhardy, LG. ii. 670.

    
 



CH. XXI. . MSS. OF ARISTOPHANES. 469

followed (with others) in explaining and commenting upon 
hard passages. There seem to have been collections of these 
commentaries, first by Didymus, and finally by Symmachus, 
who added Heliodorus' theatrical studies. These form the 

. older basis of the Scholia, enlarged and diluted by later Byzan
tine work, but, on the whole, the best Greek commentary we 

. have on any Greek author, and of inestimable value in under
standing the dif^^ult allusions of the text. The text of these 
scholia was first printed (with nine plays) by Aldus in 1498. 
There are excellent monographs of J. Schneider, Ritschl and 
Keil upon them, and they have been lately critically edited by 
D:^n^c^orf. and by Dubner (Paris, 1868).

§ 280. B^bl^^ographiical. Far the best MS. of both text and 
scholia is the Rave^inas of the eleventh century, a large vellum 
quarto of 192 pages, of which the margin is here and there 
badly stained with damp, so that the scholia are often almost 
illegible. This is one of the best and most trustworthy of our 
Greek MSS. It contains the extant plays, not in their chro 
nological order, but according to their popularity, the f^rst 
three being much more read and commented than the rest, 
viz. Piutus, Clouds, Frogs, Knights, Peace, lysistrata,
Acharnianns, Wasps, Th^esmopho^'iazusce, E^cclcsia^^^sce.

Owing to the dif^^ulty of reaching Ravenna formerly, few
scholars have seen or collated this MS., which is preserved in 
the public library, and now readily shown to visitors.* There 
is a later MS. at Milan in the Ambrosian Library which seems 
to correspond with it very closely, but which is not mentioned 
by the principal critics.2 Inhere is besides the Venetus 471, the 
0 of the Laurentian at Florence, and a Parisinus A, t^laich 
are valued by the editors. Of the three popular plays there 
are endless later copies.

As' to editions there is the pr^r^ceps of nine plays by Aldus 
(1498), a handsome folio, followed by the Juntine in 15x5, 
which added the two missing plays ('Thesviapho^-iazusc^ and I^ysis- 
trata) as an appendix in 1516. Bentley, Dobree, Dawes, and

1 There is an interestinig article on its history by W. G. Clark, in the 
third volume of the Cambridge J^o^irnal of P^hi^olc^gy.

2 This was shown to me by M. Ceriani, the learned librarian at Milan.
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Person, all worked at this poet, and wrote critical notes upon 
the text, and in this direction Cobet (in the Leiden Mnemosyne) 
has contributed more than anyone else to the purifying of this 
purest of Attic writers. The best complete editions in modem 
days are Bekker's, Diibner’s (Didot), Bergk’s (Teubner), 
Dindodfs {Poetce Scet^nt^i''), and Meineke’s. Holden has also pub
lished a critical text (Cambridge, 1868), with the fragments and 
an index to them, but unfortunately expurgated and therefore 
not useful for scholars. In addition to the Greek scholia there 
is a general commentary of moderate merit by Bothe, an index 
by Caravella, edited at Oxford (1822), and a poor Lexicon by 
Sanxay (Oxford, 1811). The principal plays must be studied 
in the separate editions I have noticed under each, and the 
complete editions are chiefly valuable for embracing the pieces 
which have not tempted special editors. T^ere are German 
translations by Voss, Droysen, Donner, and others ; French by 
Brumoy and by Poinsinet de Sivry (Ach^ar^^^ans and KnigJUs); 
and English, a good modern prose version, by Mitchell, in 
addition to the splendid version of five plays by J. H. Frere,* 
and the Wasps, Peace, and Lysistrata of J. B. Rogers. There 
are good school editions of some of the plays in the Cambridge 
Catena Classicorum. Julius Richter has even composed a Greek 
comedy in our own day on the model of A^r^ist^phanes, in , which 
he handles contemporary questions. This learned and clever 
piece is curious and worthy of perusal.

’ Frere’s version, like Mitchell’s Sophocles, was at first privately pub
lished arid inaccessible ; it is now to be found in his collected works. The 
proper preface to it is his critique of Mitchell (Works, ii. p. 178, sq.).
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CHAPTER XXII.

THE HISTORY OF COMEDY FROM ARISTOPHANES TO 
MENANDER.

§ 281. There is no branch of Greek literature which seems 
to have been more prolific than comi^t^jy; and yet, of the many 
hundreds of pieces cited, there is not a single complete specimen 
surviving. We saw above how Aristophanes, towards the close 
of his life, produced works of a complexion approaching what 
is called by the grammarians the Middle and New Comedy. 
They have laid it down that the former sort of comedy was 
produced from about the period of the Restoration to that of 
the battle of Chaeronea (390-38 b.c.). The period following is 
called that of the New Comedy.

These grammarians, and the modem historians who follow 
them, have sought to enumerate special points in which each 
period of comedy was distinguished from the rest. But, as I 
have already remarked (p. 433), they have drawn their lines of 
distinction too sharply. They assert that the Middle Comedy 
was rather a character-comedy than a personal and political 
c^ritique on passing events. Hence there appear in the very 
titles the names of courtesans, of parasites, of philosophers, and 
of literary men—the latter generally of past generations. We 
find that parody of old mythology was frequent, and there are 
many plays devoted to the birth of gods, such as ynvai,

which ridiculed mimetic dithyrambs, and other scenic repre
sentations of these events. In this parody of mythology, and 
this ridicule of general types of character, we know that Epi
charmus in Sicily, and Crates, He^rmippus, and Cratinus in 
the Old Comedy, had shown the wa;^; and we have from 
•Hermippus the title of a play (’Afli^i'fic yovai), which, from
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his known antagonism-.to’ Pericles ancl hi^s. friends, I take 
to have been somehow connected with Pheidias' famous Ipedi- 
ment on the Parthenon, representing- the birth of the goddess. 
So also in the constant ridicule - pf Plato and his school we 
f^nd Alexis and his fellows -only, foll^owing in the track of Ari
stophanes' attack upon Socrates^"*' - ' “ , . • • • ' ' ■

Ne^v^e^t^theless, Jit is. their 'geriei^iat tendeftcy-fa draw g^eneral 
pictures of life, and to abstain from! the subjects ofthe^n^c^itient, 
which .ma.ke8 At^istptle- inclllc^€!'tl^lffen^<l^]^i3er .c^c^medy, which is' 
general j while he appears toh^J^v^ejck^saed the more' violent and 
personal Old Comedy under th'e^. -head of -p^t^so^r^all- satire {lap/i^o-' 

I Troua), .The/c^ys for political .-sj^^ne^" had'u^d^eed •passi^i^’ 
■o^way. - -We hear of no attempts'after the R^estoration to -bridle 
the license of personal libels On -t}:ie stage, until the days when 
adulation of great men 'repla^e^d nobler feelings. But the 
desire of .economy made both the state and individuals unwil
ling to submit to. the expense Of a chorus, and the poets in
dicated the close of their acts by the there word Chorus and 
a gap, which wOs .jafteir^vards filled up by a music^ ^o^i^e^r^^^^ez^z^o.

An^other leading feature in Middle Comedy was said ■.to . 
be the fancy for discussing riddles (yptyoi) on the stage, and 
many such appear in the fragments. But, 'as Meineke notes, 
here too Cratinus had showed the way in his Ci^^obul^i^nce. I do- 
not suppose that any of their frequent literary criticisms on 
poets—A^l^he^n^seus quotes a special work on the subject— 
equalled in force and pungency Ar^istophanes' I^r^^gs. But in
stead of ridiculing sophists and rhetoricians, we find that Pla- 
tonists and Pyt^hago^r^ea^ns, the luxurious and the mendicant 
philosophies, were their constant topics. There is, however, clear 
evidence in the fragments that only the outside of these philo
sophies, the dress and manners of the school, were criticised. 
There was no attempt at any metaphysical argument, or any 

. serious discussion of moral tendencies. The same shallow 
ethics, or want of ethics, is shown in their far severer and more 
earnest satirising of courtesans. They never attack the real 
vices of society, but warn against the folly of carrying them on 
imprudently.

§ 282. Thus I have shown that in every leading feature
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ascribed to the Middle Comedy, we have-p^<^i^allels in the older 
masters.' . What had they then peculiar tot^l^emselves ? "Nothing 
I fanCy in' subjects except' the- J^<e^!^*BCt of present politics, the 
decay of moral earnestness; and the increased prominence of a 
particular kind of street and ma^l^c^t:. scenes--^! mean those re
lating to feasts and good cheer.. There wOs-also ail increased 
prominence of court^ie^i^tt'lifd. - In fact, A^r^t^p^l^a^nes, the greatest 
master of this come^dy^* is said -to have told A^lexa^n^deri the' Great, ' 
who'took no.- intere^s^t* in .Such; t^h^gs, that -he •m‘ui^t'''hkve been 
used to- dri^k^g with t^rese pec^pdc* and brawling- about them,, 
to appreciate. cpmedyz-’^^carily a'uoble - educ^^t^i^nl ■ ’

m. If in-subjec^t? .there, were .only these negative or ignoble 
pe'c^uharities/.therq was An equal decay both in'-the power-' 08. 
their dictibn, and .the ,variety pad richnett cT their metres.’ Of 
course this -decay -was gradual 'The' chorus with’ its expensive 
training went out of .fashion, and was. gradually disused. The 
aspirat^i^c^n^. of the -'poets was not to guide Snd ennoble theii* 
public. . Hence they studied dearness and simplicity without 
any rigid adherence to purity of dialect of poeti^c'c^hoic'e of 
words. Moreover, the enormous number of dramas thgy pro
duced must have made careful composition impcttible. Athe- 
nsus atterts that hd had read and copied from more than eight 
hundred plays of the Middle Comedy, but though we hear of 
fifty-seven poets, many of them only left a couple of plays. On 
the contrary, the pieces of the acknowledged masters, Anti- 
phanes and Alexis, were counted by hundreds. I fancy they 
we^^not all intended for stage representation, but were a sort of 
substitute for our modem novels and magazine articles, circu
lated among the reading public of A^t^hens. It is, however, 
pottible that the great increase of theatrct■ throughout Greece 
may have created a large demand for new pieces.
• § 283. It would lead us far beyond our limits to attempt

' It is observed that the shorteniing of vowels before 0A and 7X, which is 
never allowed in Arittcphanes, occurs in the Middle Comedy ; so also the 
shortening of the accusative of nouns in evs. As to metres, they often 
used dactylic hexameters ; once in Antiphane^ an elegiac distich occurs 
(Meineke, iii. 82, frag, of the Milanion'), Glyconics were rare, but we often 
find ccmbinaticns of dactyls and trochees, at least one specimen of Eupo- 
lidean verse, and one lyric system (cf. Meineke, i. 300.-2).
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any enumeration of these poets (thirty-nine of whom are still 
known by name), nor have their remains much literary in- 
te^^^lt In no case are the fragments sufficient to reconstruct 
the plots of their plays; and, most unfortunately, the great 
-majority of the extant quotations are those made by Athen- 
«us, with special, reference to marketing, cooking, and the 
pleasures of the table. This gives a tedious uniformity to the 
laborious volume in which Meineke has collected their re- 
mains,i an uniformity not agreeably relieved by notes of im
pure diction from the Antiatticista. Here and there corner. a 
moral reflection from the collection of Stob^us, and it is only 
such passages which show us the neatness of point and smart
ness of expression which made them so popular in their day. 
In this respect they regarded E^uripides as their great model. 
His secret, which Aristotle notices, of saying things elegantly 
in common words, was the perpetual riddle which all the comic 
poets, down to Menander, tried to solve. But this last and 
greatest of the E^p^i^goni in Comedy was the only successful 
stylist.

A few words on some of the most celebrated of these poets 
will suffice for ' such readers as do not wish to make their frag
ments a special study.2

§ 284. First and probably greatest among them was Anti- 
phaties, who is commonly regarded as the head of the Middle 
Comedy. Of course the boundary line, as I have already 
explained, is very vague, and a glance into Meineke's account 
of the later poets of the Old Comedy, such as Plato, will show 
how difficult it is to sever the Middle from the Old. In fact, 
we are obliged generally to acquiesce in the decision of Suidas 
on the subject. Antiphanes was probably the son of Stephanus, 
and, according to the sensible Anon, schio^^'iast on Comedy, born 
at A^thens, though Suidas records various other opinions. He 
lived from 0^1. 93 to 01.112, and died at the age of seventy-four

■ FCG. vol. iii. ; the general history in vol. i. pp. 271-^435. '
2 To such Meineke's work affords all the materials j the social side 

of their plays has been illustrated in my Greece, in G. Guizot's
Menandre et la Com^d^ grecq^ie, and in Klein's History of the Drama, ii. 
206, sq., from which I have taken many suggestions.
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in Chios. His son Stephanas brought out some of his plays. 
He began to write at the age of twenty, and is credited with the 
enormous number of 260 comedies, of which about 230 titles 
are still known. Though Meineke ' has collected a good many 

. examples of debased diction in his fragments, he was celebrated
as a clear and elegant writer. Among various criticisms on. 
tragic language, we have a good fragment from his Poetry on 
the contrasts of tragedy and comedy, which I quote below.2 
The P^r^overbs (Hapoiniai) were cited by the Socratic opponents 
of Aristotle as the comic counterpart of his' collection of pro
verbs. It may even have been a satire on the philosopher. 

‘ The ' titles of Antiphanes' plays are very various, including 
many mythological names, many ' historical personages and 
courtesans, as well as names of trades or professions, and of 
provinces and cities. But probably owing to the ostentation 
of At^henteus, who desired to quote, as many various plays as 
possible, we seldom have more than one fragment, and never

' iii. 309. ■
* Meineke, iii. 105 :

. . . iimv r TpaypSia
‘ir<^ln)pa Kara « ye rrpi^Tuv oi K6yot ,
Vri) r&v Oeaa^Hv iyya^f^nrntvot,
trplv Kai rtv^ aiira-tv, p^vov
Set rSv ironjTtiv, OlSinrovv yi^p ye
(ol) T&Xa tUxt’ Trocriv v 6 itarip Aciios, 
ptlirip ’Io»C<^Tj), Ouyaaepes, iaaSes riaes, 
rl ieiofO’ oSoos, rl rrtiroliiKfi'; by wa^^iy 
etrrp ns 'AkKpaiwva, koI oC waiSr 
iToi'y’ eipvx') "Ti juavds avtKooyey
ofy' pTsp, ayavoKouy S’“'ASpaffoos eOois 

yoKiy r’ Sinreion ....
?y«i0’, Soay poSey (ye) ^^yuyo' etwety ert, 
KojuiSj) S’ as^etpliKtatrtv tv rots Spipa^sriv, 
atpovaiy, &<^sr^p Sa^'rvXov, ri/v puy^a^y^si, 

Kal rots B^e^i^^voturtv in^i^^xpi^yvrtos ?X4‘- 
'H/,itv Se TavT’ ovk ^^o'lv, iXX’ a^avra Stt 
edpetv, Sv6ii^<ira, uoi^va, rb SltliCTI■^'aya 
a^r^^rapov, rli, vov vapiyra, r^a Kira^irr^p^ofvhv, 
r^y etotl!})>-liv • bv Sa rs r^oir^sov v^o^poAiir^, 
Xpof^fis ris, S $flSwy ns, ^KO’yairTorai • 
ni)K(t otiMT’ .lo^^rrt rnti TeyKpip woiriy.
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more than three, from any single piece, among the 900 lines- 
which remain. Thus all possibility of judging his dramatic 
power is precluded.

§ 285. Three sons of Aristophanes are mentioned,
and N^costraios., the first of whom contended in 

Ol. 101 with a play of his own, having already brought out his 
father's K^okalos and sEolosikon. in earlier years (circ. C^1. 98). 
A^bout the parentage of the others, scholars seem doubt^ful; the 
fragments ofNic^c^s^tratos, which are confused strangely with those 
attributed to Phile^l^serus, are the besit Passing by Ephippus and 
E^p/il^enes, we come to E^ubul^os, the author of 104 pieces, and” 
regarded as occupying a transition place between the Old and 
Middle Comedy, about the earlier half of the fourth century 
b.c. His subjects were chiefly satires of mythic fables and of 
tragic poets. His diction is ver^ pure, and his verses seem to 
have been often plagiarised by other comic poets.

Anaxandrides of Camirus produced plays from C^I. 101, 
onward (Suidas' favourite epoch for these poets). He was re
puted a man of rich and splendid life, as well as of a con
temptuous and haughty temper, who destroyed his works when 
they were not successful. He was the author of sixty-five 
pieces. Aristotle frequently quotes him, and he is said to have 
first introduced the trapdevt^^ <i>opail, so common in New 
Comedy. T^his invention is, however, also ascribed to Aristo
phanes. A^nax^andrides is also said to have composed dithy
rambs.

§ 286. Alexis was bom at Thurii just before its destruction 
by the I^uca^n^ians, circ. B.C. 390, and came probably with his 
parents to Al^hens, where he was made a citizen. He was said 
to have lived 106 years, and to have been productive up to his 
death. In a fragment he mentions the marriage of Ptolemy Phi- 
ladelphus (288 b.c.), and thus confirms this tradition. Though 
writing in the style of the Middle Comedy, he lived far into 
the period of the new, and is said to have been the uncle and 
master of Menander. We have no clearer picture of his mind 
and work than we have of Antiphanes, though fragments 
amounting to 1,000 lines of his 245 plays remain. He is 
called by some the inventor of the stage parasite, owing to the
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importance of this character in his plays; but the picture of one 
has been above quoted from a fragment of Epicharmus, and

. .seems to have been again drawn in the Old Comedy of Eupolis. 
The name may be due to Alexis, for Araros' play, in which it 
occ^uired, may be posterior to Alexis' early works. Attacks on 
the school of Plato are frequent in his fragments,* but we have 
more remarkable passages on the hetajra.?®

None of them are so clever as the fragments of ^pi-, ■ 
zrates on Plato's school, and his picture of Lais in advanc
ing years.8 This poet was an A^mbrakiot, and lived early in

1
'* 2

468.
8

Meineke, iii. 421.
Cf. frag, of the Isosta^on, Meineke, iii. 422 ; also pp. 382, 451,455,

Ibid. p. 365 : ■ _
Tis piv i^AXas tartv aiiAoAtras iSetv 
aiAy'rpiSas t^rfaas ’AiriW^^t^os vApov, 
• • • • Attis '

aSrat Si pAvov aVAaVaiv 'l^A^paxos vApov.

370 •

Autt) Si Aatis ipyis tan (^al itAtis, 
t8 Tj/p^pav, ipwaa s^'t^eiv KkaBUiv 
pAvov • ireiroi'OiEyat Si pot SoKEt
rots aerots • oArot yilp S-Tay Sxriif yioi, 

rtav ApWy srpAficar^ A^Oioo^Wi Aay^ats

ptrfap' ava^prri^i^t^vres Virb itJs iaxA^os ■ 
Srav Si ^pda^t^iriv ijSy rAre . . . 
tnl toUs vc»s '{(oi^i^i T^^it^V^t^res lealKws • 
K&srrtra toUt’ elvai voplQ^'^ai r^A^f^a^s. 
i^al Aais ApSASs yovv voplQ^t'^' kv rApas • 
a'Ari] yap iiAr' ijv pev veottSs ical vio, 
VttS rav ararAtpav Tjj' &w,)fp«opE»'i), 
sl^es 8' kv aurTjs ^aaivdliaCor Bt^^rov &i>. 
Aire! Si SAAt^Xpy rots Areaiy ^t>4 rpAxei, 
ras appovias r-e Stt^^xoA^ rov ad^p^ar^os, 
JSetv piv avTi|y {^a^Av tari i^<tl irrUtrat • 
Af^ip^E-ral re i^<^i^'^axA(r’ ijSi] 
Sex<^rai S^ ^<al ara^tipa i^aX rpiii^&oAoy, 
vpoa'lerat Si ^al yepoyra ^al vAov ' 
oVr^o) Si r^i^Baabs yey^c^vey, Sar’, 
rk^pyi^^iov tic r^ps x^ipbs ijSy Aapf^iyei.

A. Tl nAin^ay 
i^ol ^ir^euattrnros i^al MevAS-ypos, 
n’pbs rlai vvyl Siarpifiovaiv ;
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the petiod befoFe tis. It were tedious to repeat the same
remarks, on and ^ristt^phon, and Cratin^is junior, and
A^nphi^s: all these are but names. Perhaps T'inuiclss., the 
satirist of Demosthenes, deserves mention, as apparently the 
purest Attic writer, and the most pungent in style, of all the list. 
He is the only one of them, whose scanty remains. excite a. 
strong regret that time has not spared us more of his poerry..

sola tpooris, solos Si Xyos 
StpoufUTat saait T-oiatv; 
oa Se pot sivuTus, A n mnoeSiWs 
%Kcts, \sOoy, spPs yas ' ' ' 
B. 4XX’ olSa Jit'yeiy irepl ra^i'Se a’at^Hs ‘ 
Tlc^i'oStii'aiots yap ISWv ay^X^iiv 
petptu^lwv 
iv yupvaalois 'AKaSoplas 
Ssovaa Kiyuv i<Vaowv aoSsaiv • 
sepl yap vScrstiis apoatVipToi 
S^x^optfoi, ^<^uv oe filov 
SivSpwv T« pvvtv Xaxdi'av oe ySisi. 
Kar^' rovroti rijv KoXokuVtiiv

i^^pr-t^^ov r^l^yas itrrt yi^i^ovi.

A. K«1 st &p’ Wplira^ to *«l rivos y^vovs
etvai rb C^PuStf; SpKatrov. cl KasotaOd n.
B. spisiuoa piv oPv sdivcs SvauScts 
odr’ isioosirav, ^^t KlTi/''TCs 
XpSyov oSk oXl-yov StcpppyTt(ov, 
Kta' i^alptris in Knrrivouv
Kal fasouvrwv rtOt' pcipcutltov 
Xaxavdv nis iipii ar^poy^i^Xov civat, 
s’oiiai' S’ &KX.os, SivSpov S' crcpos. , 
i^c^ivra S’ liK^o^iav tarp^s ns 
Sluci^Kas ^^Ifb/as Kas<isapS’ aurav

. &s Kstp ’̂^f^nav.
A. sop Setv&s WpfMhiirav 
XXevdVeaOa! t’ ifiiovov
tO yap iv Xivs«tis TatvSe sotaTrl 
soaev &spesis.
B. oSH ipt^Xsiirev rots.peipoKo^ts •
S T^Kar-aV Si ssapiiv Kxl paKa srpdios, 
obS^v opivSels, is^'S‘ra£ abrots 
iraKiv ... 
apopiesOai p^ivos iaol yivovs' 
oi Sypovv.
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His picture of A^utocleides sitting like Orestes at t^ie altar, sur
rounded by notorious courtesans, because he had despised 
their charms, suggests a brilliant and effective parody.^

As I said before, the enormous fertility of these poets 
compared with the small number of their victories—even Anti- 
phanes and Alexis each won only about fifteen times—makes 
it probable that they intended their plays to be read, and ful
filled the office of the critical press in our days. This very 
condition would explain the slight permanent effect they pro
duced in Greek literature. Like our newspapers, these plays 
were only intended for momentary purposes, and in the next 
generation their importance had passed away for all except 
historians and antiquaries. Th^is, too, would account for their 

'want of seriousness. They had retired from the agora of 
politics ; they had not yet unclosed the secrets of domestic life, 
with which their successors charmed and impressed'society. 
So they wandered in the streets and markets without certain
aim, and drew from the outside mean and trivial phases of 
human character.

§ 287. We pass to the New Comedy, to which the gramma
rians assign the period from the extinction of Greek liberty by 
Philip to the rise of the A^l^e^x^a^ndrian school.2 Indeed, the 
latest poets of this epoch composed their plays at Al^x^a^nd^ria, 
as, for example, Machon, who is said to have instructed the 
grammarian Aristophanes in the history and nature of comedy.* 
Sixty-four of these writers were known, and many hundred 
plays, but we now possess only a volume of fragments,* which 
give us no better information than that afforded concerning the 
Middle Comedy. From the considerable body of Menander’s 
fragments no vestige of a plot could be recovered, had not 
later critics given us some slight sketches, and had not the 
Roman comedians honestly told us how they had borrowed 
from him both plot and language. But even here the unfortu-

1 Meineke, i. 432. 2 Circ. 340-270 b.c.
8 This Machon Wis also the author of a collection of anecdotes in ele

gant trimeter iambics, called xpeTai, and often cited by Al^l^f^noeus.
1 Meineke, vol. iv.
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nate habit of filling up the incidents of the plot with scenes 
from a second Greek original has obscured our best source.

As in the case of' the Middle Comedy, I shall not attempt 
an enumeration of the extant titles and fragments—a dry and 
fruitless task, and one in which the dull uniformity of moral 
platitudes, commonplace complaints of human troubles, and 
details of cookery, weary the modem student. But this uni
formity is not altogether to be regarded as the vice of the 
New Comedy, but rather as the consequence of our fragments 
being either derived from Athe^r^seus, who searched all this 
literature for the archa^e^l^iog^ of cooks and cookery, or from 
Stobseus', and other collections of moral sayings—a most un
fortunate and worthless kind of citation, which never repro
duced the dramatic or really characteristic points of a play, but 
selected those generalities which were suitable for random 
quotation.

§ 288. f^he general features of the New Comedy as compared 
with its forerunners, have been carefully described by many 
critics. * The collection of facts will be found in Meineke, who is 
always instructive, even when his inferences are wrong. He 
rightly, however, points out the mistake of believing that these 
poets confined themselves to domestic life in their plots. 
^t^h^e^n^seus’ quotations show that in Diphilus, for example, the 
cook and parasite—leading features in the Middle Comedy— 
were still prominent figures. The philosophers of the day, 
Epic^urus, Zeno, and the rest, were still the constant butt of the 
dramatists. Mythological parody, and ridicule of the tragic 
poets, were not exti^i^l;; and, what is still stranger, and very 
much overlooked, political attacks on living personages, not 
excepting Alexander the Great, were freely and boldly made, 
as can be shown from the extant fragments. Thus all the per
manent features of the Old Comedy were inherited through 
the Middle by the New ; indeed, I am not sure that the poli
tical boldness of Philippides, who flouriished about C^1. 120, in 
the days of Lj^simachus, can be paralleled anywhere save in 
the Old Comedy.

§ 289. Yet these things are forgotten on account of the in
creased importance of a certain kind of play, which had obtained
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little prominence in older days—the drama of domestic life, in 
which, as in the modem novel, love affairs were the almost 
universal subj^e^tt The Attic family, as may well be imagined, 
afforded little scope for variety of incidents, or for that large 
psychological study which makes the modem novel so im
portant a branch of literature. We are told that Ar^istophanes, 
in one of his latest dramas, the had anticipated the
staple device of his successors—the mishap of a respectable 
maiden, and her rehabilitation by marriage at the end of the 
piece. As seduction was well-nigh impossible, owing to the 
secluded habits of Greek maidens,’ the poets had recourse to 
violence done in consequence of intoxication, and thus t^iey 
made room for the recognition which would otherwise have been 
absurd. But we may well ask whether this sort of violence 
was at all more probable, and whether the basis of these plots 
was not only an offensive, but an impossible occurrence in 
ordinary Attic life. In the complications which follow we have 
^e^rtain general types repeated without much variety, and repre
sented by fixed marks. There were two kinds of old men, the 
harsh, and the indulgent, father; two kinds of sons, the scape
grace and the sedat^ti; two kinds of women, the injured maiden, 
who seldom appears, and the designing courtesan. The brag
gart captain, the time-serving parasite, and the knowing slave, 
who serves his young master or mistress, and out^vits the 
elders—these make up the remainder of the characters.®

This is the sort of play which is known to us as a N^e^i 
Comedy, and which has made its impress on the world through 
the imitation of the Romans. When we hear it repeated that 
all these poets went back to Euripides as a model, and that he 
was the real founder ofthis drama ofintrigue, and thus of genteel 
comedy—such a piece of criticism conveys to me no meaning.

' The seduction of a married woman is also unheard of in the New 
Comedy, and this should be insisted on, as some German historians have 
spoken of Ve'fiihre^ as usual (Nicolai, i. 235). Thus the Attic public 
would not tolerate what the courtiers of Charles II. enjoyed and, mo<iem 
Frenchmen witness without revulsion.

* Apuleius mentions the Roman technical names : let!Operjurus, aniator 
fervidus, servulus cat^idus, arnica illudens, sodalis opitulator, miles pra;. 
liator (gloriosus), parasitus edax, mere^irisxpr^ocax.
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The of Euripides, in which Aristotle praises the peculiar
secret of saying things clearly and elegantly with the plainest 
and commonest words, was certain^^y the model of the New 
Comedy. Hence Diphilus said that he would willingly hang 
himself if he could be certain of meeting Euripides. For to 
poets with little variety of plot, excellence of style was of the 
last importance, and made the difference of success or failure. 
But, so far as I can see, Euripides was no more a model for ■ 
Menander than he was for Antiphanes or Alexis.* In style he 
was acknowledged a model not to them only, but to Aristo
phanes, their master.

§ 290. I will notice a few of the more important names 
among the sixty-four poets of this period, reserving Menander 
for the last.

Ph^^limon of Soli appeared as a writer about Ol. 112, and 
died at a very advanced age, in 01. 129, 3. Fragments of 
fifty-six from his ninety plays are exta:^^ He is not easily dis
tinguishable from his son, the younger Philemon, to- whom 
fifty-four were attributed. His 'Yiro/BoX./zaioc was said to be 
directly suggested by, and to have criticised, Aristophanes' 
K^okaios. The majority of Philemon’s fragments, being pre
served by Stobasus, are elegant, but not profound, reflections 
on the ‘changes and chances of this mortal life.’ In his 
P^^iO^s^oph^s he ridiculed the Stoic sect,2 which was not at 
all to the taste of the play-going Attic public. His plays 
wei^<e, used as models by Plautus.3 He was constantly pitted

* The importance of the prologue in comedy can hardly be ascribed to 
his example, seeing that it was the natural resource for expounding the 
opening situation, and as such had been used by /Eschylus. Moreover, in the 

- absence of a p^a^t^ab^asis, the poet could find no other means of communica
ting directly with his audience, as we see in Terence. The long rhetorical 
debates between plaintiff and defendant, which Euripides draws out upon 
his stage, were not only strange, but positively distasteful to the later comic 
poets.

2 Cf. JlIii^elre, iv. 2):
<tKoffo<l>iav Kt^tiji^v ydp oZros 
■ettny StSdffct Kal fiaOids \afjifduet. 
els dpTOs, IrSs, ivivtetv SSap.

’ Parti^larly his ®i<rvpps for the Trinu^mmus, and his'I^/Jiwopor for the 
M^ircator.
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against his younger contemporary Menander, and often de
feated him, so that there was much jealousy between them, as 
sundry anecdotes testify. Diphilus of Sinope was a contempo
rary of Menander, and younger than Philemon. His intimacy 
with celebrated courtesans, and his frequent representation 
of them on the stage, remind us of A^ntiphanes and Alexis. 
As most of the extant fragments come from Athen^us, they 
are full of cookery, and these, together with the occurrence of 
some mythological titles, make his fragments appear quite 
similar in character to those of the Middle Comedy. Though 
the Antiatticisia complains of sundry late words used by him, 
his style is pure and bright. His was the model of
Plautus' Casina, as we learn from the prologue. So also the 
lost Comimoricntcs of Plautus was copied from the like play of 
Diphilus, and then by Terence in his Adelphi. The Rudens 
of Plautus was likewise due to a play of Diphilus. Our longest 
fragment (forty-one lines) is from the Painter, and describes a 
cook telling what sort of banquets he prepares for his various 
client^s.

From Hipparchus, ^ynce^ts, and Arch^cdicus we have similar 
notes on cookery.

§ 291. More important was A^poi^odorus of Carystos (there 
were other poets of the name), from whom we have a long frag
ment on the philosophy of pleasure, which Epic^urus was then 
advocating at Athens.* He is remarkable as having afforded 
Terrence the models of two plays, the Hecy^a and ^hor^nioP 
We may perhaps venture to of^er a judgment on Apollodorus 
from the evidence afforded by these two plays. The ^hormio- 
is a ver^ ingeniously constructed comedy, with a double in
trigue, which seems not due to any coid^^^^^^^atio by Te^i^ence. 
It is full of interesting passages of great merit as stage 
scenes, though we perceive no regard whatever towards, .morals, 
and it is only the success or failure of knavery which deter

* Cf. the similar long extract from the of Damoxe^'us (seventy
lines) in Meineke, iv. 530> and another more dramatic scene between an 
angr^ father and a slave in Baton’s Suoe^airarWo, p. 502.

* The Greek title of the latter was ’EiriSii^afojrfvjj, according to Donatus* 
correction of Ter-ence’s Prologue. Cf. Meineke, i. p. 464. ,

I I 2
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mines approval or censure. The H^ecyra, which found great 
difficulty in obtaining a hearing, is very inferior in power, 
the soupirant being a tearful and colourless youth, and his 
slave confidant stupid and tiresome. The really curious fea
ture in the play is the honest courtesan, who sets herself to 
restore peace and harmony in the disturbed family, and recon
cile her former lover with his new wife. This Bacchis is the 
D)ci^me au:c Camilias of ancient comedy, without the tragic 
points. She is appealed to by her lover's father to help him. 
She thinks more of the young man's future than of her own 
selfish ends. It marks, I think, a real novelty in the New, as 
c^c^mpared to the Middle, Comedy, that a harlot should be thus 
g^l^c^rified. For all through the Middle Comedy, and generally 
in the New, they were brought upon the stage with a full 
display of their moral ugliness.

Of Phil^^ppides' forty-four plays fifteen titles remain. There 
Is nothing to add to what I have observed concerning him 
already, except that a psephism honouring his patriotism was 
found in the theatre at A^t^hens in the excavations of 1862. 
Our principal interest in Fosidippus, who came immediately 
after Menander, is the splendid sitting portrait statue of him, 
now in the Vatican at Rome, which represents him as a care
worn, thoughtful philosopher, not without traces of humour 
between the lines.* F^e^mophilus is only known by the record 
of Plautus, who took his Wild Ass for a model in his Asinaria.

§ 292. I will now close this barren enumeration, merely re
marking that, owing to the likeness of subject and treatment, 
the same titles were as frequently used by different comic poets 
as we formerly noted common titles used in tragedy. We 
have AdelpJhi, Ep^d^^cazome^i-, and Synepheb^i, and F^hilO^i^tlp^hia 
and Anarg^iri, and a host of other such names. The same rule

' There is an interesting protest against the tyranny of the Attic purists 
in hisincert. 2 :

'SEOiks tiiv iani fiia, 8£ itXtloves
ini fiev aTTiict^Ets, fiv'tid ftp S-typs
aVrov rlv, ol S "EAAT^i^iiS iXXtivi£o/^^v 
ri irptc^niaTpifiuv t^uXKafSus Kol ypi^p^aam 
rpv cvrpaireKliuv (is ipSlav ftyetr ;
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applied to characters in the plays. It ■ is ' one of the remarkable 
negligences of the New Comedy, that it did not seek to fix a 
peculiar and successful picture of character by giving it a fixed 
name, and so handing it down, as it were, with its trade-mark 
to posterity. The names of characters, Siino, Chre^nes, Pam- 

philus, Davies, Syrus, So^^rata, &c. were so indifferently applied, 
that the Roman imitators changed them without any care. They 
were like the ordinary names set to the fig^ires in the social 
comedies which Mr. Du Maurier draws in Punch. These little 
sketches have indeed a great deal in common with the New 
Comedy. In both it is not the character, but the situation, not 
the person who speaks, but the thing said, which is the matter of 
importance. Hence, though the ordinary characters of society 
constantly reappear, and so produce uniformity of colour, they, 
are not distinct individuals belonging to each class, and there
fore not worth being noted by a special and exclusive name.

§ 293. We may fitly close our chapter on Comedy with a 
notice of Menander, the acknowledged master and representa
tive of the period. He was an Athenian by birth, the child of 
He^g^e^sistrata and of Diopeithes, the general whom Demosthenes 
defended in his speech On the Chersonese. In the very year of 
this speech, 342 b.c., Menander was bom. He was fortunate 
in obtaining the friendship of Epic^urus, and probably of Theo
phrastus, in whose school psychological studies of charac
ter were prosecuted with much care. Critics who accept the 
extant Characters as The^c^phrastus’ work, have compared its 
appearance in the days of Menander with the like association 
between the Caract'^res of La Bruybre and the comedies of 
Molibre. The philosophic intercourse of his friends alternated, 
in Menander’s case, with indulgence in all the pleasures of 
sense. He was exceedingly luxurious and devoted to women, 
so much so that his connection with Glycera is • not less 
renowned than his intimacy with Epic^urus. It is indeed the

* This is ths case even in Menander’s famous play of the Supersl'itious 
(Aeu^iSal/iuv). We happen to know that the leading character was 

called Pheidias; nevertheless, in none of the references to this play, and to 
its excellence as a psychological drawing, do we hear of • the Pheidias of 
Menandei^.’
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weakest point in Epic^urus’ system, that during his life, and 
while he was there to correct it, the lowest and most sensual 
interpretation was 'given to his doctrine of U^il^ty. He called 
it Pleasure and his contemporaries took him at his
word.

Menander brought out his first comedy the year of Demos
thenes’ and Hypereides’ death (322 b.g), and so a new genius 
in poetry arose to sur^ve the last great masters in prose. But 
it was no new kind of poetry ; it was only a perfection of the 
already fashionable form. Doubtless the' friend of The^c^p^hrastus 
studied the tracts of Aristotle on poetry, and we know that Men
ander’s drama was the very kind of play which corresponded to 
Aristotle’s theory. The poet won his first prize in 321 b.c. 
with the and from that time brought out in rapid suc
cession 108 plays. He enjoyed the favour, and suffered from 
the suspicion, of the autocrats who then ruled Athens, but 
doubtless found means to conciliate those in power, as he was 
essentially a courtier, and fond of the splendour of high society. 
He was drowned while bathing in the Peir^aeus at the age of 
fifty-two. The At^henians erected him a tomb near the ceno
taph of Euripides, the older poet whom he most loved 'and 
imitated.

Our information on the plots of Menander is scanty, but 
suff^icient for a general estimate. I am not aware that Plautus 
ever distinctly mentions him as his model, and perhaps to the 
older and ruder R^oman master the plays of Philemon offered 
greater facilities for transference to a foreign stage.* On the 
other hand, Terence, living in a more polished circle, was 
evidently anxious to produce the acknowledged master of style, 
Menander, in Roman dress, but found the amount of incident 
so insufficient, that he ordinarily worked up two plots, or scenes 
from two plays of Menander, in each of his comedies. We 
know this to be the case even in the E^un^u^i^hus,^ and in the Self

* The Stithus and Bacchides are, however, said to be derived from the 
Philadel-^Jh and Double D^t^ceiver (51s of Menander,

1 Cf. the Prologue, v. 30, on his obligations to the kJaoI. We learn 
from an old note on Persius, Sat. v, 161, sq., where a passage is adapted 
from Menander’s Eunuchtis, that Terence als6 changed all the names of 
the characters.
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Tor^mentor (kavrov Tifu^f^t^Oiftevoe), which are professedly based 
on the like-named plays of Menander. The grammarian .dsliug 
Donatus, however (in his notes on Terrence), and Aulus Gelliuis * 
have saved for us sketches (with extracts) of three arguments : 
the Tr^easure, the Apparition,^ and the vXokwv.^ The last 
sto^ was treated by other dramatists, and much resembles that 
of. the Hecy-ra.

These plots, such as we have them, offer so few distinctive 
features, . they are so homogeneous with the plots borrowed 
from Philemon, Diphilus, and Apollodorus, that we may safely 
assert Menander’s superiority did not consist in ingenuity of 
invention. The secret of his success was in his more elegant 
handling of the materials and devices common to other poets. 
He must have stood to them in the same sort of relation that 
Terrence did to other Roman dramatists. A critic tells us t^iat 
Philemon worked up his dialogue with.such care as to be 
superior for reading purposes, and that on the stage only could 
Menander be fully appreciated. This remark does not agree 
with the fact that Menander was in after days chosen for the 
reading lessons of growing boys and girls. But there is so 
much of a calm gentlemanly morality about his fragments ; , 
he is so excellent a teacher of the ordinary world-wisdom— 
resignation, good temper, moderation, friendliness—t^iat we can 
well understand this popularity. He reflected, if not the best, 
at least the most polite and refined life of the age ; and he 
reflected it so accurately as to draw from an admirer the 
<^3^(^ll^imation, ‘ O life, O Menander, which of you has imitated 
the oth^i-?’

We have no means of judging more closely the poet’s 
ec^onomy. We know that he reproduced the prologue of 
Euripides so accurately, that he even used the various per
sonages—from protagonists to allegorical figures—to which the

* Noct. Alt. ii. 23.
* The i^itrna of Menander had been produced at Rome by Luscius 

Lavinius, to which Terrence alludes in the prologue of his Eunuchtu:. In 
a note Donatus gives a brielf sketch of the story,

* Whether a proper name, or the necklace by which the maiden 
Pamphila is recognised, remains uncertain.
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tragic -prologues h^d been entrusted. The very numerous frag
ments wh^ch are still incoippletely collected, even by Meineke, 

, are partly from Stobi»us> a^d A^lhie^r^seus, partly from scholiasts 
or other Greek authors, partly from the notes of Donatus on

■ Terence., Thus the notes oh the prologue of the Latin
■ tell us of the openings.i^^ that play and the Perinthia, from which

Terence patched together his G^i^<^dy, and in some dozen other 
passages Donatus gives the Greek original for a Latin phrase. 
The I^/^topyog, the the Qri^avpo^-, the Miaoi/pevo's, the Ile-
piK-ip^l^^vT}, the Miaoyvi'pe are noted as celebrated plays. ' Sc. 
was the S^u^perstiti^ous JM^an (oeu^id^'ipuv)^ f^om wh^ch Plutarch is 
supposed to have, borrowed in his tract of the subjt^c^t.* To 
this the Pri^estess afforded the female parallel. Perhaps the 
most brilliant was the Thais, in which the manners and cha
racter of that personage were painted with thorough experience 
as well as' genius. The opening words of the prologue are 
preserved.2 There is a good specimen of his gentle pessimism
in the Th^p^Jj^-rumena? I quote below a few more fragments.*

1 Meineke, iv. p. ioo.
- ''Epol pbv oiv S,tiSe Toia^ir-qv, Oco,

Bpaffeic^v, Wp^av re miOavi^i' Spa,
aS^KoSo^av, iaroK:^el^O'^trav, airovirav irvKvd, 
obSevbs ipa^irav, Trpocrrrr^ii^t^i^^isns S’ &!i.

3 Mein. p. 134.
l^bid. vol. iv. p. 149 :

nfprjv Tobs rr:^<^t^io(ous, & 4^ttt^la,
oh ph rb Saveltfea'Sai irp^i^t^i^o^is, 06 arevttv

• T^its vimas, ov8b arpf^ipopevovs &^<a xira
otpoi f^byetv, TiSbv Si Kal erpaiv riva 
Senvov KaOef^l^ttv, rav vrap&v ma.
n^vl Sb robs puueapiovs rn^t^t^pevovs
upas ipa Ttovo^Tas vplv ip^KpJj. 
S.p’ iarl av^evis rt ibmn Kal filo^; 
tpwI^^^ I3l<l> obselOTtv, 4vSb(^p filtp 
irdpev^'v^Sl i^ir^p^tp av^KaTa•v11pd^ffl^et fl^tp.

Ibid. p. 211 :
. Tovrov tbr^l^x(<^vaTov }^epa>, .

Saints Bea^pi^^as i^tjirus, 'nap^«sav,
v^&-'r^i^iiv^ rair' i^irijKOev, SOev %)^6€v, rax^, 
rbv r^bv koivSv, &a'T/>\ SSap, se<>rl
*vp • Tasva k&v imarbs ini fit^s l^el
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A^ttacks on marriage, assertions of the supri^i^i^icy of For
tune, advices on good manners—these,, expressed with the great
est neatness and clearness, a^d- id the new Attic dialect of 
the better classes of his day, made Menander the delight of- 
succeeding generations. The purists indeed attacked him^for 
deviations . from the strict laws of Attic sp^^t^i; but more 
sympathetic critics extolled his style as far superior even to 
that .of Demosthenes. The contrast to the latter was indeed 
remarkable, and brings out one leading feature in the diction 
of the New Comedy—its utter avoidance of rhetoric. To ears 
wearied with the periods of Isocrates, Demosthenes, and all the 
herd of their inferior followers, the ease and natural grace of 
Menander must have been truly fascinating. Even Aristotle's 
uncouthness must have been a pleasant relief. -

§ 294. Accordingly Menander was widely studied. Aristo
phanes of Byzantium commented specially upon him, echoed by 
Didymus. The rhetor Alc^iphron, in the second century a.d., 
composed an elegant correspondence between the poet and his 
mistress Glycera, in which he utilised the plays. Plutarch drew 
out a comparison of A^iristophanes and Menander, in which he 
depreciates the wild exuberance of the older poet and extols the 
elegance, the terseness, and the literary finish of his later rival. 
Moral gnomes, expressed in single verses, are still extant in 
collections amounting to 750 lines, many of them no doubt 
spurious. The^se, and the first score of the fragments of uncer
tain plays (in Meineke's collection), are the most characteristic 
of Menander's philosophy.

We are told that his plays were known in Byzantine days,

8i|ze« kSv «t»>8p’ OXl^'yovs,
roir^av erepa S oVic Sfci trorS. '

Tiiv^yvpiv vdf^^a^riv nv’ elvai rby xpcwv, 
8v ttpifiii Tovirov tj 'i^iSi)ptav, iv $ 
S^Aos, i^^t^pd, Kf^iivrat, Siorptliia'
Sv ttpiutov l^irlps i^ix^aiAiaeis, fleArtova 

l^ipiSi' ix^tvv 4i^^\0es ^j^SpSs ouSevl • 
i S’ ^x^on^aaev i^■ToAeiTaSt

KaicS^is re v^pbv ivSe^s t^ov ylvverai, 

ptpifl^l^evos ixl^l^c^bs evp’, i^^^irSvKel^0l| T^^S^ilV, 
s^lK eiSai^it^ias fanjAdev i\0&v els x^l^ivov.
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and they were certainly used by Eustathius when composing 
his commentary on Homer (circ. 1160 a.d.). Leone Allacci 
even speaks of twenty-four comedies' being extant at Constan
tinople in the seventeenth century. And this is not incon
sistent with the account of Demetrios Chalkondylas, who says 
that the MSS. of Menander and Philemon, together with the 
erotic poems of t^e old lyric poets, were destroyed by Byzantine 
emperors at t^e instigation of zealot monks, who desired to 
replace them with the effusions of Gregory Nazianzen. A stray 
copy might easily survive such a persecution. But as yet all 
search for the plays of Menander in Greek convents has been 
un;avai^ing. ’

I confess to greater regret for the splendid old lyrists, 
Alc^^us, Sappho, Mimnermus, than for this later model of 
exquisite st^le. His plays would have been excellent for school 
reading ; they would have inspired endless imitations among 
the modems ; they would have shown us what was the best and 
purest literature which the Attic decadence was able to pro
duce. But no modem critic would have ventured to endorse 
the judgment of Plutarch, and rank him anywhere on a par 
with, not to say above, Aristophanes. Both poets werep^rVwi 
i^nterpares, standing out among contemporaries not recognised 
as inferior till the verdict of posterity was added to the doubt
ful judgment of their own age. But the men of Aristophanes’ 

.day were indeed giants ; those • of Menander’s only showed

1 A fragment copied years ago by Tischendorf from a very old MS. in 
the East,'hasbeen lately published by Cobet in the Mlnemosyne, and is dis

- cussed in the eleventh volume of Hermes by Gomperz, and by Wila^mowitz- 
Mollendorf. It turns out to be an additional scrap of the 
and Wilamowitz, endeavours to patch it up with the remaining fragments 
into a scene. But this combination is doubtful, and we still have no rem
nant of Menander’s dramai^-ic art, though we know so much about his 
style about his philosophy.

The fragment of Euripides alluded to above (p. 380) has since been 
published by H. Weil for the ^ocilti pour Vencourageme^d des etudes 
gi'ecques, and is an interesting speech of forty-four lines, apparently from 
the Temen^i^a. There are lesser fragments in ^schylean style on the same 
papyrus. Th^ese discoveries still lead us to look to Eg^’pt as the most likely 
source of supplying us with lost Greek treasures. '
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how strong and thorough was the culture which in art and 
literature outlived the decadence of the nation.

§ 294. With Menander closes the classical age of poet^ in 
G^i^eece. Shortly after his death- the national centre of gravity, as 
regards learning, shifted to Alexandria, and there the latest poets 
of the New Comedy brought out their plays. Nor do we hear 
of any regrets at the transference. The poetry of the Alex
andrian age was not without flashes of genius, but on the 
whole it has not maintained the standard of Attic culture. 
Whenever a particular poet, such as Apollonius or Th^e^oc^r^it^us, 
seemed worthy to be ranked among the mightier dead, I have 
exceeded my plan, and have spoken of him briefly in con
nection with the corresponding for^i of classical poetry. The 
c^riticism, of Al^exandrian grammarians has. constantly occupied 
us in connection with Homer and the other poets whom they 
emended and expounded. But to write a history of Alexan
drian literature is a task of a different kind from that which I ■ 
have undertaken, and I therefore remand it to some future 
day, or to some abler hand than mine. The social life of the 
Greeks under Alexander and the Diadochi yet remains to be 
written, and for that purpose the voluminous remains of the 
epoch afford the most interesting matei^ri^lli; but this too is a 
huge subject which deters the serious student by its vastness 
and its intricacy^. ,

But in a companion volume I have traced the history of 
Greek prose literature within the same classical limits.

    
 



    
 



APPENDIX A.1

ON THE LANGUAGE. OF THE GREEK EPIC POETS, AND MORE 
ESPECI^ILLY OF THE ILIAD AND ODYSSEY.

In determining the age and character of the Iliad and Odyssey, 
the most certain and important evidence to which we can 
appeal is the language of the poems. Here there can be no 
room for' the individual taste or fan^y of the crit^tc; the conjec
tures and probabilities of the ‘ higher criticism,' as the Germans 
call it, have to make way for solid facts. If we know the age 
and locality of a particular word or grammatical form, we know 
also the limit of time to be assigned to the passage in which it 
occurs, as well as the geographical horizon of the author. A 
form like instead of the older o^eAwv, could not have 
come into existence until all recollection of the digamma had 
disappeared, while the VEolisms, which, as we shall see, occur 
here and 'there in Homer, point to an early connection of epic 
poetry with the ^olic towns of Asia Mincer.

1 By way of proper conclusion to my review of the Epic Literature of 
the Greeks, I have asked Professor Sayce to allow me to print his sum
mary of the results of linguistic criticism on the text of Homer. It will 
be seen that they agree subst^tially with those at which I had arrived on 
historical and literal grounds—I mean the first origin of the Iliad and 
Odyssey as. complete poems at the age when writing and the profession 
of literary composition became possible. This date we place at or near the 
openi^^ of the seventh centu^ B.C., though the poems as we now have them 
show marks of much recension by later Ionic, and of still more by Attic 
hands. I will only add that our agreement was not the result of conference, 
but quite unexp^^t^<^^y produced by the independent study of two distinct 
sources of evidence—the linguistic and the philological. I need not here 
insist upon the points in which we do not a^ree.

2 //. E 366 ; Od. y 484.
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Thanks to Comparative Philology and the discovery and 
accurate study of numerous inscriptions during the last quarter 
of a century, the history of t^e Greek language and its dialects
is now fairly well known. We can tell with certainty what 
sounds and grammatical forms are later t^an others, what are 
the dialects to which each must be referred, what words must 
be regarded, not as the creations of a living speech, but as the 
artificial products of a learned language. Thus a word like 

which preserves a lingering t^ace of the original 
sibilant we find in the cognate Latin salio, is plainly of older 

• date than the contracted ■ ^-raXuevoQ,^ in which all such trace 
has vanished. Thus, again, the form which is
found twenty-one times in the Iliad and fifteen times in the 
Odyssey, and in which the initial digamma of its second com
ponent element (Greek Sanskrit vCdA) has been assimi
lated to the preceding nasal, belongs to t^e ^Eolic di^l^c^t; 
while the form eivoaiyvXXos, which is found twice in the Iliad 3 
and once in the Odyssey,^ declares itself to be Ionic by its 
initial diphthong. And thus, finally, a form like i^^laare,6 from 

the Latin ire, has evidently been coined for merely 
metrical reasons after the analogy of words like Umov ^nd 
ieiaaro (from vid, ‘ to wit where the hiatus really represents a 

' lost digamma.
A close examination of the language of Homer shows that 

it is a mosaic in which words belonging to different ages and 
three different dialects—y^olic, Ionic, and Attic—are mixed 
together in such a way as to prove it to be an artificial dialect, 
never really spoken by the people, but slowly elaborated by 
successive ' generations of poets for the needs of epic composi
tion. In its present form it cannot be earlier than the seventh 
century before the Christian ^era—the age, in fact, to which 
Euphorion and Thec^pompus assigned Heimer. Let us review 
as shortly as we can the evidence on which these assertions are- 
based.

In the first place, then, the staple of the Homeric dialect is 

'' U, H 15 ; Od. a 320. 1 II- H 26o, A 421, M 404 ; Old. f 220.
* n. B 632, 757- ‘ O‘d' ‘ 22. '

* n o 41s, S4f; Oi^. x 89-
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Ionic, but Ionic of three different periods, which may be con
veniently termed Old Ionic, Middle Ionic, and New Ionic. By 
New Ionic is meant the language of Ionia as it existed in the 
time of Herodotus, and ofthe greater part of the Ionic inscrip
tions we po^^ie^is; and it ma^ be considered to date back as far 
as the beginning of the sixth century b.c., to which t^vo Or three 
inscriptions belong. For both Old and Middle Ionic we have 
only the H^omeric poems themselves, the older grammatical , 
forms of which can be determined by a comparison with Sans
krit, Latin, and the other allied languages. The New Ionic 
genitive singular in -ov, for example, presupposes an older uncon
tracted genitive in -oo, and this again must be connected with the 
Sanskrit -asya, which, after the usual Greek change of y into a 
vowel and loss of the sibilant, would have taken the form of 
-oi^o. Now in Homer, besides the New Ionic genitive in -ov, we 
also find the older form in -oio, as well as in a few instances the 
intermediate form in -oo. Examples of the latter will be seen 
in such phrases as 'IXioo ’AtoXoo xj^iiirrt,^ and on
K^>iroc,3 where the ignorance of copyists has introduced into 
the text the impossible forms 'IXlov and oov, and by reading 
’AiOXov has ruined the metre of the passage in the tenth book 
of the Odyssey.4 The discovery of these Middle Ionic geni
tives and the consequent restoration of Hc^meric grammar and » 
metre are due to Comparative '’I^l^irl^logy.

It would be both tedious and useless to multiply inst^ces 
of this juxtaposition in Homer of forms which belong to different 
stages in the growth of the Ionic dialect. Thus we have the ' 
older genitive plural where the sibilant, which appears
as r in the Latin nympharum for nymphasum, has been dropped 
between the two vowels in accordance with Greek custom, and 
by the side of we have 'also the later rv>i>eiov with a
shortened vowel, and the still later contracted T^us,

* n. O 66. * Od, *6o, ’ Od, o 10.
4 See also TZ. B 518, T 340, I 137, 279, A 130, 715 ; Od. o 334, r 313, 

396, 4> 124, 149. A^hj^ens was the first to discover this form [Rhein. Mus. ii. 
161).

5 The old genitive in -<£*% like most archaic forms in Homer, always 
occupies a fixed place (except in II. 2 364 and tz 615, and in the case
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too, along with the Old Ionic vijof, where the initial vowel 
represents the long vowel and digamma of the Sanskrit n&v-as 
and Latin nav-is, we meet the shortened New Ionic vioi; and 
the datives and ’ stand by the side of the abbrevi
ated ijpi) and yfip>f.3 When we find the late contracted fKios 3 
with the erroneous Attic aspiration, we may feel sure that we 
are dealing with a passage of much more modem date than 
the phrases and formulae which contain the older i/eXioc (for 
tjc^e^Xioc, the Old Latin Aurelius or Auselios, from the root ush, 

to bum So, too, the short quantity of the first syllable of 
6v<o, (ivit), and Ti.<o (for and riyb)') reminds
us that Homer is in all these cases adopting the usage of the 
New Ionic dialect, and is thus less primitive than the Attic 
poets who- preserve the original length of the syllable in ques- 
tion.4 Still more instructive is the varying employment of 
certain words, sometimes with a double s, sometimes with a 
single one, the choice of the form being frequently determined 
by metrical reasons alone. Comparative Philology teaches 
us that in almost every instance the form with double s was 
the original one,* the form with single s being the result of 
that phonetic decay which made Old Ionic pass successively 
into Middle and New Ionic. A large number of stems both 
of nouns and verbs ended ^.a sibilant, which was naturally 
doubled when a sufiiix which began'with another sibilant was 
attached to them. From the stem fieXf:c, for example, we

Of the pronoun This place is either (I) the end of the line, or
(2) the. thesis of-^Ihe first or second foot (in the II. only in disyllabic stems, 
contrary to the usd of the Odyssey, see Od. a 334, y 307, v 126, ir 416, 
a 210, < 65), or^^) the fourth foot (in the arsis when preceded by a short 
syllable, in the thesis when preceded fiy a long pne). . '

> II, r 150, E 153, JC79, 5 434.; Od. P 16, 0 357> -
' 2 II, H453; Od, 84^83, K136, '283. Similarly we find ipip (Od,

a 212), yiK<f (Od. < 100), ISpip (II, p 385, ^45).

* Od. e i’ll. • . *
‘ However, we find &^i^hos id II. E 484, though UtIt^os occurs in the 

preceding book (N 414). Similarly we meet with iiplv sometimes with the 
vowel long (as in U, B 348, E 288, Z 81^^ H 390, © 474), sometimes with 
the vowel short (as in II. A 344, 354, 4r3, B,413, r 132, A 114, E 127, 
472, Z 125, I 403). '
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ought to get ;^£;^£T-o•l by adding the suf^x of the dative plural, 
and from the stem reX^eir the verbal forms and
eriXto-aa by adding the Siff:xes of the sigmatic future and 
aorist. In the same way from a stem like iroS we should 
have the dative plural iroS-at, and then by assimilation ™'wt. 
The shortened forms could have come only gradually into 
use in the actual language of the lonians, and their existence 
in the epic dialect side by side with the fuller and older forms 
reveals unmistakeably its real nature. We may gain some idea 
of the relative antiquity of the Iliad and Odyssey from the fact 
that whereas there are fifty-eight aorists with double j as 
against forty-two with single j in the first poem, the proportion 
in the second poem is fifty-four to fifty-three: ,

The use of the digamma, however, affords the clearest 
illustration of the mode in which the Homeric dialect was 
formed. This letter, which corresponded in sound to our w, 
tended to disappear at an early date in the Ionic dialect, much 
as w tends to disappear in certain English dialects, which say 
^ooman for woman, or as it has universally disappeared in the 
pronunciation of proper names like Woolwich and Harwich, 
The other Greek dialects retained it up to a considerably later 
date, though it was eventually lost in all of them. The Eleian 
inscriptions found at Olympia S^ow that the digamma was there 
in common use, off^fial documents from Bceotia write it in cer
tain words up to the third century B.C., and the AEdic dialect of 
C^y^prus, .as revealed to us by the decipherment of the so-called 
Cypriote syllabary, preserved it in everyday speech at least as 
late as the fourth centu^ before the Christian era. *

We may approximately refer ' the disappearance ot the 
digamma in Ionia to the beginning of the seventh century 
b.c. > No example of it happens to occur in the inscriptions 
scratched by {he* Ionic mercenaries of the Egyptian king 
Psammetichus on the colossi at Abu-Simbel, b.c. 620 (or, as 
Bergk, less probably, think^s^, B.c. 590)—inscriptions which show 
how widely spread a knowledge of writing must have been at 
the time in Ionia. A short inscription, however, assigned to 
about b.c. 500, has been discovered in Naxos, on which we 
read the word AFYTO (=^(^:^;^(^u), though unfortunately the 

vou I. K K
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genuineness of this inscription is disputed. But no doubt 
hangs over certain Chalcidian inscriptions of Magna Gr^secia,. 
which contain examples of the digamma ; and since the Chalci
dian colonies were sent out about 700-660 b.c., the digamma 
could not have been lost in the Ionic dialect until a subsequent 
period. Ac^c^c^rdingly the Old Ionic of Homer in which the 
digamma is preserved must have been still spoken in Euboea 
at the beginning of the seventh century b.c.

But besides digammated words we f^:nd in Homer a number 
of undigammated ones. These fall into two classes. The first 
class consists of words like ovpavog, ox»c^, &voq, which we know 
from the cognate languages once ' possessed a digamma, but 
which show no trace of it in Homer, that is, which have lost 
the sound in question in the earliest form of Old Ionic with 
which we ' are acquainted. The second class contains words ' 
which appear in the poems sometimes with, sometimes without^.,, 
a digamma, the pronunciation being frequently determined by 
metrical reasons alone. Of such words there are at least thirty- 
five. Exa^mples of them are given in the foot-note.'

’ OIkos aicvays a^ith titgam^irn^aL i^xa;pt i^n Hi Xi . 72 ; Od. o 13S1 •'42>• 
4223, 318, 021, ir 70, 303, < 419, w 2O<3; olvos always with digamma 
except in ]^l. B 641, E 706, 813,1 224, K 497, 2 444 ; Od. 7 40; 46, 41,. 
C77, A 61, o 334, 407, r 122, v 260, <(> 142 ; olSa always with digamma 
except in II. 2 184, and Od. p 473 ; It’l' always with digamma except in

A 137, 4- 98; Od. e 6i ; ’08v«re>i:p without digamma except in H. 
A 140 ; Od. a 21, v 126, { 142, p 147, v 239, < ^97, 204, 244, x 45. 328 ; 
d(aeiv without digamma (II. A 89, B 229, E 24'], ©400, K 337, N 820, 3 308, 
X 424, T 663, 848 ; Od. 7 429, ir 438, r 24, u 154. X 101) except in Il.

441.; oupos without digamma (H. A 479. 2 19 . Od. 7 176, 5 360, 585, 
e 167, 176, A 640, p. 167) except in Od. 8 418; ^>xopa> without digamma 
except in Od. tt 142 ; ^irXov without digamma except in Od. fi 430, < 390; 
oiai^i^s without digamma except in II. Z 76. So, again, ’Ipf^^has digamma 
in Od. < 73, 74, 333, 334, 393, but wants it in < 23;); and fat, which 
has the digamma in four passages of Hesiod (Scut. 279, 348, 4^^; Opp. 
482), wants it in Homer. Oif<=r^2s in II. B 764 preserves the initial di
gamma of eTos (Sanskrit vatsas), which is elsewhere lost, as in the com
pound iumiatos of Od. T 118. Cauer has drawn up the following table 
of the cases in which the pronoun of the third person, which was the last 
to retain traces of its consonantal beginning, (i) , must be pronounced with 
digamma, (2) may or m^^ not be so pronounced, (3) cannot be so p^^- 
nounced :—
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From these examples it is clear that three ' conclusions must- 
be d^i^vni: (i) Portions of the Homeric poems consisting of 
certain phrases and formul^se belong to the Old Ionic dialect in 
which the sound of the digamma was still heard. (2) Other 
portions belong to a later stage of the dialect, when the di
gamma had ceased to be pronounced, and even such traces of 
it as a hiatus or a lengthened vowel had passed away. (3) - A 
time arrived when the existence of the digamma had so far 
faded from the memory of the rhapsodists that they came to 
regard the hiatus representing the lost digamma in certain tra
ditional verses and expressions as due to ‘ metrical necessity,' 
and consequently to be admitted or excluded according to the 
requirements of the verse.

The last conclusion is confirmed by the occurrence of the 
hiatus in.the case of words in which no consonant had ev^iibeen 
lost. Thus, as has already been noticed, we find itiaaro from 
the Latin ire, a form which owes its origin to the mistaken 
analogy of words like f^f^ivov (for kffhexov, root Fcir). Another 
instance will be veo^ph'is in Il. ^i' 346, where the second part 
of the compound represents the Sanskrit drdras, ‘ wet,’ unless 
we adopt the variant reading v^od^e. In fact, the use of the 
digamma shows that a large part of the Iliad and Odyssey is 
composed in quite as artificial a language as the epics of 
A^pollonius Rhodius or Quintus Smym^aeus. The digamma is 
frequently observed in appearance only, a hiatus being allowed 
by the poets, not because they remembered that it took the 
place of an original consonant, but because they found what 
seemed to them a hiatus in^the poetical ‘ tags ’ and formuke 
which had been handed down to them. In this way alone can 
we explain the disproportionate preponderance of the hiatus 
in a few words like Os, ol, and ol2a—the very words which also 
show a hiatus in other epic and elegiac poetry—or the fact

Di^^mma neces^^^ Not necessary ' 'Negl^ected

(T, €0, «S . 14 times . 7 times . I time

. 7 . II „ . —; ,

«T . . • 643 ,, over 180 „ . 23 times

? . • • 64 ,, . 15 » . I time

Ss 45 176 31
K K 2
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pointed out by Hc^ffmann, that although in the Iliad a short 
final syllable remains short before d, the latter word never 
caUses the elision of a preceding vowel or the shortening of a 
preceding long syllable.*

If we enquire into the use of the digamma in Hesiod, the 
Homeric Hymns, the fragments of the Cyclic poets, and in 
Empedocles, Tyr^t^us, and the Elegiac and Iambic writers 
generally, we shall ^nd some reason for the old Greek tra
dition which assigned all epic heroic literature, along with 
the Hymns, the Ma^rgites, and the Bc^^rau^^^omyomacJ^^a., to the 
author of the Iliad and Odyssey. In the earliest of these 
productions remains of the Old Ionic dialect are embedded 
much as in the Homeric poems, while in the rest the hia
tus • that distinguishes originally digammated words is due to 
the mere repetition or imitation of ancient epic formula. Thus 
in the Theogony the proportion of cases in which the digamma 
is observed to those in which it is not is as 3 or 4 to i, a larger 
proportion than that presented by the Odyssey ; in the Works 
and Days the proportion is as 3 to i, as also in the Hymn to 
A^f^hrodite ; whereas in the Hymn to Demeter the proportion is 
exactly equal, in the Hymn to Hermes as i to and in the 
cyclic fragments (excluding the Kypria} and the Ba^^t^(^h^omyo- 
machia as i to 6. On the other hand, the proportion in Em
pedocles is as i to 3, though how little Empedocles was 
acquainted with the true origin of the epic hiatus is shown by 
his incorrect introduction of it in such analogic coinages as 
itZfitvai (root ad) and damrtroQ. The Elegiac and Iambic 
poets preserve the digamma, or rather the hiatus which had 
taken its place, in a good number of the words in which it 
occuirs in Homer, and Theognis has it even in ’ior, ‘a violet,' 
and 'iCio^, where it has been lost in the language of our Iliad 
and Odyssey. In his use of these two words, however, The
ognis was probably imitating some portion of the old epic 
literature.

Eut the digamma is not the only lost letter of which traces 
Su^'vive here and there in Homer. Another sound which dis
appeared at a yet earlier time than the digamma was the yod 

‘ Hoffmann, Qntcstiones Ilomerica, p. 56.
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or y. The conservative dialect of Cyprus was the only one in 
Greece which preserved the ^od into the days of ^i^gg; here 
it regularly occurs along with the digamma in inscriptions 
wntiten in the characters of the Cypriote syllabary as late as the 
fourth century b.c. It is commonly supposed that Os, &e, and 
Sri primitively began with this letter, and answered to the 
Sanscrit j^as and ^dvat; in this case the yod would have to be 
restored to these words in such phrases as do Sig, where the 
lengthening of the final syllable of the first word implies an 
initial consonant in the second.* The Loc^rian inscriptions of 
the fifth century b.c, however, write fon with digamma and 
not yod; and it is therefore better to connect og and its deriva
tives with the Latin qui, quis, and Sanskrit chit, and to regard 
its lost letter as a digamma. A more certain instance O’ the , 
presence of the ^od is 'ieadai (from the root j^d), which has a 
consonantal beginning in twenty-two passages.

A tendency to drop a sigma seems to have set in at an even 
earlier period than a tendency to drop the ^od. Words like 
lopiig (English sweat), which originally began with two conso
nants (sw), must have lost the first at quite a remote date ; 
indeed, in this particular word and its derivatives even the 
digamma is only once preserved (in II A 27). Sometime-s, 
however, the digamma became as has happened in the case 
of the reflexive pronoun ap though even this change did not 
always preserve the sibilant.2 When the second consonant 
was X, /I, or v, the initial sibilant was generally retained in 
ui^c^hc (as ofUKpog) and probably also in the Old Ionic of Hosmer, 
or else .was assimilated to the sound that followed. Thus we 
have U-WijKTog for a-dX^Krog (our slacCi), or Qi'ko-fifieiSrig for 

from the root smi, ‘to smile,. Wherever such
compounds occur in the poems, or wherever the lengthening 
of a short syllable indicates the preservation of the sibilant at 
the commencement of the following word, we may be sure that 
we are in the presence of an old formation. It is quite other

* When the final syllable remains short, as in fiSts & (Od. % 299) 
we may feel sure that we are dealing with the product of a later age.

2 Bugge. for instance, has argued that has the same root as <<>(, 
and or^^nally meant ‘one's own.'
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wise, however, when the word before which • the short syllable 
is lengthened or a letter doubled can be proved by comparison 
with the allied languages to have never possessed more than 
one initial consonant. When, for example, we find such com
pounds as tTriXiySriv, ‘ gra^i^^j^,, 1 £irireXXw,2 or such expressions 
as a’iOb^i^'a neyadvfiov,3 A'tavra we
are transported to a wholly new era, an era when the poets had 
forgotten the real origin of the doubled letter and the length
ened syllable, and imagined that they too might double a 
letter or lengthen a syllable at will should the metre so require. 
Such cases of false analogy belong to an artificial dialect which 
is separated by many generations from the Old Ionic of the 
earliest parts of Hosmer. The origin, for instance, of i>Wajis 
(root lahh') and (root mantA) is the same as that of

in Apollonius Rhodius—the misleading analogy of mis
understood archaisms.

We must here turn aside for a moment to point out the 
cases in which the hiatus or the lengthening of a naturally short 
syllable may be assumed to imply a lost consoni^i^lt It is well 
known that other causes may be called in to account for both. 
Sometimes such violations of Greek metrical usage are due to 
the caesura, sometimes to the misconceptions of the later poets. 
A careful examination of Homeric literature, however, would 
seem to show that license:; of this kind were not originally 
permissible, and only crept in through the progress of phonetic 
decay in the Ionic dialect which occasioned the shortening of 
syllables and the loss of letters, and the consequent belief that 
the earlier • poets had allowed themselves licenses ‘for the sake 
of the metre.' Thus the f^nal a of neuters plural and the f^nal 

of datives plural were once long, and Hartel has shown that 
passages exist in Homer in which the primitive quantity of 
these terminations is preserved. So, again, the frequent hiatus 
after the particle rj arises from the fact that the word was 
originally and consequently the apparent hiatus is no hia
tus at all except in the verses of later imitators. Elsewhere 
the hiatus is found after -t and -v, the explanation being that the

' p 599. 2 Od. < 361. 3 n 488.
‘ ii. p 626. 1 II. n 367.
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semi-vowels y and v were sounded after these letters in Old 
Ionic when another vowel followed, so that formations like 

or must be assigned to the New Ionic
period. Similarly, we find prepositions which, like «• and iv, 
begin with a vowel admitting the hiatus because of the geni
tives and datives in -ov and -& or -i with which they were used 
(e.g. ivTrXcKTb) tvi Siippt)). Wherever another vowel precedes, 
there can be little doubt that we have to do with the product 
of false analogy and of a later age. In other cases the hiatus 
is explained by its coming after stems which originally ended 
with a consonant, such as fioi or rav^. Its occurrence after 
npo (as in irpotpeaato or irpoiaWio) may be accounted for by 
the original form of the preposition vpufi. The contracted 
forms TrpoVrv\^at',z irpi^i^Qri^Kt^,* and TroO^(oiiy 8 betray their more 
recent date. A^part from certain composite or polysyllabic words, 
all other examples of the hiatus or the lengthening of a short 
syllable in the older parts of Homer must be taken to indicate 
a lost consonant.

If we assign the transition of Old Ionic into' Middle Ionic 
to the begi^ing of the seventh century b.c., we shall not be 
far from the truth. New Ionic may be said to commence with 
the inscriptions of A^l^^-Simbel, referred to above, and to con
tinue to the age of Hippoc^rates, when it becomes considerably 
tainted by A^l^i^i^c^i^s^ms. It is best illustrated by the dialect of 
Herodotus and contemporaneous inscriptions, a dialect, be it 

•^l^i^i^irved, which is substantially identical with that of the New 
Ionic portions of Homer. The proof of thiis, it would take 
too long to give here, but the fact can easily be tested by com
paring a dictionary of Herodotus with a dictionary of Homer.®

' Od. p 237. 2 II. K 256 ; Od. 7r 80. ’ II. O 306.
4 II. a 409. 5 II. X 97 ; Od. C 138.
“ Thus Herodotus and Homer have ■tiQtdai, Sdm, SiSoSa-t, pi^'yvucri 

instead of the Attic nil^eairi, Sc. ; Herodotus and Homer alone have the 
later tlplp for lapsv; Herodotus usually omits the temporal augment, 

■esisecci^ll^y before double consonants (e.g. i^ppdSeov, tpP><^’', i^LaJX^iaoooro) 
and diphthongs (e.g. tUpte), and drops it in and the iterative
and pl^l^i^irt^ec; and Homer uses the New Ionic ds of Her^odotus a^ well 
as the old Ionic iaai. The analogic SiSi^<^<^p(v (Od.v 358, a 314) re
minds us of Xipfopat in Herodotus, and the latter's peperipivos can be
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In two or three respects, indeed, the forms of Herodotus are- 
more archaic than those of t^ie Iliad and Odyssey. Thus 
the MSS. of He^rodotus still offer tavSave (for 
whereas we have the Ionicised form in Il. 25, and
Od. y 143, and the later contracted from i^^Savt in II A 24, 
378, 2 510, &c.2 The Attic contraction of dtipw, again, which 
occurs in IL N 63, is not found in Herodotus, and while 
Herodotus has the more original Homer has the later
(A^l^f^i^ising) K^i^t^isi. and K^i^pf^is.^

What is much more remarkable, however, is that the MSS. 
of Homer contain numerous examples of two forms which do 
not appear in New Ionic inscriptions before the beginning of 
the fourth century B.C., and are probably due to Attic influence. 
These forms are those of the genitives in -ev and -eve, instead of 
the older -eo and -^og. Thus we have ip-ev, yevevs, Otpevg.

No doubt it is possible that the diphthong in question is a 
scribe's error, introduced where the double syllable to was pro
nounced by ‘ synizesis ' as, one. But this does not alter the- 
really important fact of the case. Whether we call it synizesiis 
or anything else, to is in ver^ many instances pronounced as a 
single syllable in the H^omeric poems, that is, has become a 
diphthong. It is quite immaterial whether this diphthong was 

paralleled in Homer by similar products of false analogy. The hysterogen 
i-ral-^irav for CTtuev occurs in the Iliad (P 733) as well as in Herodotus- 
and Thucydides ; the plural terminations -olaro, -fiaTo, and -dvro, which 
alone are found in Homer, are Herodotean, as is also duDa (II. O 408), 
instead of the older efoiOt ; and Homer and Herodotus alike have thie 
forms Uta, lie, ijuTav (A. A 47, H 21’3, K 197, N 305). Homer also offers 
us the Herodotean <vv.aKos (P. Z 35,1 85, K 56, il 566 ; Od. o 231), and' 
pdprvpoi (II. A 338, B 302, T 280, B 274, X 255 ; Od. a 273, £ 394). Other 
New Ionicisms will be lordi for lerrla, ndpiost (A. T 325) by the side 
ndptSos, and the lost aspirate in fierdtyi^vos (A. E 336), drdKptvos (A. 
H 260), iiTlfniov (Od. ( 265), and aMiSiiov (Od. 0 449). About ninety 
iteratives in -(Tkov are met with in Homer, as against only ten in Hesiod. 
Pindar has three, and the Attic tragedians four, which are plainly adopted 
from Homer, and none are found in Attic prose. Many, however, occur 
in Herodotus, though it must be added that all the Homeric iteratives, 
belong to the sigmatic aorist (like ikdac^trice].

' Herod, ix. 5, 19. * Similarly intfvPave (Od. v 16, &c.).
3 A. ® JAT), N 831.
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sounded exactly in the same way as tv or not The inscrip
tions show that before the fourth century b.c. to had not become 
a diphthong in New Ionic, and that when it did become a 
diphthong it • was represented as tv. It is hard to believe that 
an arti^cial dialect like the Epic, which aimed at being archaic, 
would have anticipated the innovating pronunciation of the 
spoken language.

But there are some other philological peculiarities in the 
language of Homer which seem to imply that the poems were 
revised and additions made to them here and there as late even 
as the New Attic period. Thus we find words known to us 
by Alexandrine use like /iXiicrrtw,! ortx<t‘i',2 ^^afw, 
and f^yjpaiaijov and which are common to
Homer and Apollonius Rhodius, and ip-Kavaw, which elsewhere 
occurs only in Quintus Smy^seus. From the post-Homeric 
wuC we get the verbal and the weak passive future
[iiyfiaeaQai^ has been formed after the false analogy of forms 
like /iitaopai.

We must now pass on to the second point we have to 
prove, the existence of other dialects than Ionic in the language 
of the Iliad and Odyssey. These dialects are the ASolic and 
the Attic. Of the Doric dialect there is no trace. The forms 
which have been quoted as Doric are really archaisms which 
belonged to Old Ionic and were preserved among the conserva
tive Dorians after their disappearance among the Ionians. In 
iac^e'iTai, for instance, we have the old formative of the future ya 
which existed in Sanskrit as well as in ancient Greek ; the dative 
reiv for is an archaic form which belonged to Old Ionic
as much as to Doricc; and infinitives like -xoKutrefjie’ are equally 
survivals from an early period of the Ionic dialect itself. The 
pronoun rvvij, which occurs six times in the poems, similarly 
preserves the nasal which makes its appearance in the 
.d^(^l^iic tovv and the Sanskrit twam, and has been counted as 
Doric only because that most conservative of the Greek dialects 
preserved a word which in later times elsewhere disappeared.

• Od. -r: 466, r 25, << 239, 385. * n. n 258. » n. z 507, o 264.
4 Od. k 113. 5 77. b 181, 450. « 77. k 365.
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The Ionic poets would have nothing to do with that de
tested Dorian race which drove their forefathers from their old 
homes in Greece, and the only passage in which Dorians 
are named is Od. r 177, where a list is given of the various 
tribes inhabiting Kr^ete. The elegiac poets whose dialect was 
based on that of epic literature show the same aversion to 
anything Dorian. It is only his E^mbaten.a that Tyrt^oeus 
composes in Doric, and even Th^e^c^gnis but once uses the pre
position nori., which is found eighty-nine times in Homer and, 
though originally common to all the Greek dialects, had come 
to be preserved in Doric alone.*

The avoidance of the Doric dialect on the part of H^mer 
is brought out into greater relief by the usage of the Hesi
odic poems in which we f^nd such decided Dorisms as the 
shortened final syllable of xponac,2 two genitives in -av instead 
of the Ionic the pronoun "iv for ol,4 and the Doric liv for 
liaav.^ Ahrens believes that the Dorisms of Hesiod are speci
fically Delphian; however that may be, the contrast between 
the two classes of epic poetry, the heroic and the didactic, in 
this respect confirms in a striking way the Asiatic origin of 
Ho^me^r. It is dif^cult to believe that a dialect which had 
grown up on the soil of either the Peloponnesus or Northern 
Greece could have remained so thoroughly untainted by Doric 
forms and words.

It is quite different when we turn to the remains of the /Eolic 
dialect which have been detected in the poems. AEolisms are em
bedded in Homer like flies in amb^i:; they are scattered up and 
down both in the Iliad and Odyssey, though almost always in 
fixed places in the verse. Thus we find £a0eoe with the /Eolic 
4a for dta as an epithet of the Aiolic towns Killa,® Nisa,7 K^risa,8 
and Pher^se,^ the Ionic form of which was Th^e^r^je, but always at 
the beginning of the thesis of the second fo^t:; once, and once

* nprfs is found two hundred times in Homer, and the older vport sixty 
times. The word has no connection, except in meaning, with iri^-ri and the 
contracted iros.

2 So, too, (Th. 40), SUaas (Th. 521).
4 Frag. 134. 5 Th. 321, 825.
7 II. B 508. 8 B 52(^. *

3 Opp. 144, Th. 41.
6 II. A 38, 452.
9 II. I tSl, 293.
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only,. do we meet the word in a different formula and in a diffe
rent place, the end of the line. Here, however, it is an epithet 
of the Doric , K^j^t^hera, and belongs plainly to an imitator of a 
later age who found the old stock epithet convenient for ter
minating his verse. Other /Eolic epithets of the same kind 
are and £axpv>i7* a^s mig^l^t l^a^v^e
been expected, it is especially in the case of epithets that 
remains of the ^l^e^^ic dialect have been handed down. 'Aff^ltxiwr, 
for instance, where the /Eolic v takes the place of the Ionic w, 
has become so trite and meaningless an epithet as to be applied 
to ^Egisthus.5 Ta^A.au/^3)'oc and again, are -d^olisms,
as also ay'd^i^oe, as well as the numerous compounds of which 
Ipi-, instead of the Ionic dpi-, forms the first partt Since the 
use of e in place of a before p characterised /Eolic, the form of 
the name Orp^tri/c is an evident proof that Thersites belonged 
to the older portions of the Homeric poems, and fig^ired in the 
legends that circulated in /Eolis. The same may also be said 
of Ha^li^therses,® Thersilokhus," and Polytherseides.® If Hero- 
dian is right, the varying declension of the name Sarpedon as 
^a^^Tcri/^t^tvoc and Sapn/covoc is due to the fact that the first is 
an holism; but this statement is extremely doubtful, since the 
vocalisation of the word is Ionic, and the hero himsel:f was a 
Lycian, and belongs therefore to Ionic and not /Eolic legend, 
while the preservation of the initial sibilant merely shows that 
the name has come down unchanged its Old Ionic dress.9 
Similarly it is probable that the form is old Ionic and

2 Od!. € 367, fl. 31-5.
4
. Oil. & 157, 253, p 68, <, 451.
8 ■

Il. o 432.

Od. a 29.
77- E 525, M 347, 360.

O^dl. X 28"].

I
S n. H 22^; OO. l 119, 5 45^.
5
7 II. P 2i6, $ 209.
8 The root is that of cpiretv, seTfe-e, Sanskri^t sarp. In him

from Lycia the legends made the usual confusion between the terrestrial 
Lycia and the celestial Lycia (‘the land of light,’ Latin lux), though no 
doubt the struggles between the Ionic emigrants to Asia Minor and the 
Lycian natives occasioned the localisation of the myth in that particular 
spot. It is possible, however, that the name l^ycia was of Greek origin, 
given to a mountainous country where the inhabitants of the coast s^w the 
sun rise in the morning, since the Lucians called themselves Te^rmilce 
(T^ra^mele in the native inscriptions).
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not ZEolic, which, as in kept the original j before
m, although aitvyepS>c are certainly AEolisms. Soli
tary AEolisms have been preserved by the metre in miavpeg,! 

and the vocative and in To the
metre, again, we must ascribe the preservation of the Aeolic 
forms of the personal pronouns.® Other A^^lisms, no doubt, 
once existed here and there in the text of which no trace 
now remains, si^ce in two passages, for the received

and iropSaXie for the Aj^:^starchean irap^aXic,’’ were 
read by Zenodotus and the Ve^netian Codex. A fortunate 
chance has preserved for us the specifically ZEolic title alavp- 
vqTTic i^ Od. 0 258. Several other ./^olisms may further be 
detected in the poem:^; ’ among these mV, by the side of the 

ay, is the most noticeable. In the Iliad mV occurs 121 
times before vowels, 78 times before cons^i^J^r^ts;; m occurs 
145 times, k 76 times, x 4 times, elaPKiv 7 times, eiapKe 18 
times, etaoK 3 times, &c xev and <3q m ii times. On the other 
hand, &v is found 137 times, and the compound ay Key pnce.9 

Such a compound could only have been formed when all sense 
of the original meaning of tcv had passed away. Perhaps, how
ever, the best-known A^plism is the nominative of masculine 
nouns of the first declension, like yef^eXrjyi^pe^^. We find it 
almost always in certain stock phrases and set positions. In 
al^^ra *0 the form has been half Ionised after the model of 
aiyjjj^rjrtje, which thrice occurs in imitation of the older usage.

1 O 6&); Od, « 70. * Od. i { 3^o>.
’ 11. V 130; Od. 8 743. 4 H- A- B 7^3.
5 Namely, &pfies (Il. * 432; Od. i 303, 321, x 55) l twenty-

one times ; &ppe (P. A 59, H 292, 378, 397, K 346, S 62, 2 268, X 219, 
o 355; Od. 1404, k 209, M 221, X 73) ; (-#• a 274, 335, 3 481,
V469, ft 24^; Od. 23^); seventeen tim^is; fftpe (Il. Y 412 ;
Od. v 357, 040"], < 109).

8 Od. p 22l. I^l- N 103, P 20, * 573
8 ’AAkj (Od. £ 130), tix;<uEjs (Od. e 71, 369), SvatSa (five times

in the Iliad alone), iaaffoTneppi ^^Iways after the first trochee, Il. A ; 
Od. Tt 366, &c.), lixe^iav, iarpvpiis, (by the side of the Ionic Eew), 
efi/ievai (instead of the Ionic eipeyai, forty times in Il., twenty-one times 
in Od.), iyp^ppdai, iielx>ney.

9 II. N 127. 1 II. E 197. " II. r 179, P 58^; Ot^. fi 19-
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This has also been the case in for an-iira.’ The later
Ionic poets, forgetting the origin of the form, identified its 
termination with that of the accusative in -a, and hence we find 
fvpvoira used as an accusative in IL A 498, 0 206, fi? 265, O 
152, £2 98,331. The grammarians of AJ^ex^andria carried the 
misconception still further, and Priscian and the Scholiasts lay 
down that such words are indeclinable and may be used in 
any case whatever.

The , inferences to be drawn from these facts are irresistible. 
yEolic lays form the background of those Ionic poems which 
we call Homer. It was among the cities of JEolis, in that very 
Ti^ojan land in which the scene of the Iliad is laid, that the Greek 
E^pic first grew up. From the hands of AEolic bards it passed 
into those of their Ionic neighbours, but carrying with it 
memorials and evidences of its origin. Epithets and phrases 
that had become part of the rhapsodist's stock-in-trade were 
interwoven into the Ionic versions of the old l^^is; the proper 
names and the legends attached to them were handed on to 
the new schools of Homerids:; and here and there an iEolic 
word or form was retained where it suited the metre better 
than its Ionic equivalent. Philology thus confirms the tra
dition which made Smyrna the birthplace of Homer and the 
earliest seat of Homeric poetry, and is confirmed in its turn by 
t^he subject-matter of the Iliad which localises the * tale divine ' 
of antient Aryan mythology in the Tr^oad. It was there that 
the iE^olic fugitives from the Dorians had to wrest a new home 
for themselves from the hands of its Asiatic possessors.

But 2Eolisms are not the only alien elements that we find 
in Homer. There is an Attic colouring in the poems as well. 
So strong, indeed, is the latter that A^ristarchus held Homef 
to have been an At^henian, and Cobet considers the poems to 
have been partially Atticised.

We must, of course, be on our guard against assuming too 
hastily that a form is Attic because it occurs in Attic writers 
and not in the Ionic of H^e^r^o^c^t^us. Attic is an. offshoot 
of the Ionic ; Old Attic may be regarded as a
sister of Old Ionic; and it would only be natural to find 

' //. H 384.
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many archaic forms in New Attic which have been lost even in 
Old Ionic. It does not follow that they did not exist in Old 
Ionic. The form for example, is not an Atticism,
but an Old Ic^nic^ism. Only those forms and words must be ac
counted Atti^^^sms which can be shown by Comparative Philo
logy to have grown up subsequently to the separation of the 
Attic from the remaining Ionic dialects. Forms originating in 
phonetic decay or false analogy which are not found in New 
Ionic are Attic peculiarities, the growth and creation of Attic 
soi^; but no others. Genuine Atticisms, however, exist in 
abundance in both Iliad and Ody^ssey^. Thus we have the 
accusatives Tv2»,i ’OZvirij,^ like Icpn in Euri^ic^c^s; 4
dta used sixty times in place of the older Oede ; vW occurring 
twice, <T<)U once, once,® and fifty-fivs times ; con
tracted futures like KreTvel, reXtl and ayKaidadai ;6
hstsrogen aorists like exeaov ; and optatives like tTTiaxo'iiie 
with 0 instead of e,’ and the termination dropped in the third 
person singular (Vnlpaxoi for v7rs/J<rJro‘f[[])• ’ Were we to listen to- 
Professor Paley, the list of A^ttic^isms might not only be largely 
extended, but also be referred to the language of the Psriklsan 
age. Among the A^tticisms he quotes we find such phrases as 
ore fiev—ore de ; ot a./(fi Hpia/xov,^ wip^fiaWeaOai
TToieiaQai TaiSa in the sense of ‘ adopti^n^,,** £« lii^^iav, ‘while 
gifts last,,*2 like |•“X'KK ~epiC6ad<^i Tiroc, ‘ to wagl^s^,’’4
C£«TV£iv iv dpii, ‘ to take an early dinn^i^,’ *® iice'tvoi, in the sense 
of ‘'the enem;^,,*® piij &fe\Xe yivtadat,^^6 avr6c,'8 a phrase which

* II. A 384. ’ I^. o 339. 3 Od. a 136.
*-Alk. 25. Compare A^ristoph. Achaan. 1151. Od. 862.
’ II. O 65, T lo^t; A 161, Od. f 20 ; II. B 389, T X40, K 331, A 232, 

I 132, 274, * 373, Od. p. 230, V 229 ; II. K 331, A 454, 3 133 ; Od. 0 546, 
X 256. The contracted futures in -iS), -iovp.ai, however, occur eleven times 
in Hei^odol^us.

7 See II. I 284, 142, E 241 ; Od. A 838. 
SvsoI fvii. 6).

9 Od. { 184 ; ^l. H 107 ; Od. £ 317. 
’ V 146. a I 322-

■2 I 602. ” P 368.
’’ I^^. P 176. ]■ 2 188.
■'' 11. Z 39; Od. V S5,326, &c.

Hc^rodotus, however, has

'* IL I 495-
'■> 11. 4 485 ; Od. <> 78.
*’ H. P 686.
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certainly has a ver^ modern ring about it. Equally striking are- 
.some of his instances of single words, as, for example, ca-a- 

ctf/xofiopjc-ai, where «^j-a has its peculiarly Attic sense,* iiri^ituKe 
in the sense given to it by Attic law,2 ava^aaQai with the mean
ing of ‘reckoning,’® edcXovTlipec,* £vvero,5 at/p in the sense 
of ‘air,’ not, as in Old Ionic, of ‘mist,’® uWort for cWore, 
aiTOubr for fioXic, uiLki^!; for a£<K(3f,7 eTrlrijdes, afiodev, aaor^^^ 
5T<aev for ICiT^mv,^ yevvaWc in the sense of ‘ legitimate,’ ’0 
dXXdloc, OaaKtQ, (tkotioz ‘ illegitimate,’*1 e7I^rtfo^^»ml,*2 and krraX- 
l^eai.^x The use of the old demonstrative pronoun as an 
article also points to a comparatively late date,'4 and the same
conclusion may be drawn from verbal forms in -a&iv and -l^^w, 
like rTr^T^mr^lfci.v, fitroKX^^itiv, oi.voiri^i^^£^ir, and StKialfeiT
(which reminds' us of the A^t^henian law-courts), or ipari^^fiv,. 
drlf^eiv, Ke^XirTllfetv, dXe"yifci.v, /ti’yaXiCeaf^c^i..^^ Perhaps Mr. Paley 
goes too far when he claims a philosophic origin for such 
Homeric verbs as d^pplvtiv, Se^Xalveiv, fxxto^l^eiv, ■^aXe■nT^^t'£lT, 
fiapyaiveiv, bpp^c^i'vetv, KuS«tTely, though
we should have expected to meet with them in Th^e^o^p^h^rastus, 
rather than in Old Ionic poems addressed to a popular audience.

It is not difficult to account for this Attic colouring. Some 
of the A^tt^ic^isms are probably due to the belief of Ar^i^s^tarchus 
in the Attic birth of Homer ; indeed, we know that in certain 
passages where he adopted an Attic form the readings of Zeno
dotus were different. Others, again, may be explained by early 
errors on the part of copyists. But the greater number admits 
of but one interpretation. The Homeric poems, as we have 
them, must have passed through Attic hands, and undergone an 
Attic recension. Nor is this at variance with what we know of 
their history. The pseudo-Platonic Hipparchus ascribes to 
Hipparchus a recension or redaction of Homer which later 
writers, Cicero, Josephus and Pausanias, ascribe to Peisistra-

1 Od. 7 245. 
8 IL g 288.
» Il. 2 100. 

•8 II. ■V 332^

2 I^l. I 148.
OlZ. a 292. * Od. 5 76.
Il. X 336. ' ’ I^l.K 208, &c.
Il^. E 253. 11 i^i. z 24. II. V 559
As in ^l. r 55, Z 201, K II, 2 IO, T 32O, * ? 59. 295.
[The old verb disproves this,—M.]

' Il. 2 301.
4
7

i«
11

15
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tus. We cannot suppose that the public library Peisistratus 
founded was without copies of Homer, or that when one of ' his 
editors was convicted of altering and interpolating documents 
so sacred as the Oracles of Musssus,' the old epic literature 
would have been treated more reverently. Solon is accused of 
inserting certain passages in Homerrin order to glorify the 
A^thenians, and this acc^usation of itself implies a consciousness 
of the Attic origin of some parts of the poems. It is not im
possible that Mr. Paley may be right in referring some of the 
A^t^t^ic^isms he has enumerated to so late a period as the Peri- 
klean age, since it is hard to see in Od. n 8i an allusion to any 
other building than the Errchthrum, which was erected about' 
the year 432 b.c. At any rate there is plain proof that the Ho
meric poems underwent a process of manipulation in Attica; at 
how late or early a time this process terminated must remain 
undecided.

It must now be quite clear that the language of the poems 
is an artificial one, a sort of curious mosaic in which archaisms 
and modernisms, fragments of TEolic, Attic and Ionic are em
bedded side by side. It testifies to slow growth among guilds 
of professional poets who received from their predecessors a 
series of stock subjects, a stock mode of treating them, and a 
body of traditional words and phrases. This fact is confirmed 
—though further confirmation is not needful—by the occur
rence in Homer of words and forms which are the product of 
false analogy, and owe their rxistrncr to the misinterpretation 
of the older part of the Homeric language.

Reference has been already made to some of these, and, 
indeed, so numerous are the examples of such erroneous forma
tions in Heimer, that it is easy to find illustrations of them. In 
some cases we can actually see the process of creation, as it 
were, going on. Thus in Od. r 95 we re^d: k-v Se Opovot 
TTcp'i rdi-yov cptj^^la^r evOa cnt evda. Here tpyptCaro is a per
fectly normal Ionic formation from the root of epeiS^; the 
dental belongs to the root, and accordingly appears in -all the 
other tenses of the verb. But a few lines before (86) we have 
another verse, which is evidently formed on the model of the 

' See Hdt. vii. 6.
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one just quoted, and only differs from the latter half of it in 
substituting iKijXiSaro for spTf>i<^<^aro. ’EXqi^Xi^aro, however, is 
etymologically and grammatically an impossible fon^i; the 
present tense is iAait^at and the root is lav, with no trace of 
either a dental ' or a vowel e. The. word, in fact, is due to the 
false analogy of ipt}piSaro and the misunderstanding of the 
archaic pluperfect form. In the Odyssey,* again, we find a 
verse which can only be explained as the creation of false 

.analogy. The translation, ‘seals, the offspring of the sea
; foam,' gives a radically wrong sense to both vin^i^i^ee and 

aAoaVOfti. The last word is a compound of aXc and an 
old Ionic feminine, answering to a Sanskrit sun-ya (from the

• root su, ‘ to beget and signifying ‘ daughter' or ‘ offspring.' 
The Sanskrit sun-ya (by the side of the masculine sunns, ‘ son ') 
would have been represented in Old Ionic by Ovryo, but tbeyod 
after first developing a dental, as is so frequently the case in 
Greek, disappeared, leaving av\’hr), and by metathesis irtvSv(i. 

Some early ‘ Homeric ' verse, now lost, must have once existed
• in which the seals were called viT^iO^sc ukOavfoai, ‘footless off-

• spring of the sea,' vii^i^S^Eg (or rather )>vroi-£'^) '* being a com
pound of ttoDc and the same negative that we meet with in 
i'>)-£pm)c or the Latin nefas. The second part of the epithet, 
however, came to be misinterpreted ; &\oe^'oO^i^n was divided 
into the genitive FAoe, and the non-existent vSvn, which the 
rhapsodists connected with vBtop and and t^ie change of ,
meaning was complete. It only remained to explain I’i-ruCtr, 

which, now that its substantive had been turned into a genitive, 
necessarily signified ‘ offspring,' and this -was easily done by 
referring it to di• tipiog. The superf[uous dental did not trouble 
the etymological consciences of the Homeric poets. It is 
probable that this passage of the Odyssey was not the only 
place in Homeric literature in which the mistaken use of 
rtVoS^c occurred, since we find both Kallimachus 3 and Theo- 
kritus 4 employing the word in the same sense.

* 5 404 : Sc piv <P^Kat viiroScs KaXq;; aKoaiiSvii's.
2 The shortened form would belong to the New Ionic period.
3 - ■
* xvii. 25 : aSararot Se K><cvvTa iol ve'eroSes.

VOL. I. L L

6 Kfios 'TWlxOu viirovs.
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Two other instances of false analogy may be quoted, which 
will show even more clearly the artificial character of the 
Homeric dial^<^^ In IL Z 289 the loss of the digamma 
caused some rhapsodist or scribe to alter the original phrase 
Trin-Xfu, xap^-ro'n^iKa. S^^pya yvvainto TreirXoi Trapiroii^iXoi, 
tpya ywaKSit' and this corrupt reading has been imitated by 
the author of Od. o 105, where we have -trieXot. irapTi^i'^i'^oi, 
ovi: Kifisv avr'. A similar blunder occurs in Il. £2 6, a 
verse, it is fair to state, which was rejected by Aristophanes and 
Aristarchus themselves. Here the impossible form aviportj-a 
originates in the corrupt reading of II. II 857 and X 363, 
where Clemm has restored iporiira (for vcpori^ra as Sp^n' for

Perhaps one of the oddest of these new creations of the 
Homeric poets is the adjective tof, ‘ one,' in II. Z 42 2.’ From 
the root mp, the Greeks had formed a numeral ‘ one,’ which was 
declined in the nominative aif^^g'atpia, atp. By the ordinary 
phonetic laws of the language these finally became tig, pia (for 
aipit), t'v, and in epic pia sometimes lost its initial consonant 
like some other words (e.g. Xtiji^io, yaia). Then came the mis
conception of later composers. The feminine la was supposed 

, to be an adjective declined like ripwg, and hence the monstrous 
jO) instead of tvL

The intensive oxa has arisen in much the same way. The 
root of txw could never of itself have passed into the meaning 
given to oxa j, it was only in combination with ef (as in ef^£;^<") 
that it was able to acquire an intensive or superlative sense. 
But there must have been some passage or passages in which 
the rhapsodists divided the compound tSoxa in an incorrect 
way, assigning to the verb of the sentence by supposing 
that in the obsolete dialect of early Ionia i'^xa alone meant 
‘very.’ Hence the numerous passages in which it is used 
in this sense. If Mr. Paley is right, vn-ippop’- ’ has had a 
similar origin, being formed after the analogy of such Attic 
c^c^m^ounds as irapaXoyoc or araXoyor.

The same scholar has pointed out a pas^i^j^^e® in which the

* ol plv Triv'^ns 1<$ kIov tipart ''Aii^os II. B 155.
* P. K 466 : SeeXov 8’ ^trl irrttia r’ (SriKCV.
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adjective ^'tXov (=<)»;Xo^r) is used as. if it were a substantive 
with the meaning O'‘‘mark.’ This mistake could only have 
been made after the contraction of the original Sejffkoe through 

into the New Ionic ijoe antda forgetfulness -that the two 
words were really the same.’ Another example of the same 
kind is the use of dyy^i^Xujc, the genitive of ayytXb), as a mas
culine nominative meaning * messenger.’ 2 A passage must have 
occurred in the traditionary lays in which the form of the sen
tence rendered the blunder possible, and since the pr^^m^i^t^^ .̂ 
alpha,of -the termination had already become ita, the passage 
in question would have been of later date than the separation 
of the Attic dialect from the Ionic stock.’ Other instances of 
similar blundering that may be quoted are the confusion of 
Xpa, the accusative of the substantive with the com-
par^^^-^^^ and the use of TrXs'sc, ‘-full,’ as irXUovezp
‘ more.’

Of a somewhat different character are the false presents 
avatyoi, xt<pjt^cu), &^c. from the perfects cli;a. (=:£ott^jt), 

srej^i^^^'ya, aruya, ve<i>paact, which had come to be employed in a 
present sense, or the false futures ypoLKrpiiaio, ihiitro), rvyiao), 
wtirdtioi), ifiira^aw formed from the aorist infinitives ypaiapCiv, 

rvyCw, srtvtOetv, tviaxtiv, which were confounded with, 
the present in^nitives of contracted verbs in -e'w. The con
traction they imply indicates the late date at which they were 
coined, and they point to a belief 'l^hat the for^s of the Epic 
dialect were so far removed from those of the dialect of every
day life as to admit among them almost any new coinage which 
suited the metre and had an archaic ring.

' AifX^ov is the same word as the second part of the compound epithet 
€v-5</€A^os, where we ought certainly to read ev-SijeXo?. In the latter, how
ever, the first syllable remains long by way of compensating for the loss of 
the digamma, whereas in !^e'«^Aov it has been shortened in accordance with 
the usual habit of New Ionic.

*
9
4
*

Tpiwu • piuvoi 8e vfpl ir.€«s ywaicfs.
L L 2

II. r 206, N 252, o 640.
Since the Attic dialect retains the original alpha.

A 400.
II. B 129, A 395 : T&aaov iyii as fupfvai. uTas 'AxO^'Wp
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To the same belief must be ascribed many of the other 
products of false analogy in Homer. * Thus nineteen aorist 
infinitives in which stand for -tyuv are found in the 
poems; 1 which are erroneously formed after the model of the 
uncontracted present infinitives of verbs in -rw. Curtius ha.s 
shown from a comparison of the forms of the infinitive in 
Ionic, Doric, and Aiolic that <i^fteif represents an original 
t^ype-ItV, which in Ionic became successively f^epetv and if^iptii’ 
(for <epppt’), so that the first e of the Homeric forms in -eeir is 
historically false.2 Thus, again, the futures avvw from urvi-tj,® 
ipuw,4 and .iyi-avvw,5 are modelled upon the A^i^ticising futures of 
verbal stems in -s, which primitively had a double sigma in this 
tense, after^vards in New Ionic dropped one ofthem, and finally 
lost both. Thus, too, the form -i-otaf)a,6 from the root da, is a 
mere imitation of olaOa for oiS-0a from the root vid, the sibilant 
being erroneously imagined to be part of the second person 
ending in the archaic Epic dialect ;7 the compounds iQutyp^vip-,8 
yvraifxavrft,9 are due to the analogy of Qnftaiy-rijc, where alone 
the locative Qtiffiat is riglh; and the so-called diectasis or 
resolution of vowels, which is so frequently resorted to for help
ing out the metre, has been proved by Mangold and Wacker- 
nagel to be the result of an affected archaism. for
example, in /I. N 315, Od. j 319, is a false resolution of the 
contracted t\^Wai. of Herodotus, cpt^/to(r, in 11 Il 83, of the 
Kppp^i^fppv which we find in the Plutu^si of A^r^istc^phanes. Forms 
like yav^oiaatit, liljib>i^t>TPP, 0p6iurp,.y>oi>ut’ra, (itiWwiro, Trpoi-
oieq and OOa^i^-ac are grammatically and phonetically impos
sible. A^c^^rding to the phonetic laws of the Ionic dialect, the 
middle stage between 6p«<r and is opew, not opCa^, and the

, theory of an assimilation of the vowels is set aside by the in
variable usage of Ionic authors and of the Epic dialect itself,

i E.g. Il. B 228, A 263, 2 511, T 15, T 467, n. 608 ; Od. a 59, C349, 
137, A 232, p 446, r 477, x 426.

- The infinitive in -ceir is found thrice in Hesiod’s Shield; never in the 
Works and Days, or in the elegiac writers.

> II. A 56, A 365. 4 II. A O X (77.
5 Od. < 97, 127, 174. 6 Il. T
’’ Similarly we find PyeirOa and <iet<rl)a in Sappho, which made the 

grammarians fancy the form to be an /Eolic one.
8 Od. {203. • 3 ji. r 39. i> v. 312.
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except in the limited number of cases under consideration. 
Moreover, ov and n could not become (■>, much less could o do 
so. The whole set of forms is the creation of rhapsodists and 
scribes endeavouring to restore the metre of lines which the 
contraction of two short syllables, the loss of -the digamma, or 
the decay of some other peculiarity of early pronunciation, had 
violated, and who looked for the mea^is of effecting this to the 
supposed analogy of other old words.

If further proof is wanted of the artificial nature of the 
Homeric dialect, it would be found in two facts. The first of 
these is that the parallel fonns of various date and origin which 
coexist in the poems are generally of different metrical quantity, 
and accordingly highly convenient for the verse-maker's pur
poses. Thus the ^olic serves as a dactyl, as
an anapaest, tpfitv as a trochee, tpttv as a pyrrhic, and tlvai as'a 
spondee, and it is plainly metrical necessities that have pre
served the ^olic forms of the personal pronouns. The second 
fact is that short syllables are lengthened where too many come 
together to allow the word in which they occur to be otherwise 
used in the hexameter. Hence it is that the first syllable of 
u^^v^aroc is always long, that viprptt'lioe is the genitive of . 
vp(pe<j>tii;, that aop has « in dissyllabic forms and a in trisyllabic 
ones, and that we find indifferently aTretpeaios and dv^t^ptimtoe, 
pi^iiXari and fxeiXavi.^ Hence, too, we find K^^vog, KVavtnrpt^i^ioc, 

and but K^^vtog, K^tavo'ne^a, K^iaroTriirXos, and sva^o-

The long vowels and diphthongs by which the lengthened 
quantity of these naturally short syllables is pointed out in 
writing are due to the scribes, and are probably of late date. 
How modern the manuscripts were which A^iistarchus had 
before him is shown, as Giese has remarked, by his uncertainty 
regarding the in^^i^r^^on. of the aspirate except where it was indi
cated by an elision. The alterations made in the text by the 
scribes both of the Ale^xandrine and of an earlier period 'were 
numerous and sometimes revolutionary. No doubt of this can

' o 79. '
* So, also, oiii^oaria (Od. { loi), (Sanskrit

dpSrd), Zfyveidis, eeni-iXia. (II. V 255), (lavis (II. n 9),
(Od. a 218), €t^pu^<5s, flp«rbi, &c. '
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remain after the labours of Nauck, Cobet, and Wackernagel. 
The hiatus caused by the loss of the digamma was mended in 
various ways. Sometimes p’ is inserte^,1 sometimes r’,® some
times re,3 sometimes o’,* sometimes y or ye,® sometimes v’.®’ 
At other times the plural takes the place of the dual (as II. Y 
371, 372, for xttpe FlFt^lae). or the vocative the place of the 
nominative, used vocatively, as in II. T 277.* New forms, 
again, are substituted for older ones, as in 11. N 107, where 
Zenodotus and A^iistophanes preserve the older reading vW’ ce 
fi;a.c TiiXito corrupted into vVv S’ tcadev irdXtoc in the MSS. of 
Aristarchus, and the words of a verse may even be transposed 
or changed, as when ’ arij Se TrapoiO’ "iw^tov Sr^hffKooi^t^tfc is turned 
into cT-ij S’ Tpporciapitit' SetiitTKOEVOe OT rot'ovCe Ucon into
roiovTov tSoi’.9 A frequent source of error has been the con
traction of short syllables during the age of A^ttic influence, 
resulting in various corruptions of the text in order to restore 
the violated metre. Equally frequent has ■ been the misreading 

. of the older MSS. in which E represented both 7 and « as well 
as e, and O to and ov as well as 0. But it must be remembered 
that it is often far from easy to distinguish false forms which 

. have arisen from the mistakes of the later copyists and critics 
from those which belonged to the older period of oral recita
tion. In many cases we shall never be able to determine with 
accuracy whether we are dealing with a corniption of the 
written text or with a product of the age before the poems 
were first written down.

About one point, however, there need be no hesitation. 
Thro^ighout the whole of Homer words which in Doric have < 
from an original kw (Latin qu) appear with ir, never c. Thus 
we find 5tu>c. True, xi^v. rol, &c. Yet we know from both in
scriptions and the MSS. of Kallinos, Mimnermus, and He-

i II. B 342, A ; Od. e 321. ’ Il. E 467, S 348; Od. < 401, <|» 8.
3 Il. I 379, M 162 ; Od. a 41, o ^O"}.
4 11. A 509, A 792, M 412, O 403 ; Od. 332, y 2i6, 5 556, X 442.
5 Il. A 548 ; Od. a 113, a 233. ® Il. A 64, T 250.
7 An instance is quoted by IIodTmann from Il. B 8, where for oSxe 

uvape we should read oSxos.
8 Od. 0 150. 9 Od. (i6o.
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rodotus, that the New Ionic still preserved the older k up to 
the fourth century b.c. It is difficult to ascribe the change of 
spelling to the Atticising influence discussed above, since the 
latter would not well explain the thoroughness with which the • 
change has been carried out The change is rather the work 
of the copyists of a later day, influenced, no doubt, by the 
theory that Hosmer was of Attic birth. Quite parallel is the 
appearance of an aspirated letter in many words which retained 
the simple tenuis in the Ionic of Herodotus and the inscrip
tions. An instance of this is Se'xo/iat m tl^e jlh^i^e c^f i^i.O>i^cLi.

T^he conclusions to be derived from a close examination of' 
the language of the Iliad and , the Odyssey make it almo-st 
superfluous to refer to the question whether these t^vo works 
were the production of one author or of two. Since, however, ' 
the question is even now keenl;y”c^€^^ated, it is as well to see 
what light can be thrown upon it by the language of the poems. 
T^ho^ugh this has shown us that the national Epic of ancient 
Greece, like the national Epics of all other peoples—the Maha
bharata of India, the Edda of Scandinavia, the Nibelungen Lied 
of Germany, the Kalevala of the Finns—grew up slowly and 
gradually, passing through the mouths of numberless genera
tions and schools of poets and reciters, and assuming new 
forms among each ; nevertheless there must have been definite 
individuals to whom the arrangement and grouping of this 
traditional matter was due, to whom, in fact, the Iliad and the 
Odyssey, the Titebais and the K^ypria, the Lesser Iliad and the 
other specimens of Epic literature, as separate poems, owed 
their origin. We know that the last line of the Iliad is but the 
protasis of which the first line of the iE^^hiopis formed the 
apodosi^, and that the poet of the Odyssi^jy’ appeals to the 
Muses to relate to him ‘ also ’ as to others who had gone before 
the adventures of the Greek heroes on their return from Ti^oj: 
It is plain, therefore, that some principle was adopted in cutting 
off one portion of the mass of Epic matter from another, in 
throwing it, that is to say, into the shape of a single indepen
dent poem. But a merely superficial reading will- convince 
most - people that there is a very decided differei^ce of tone and

* a. lo. The neglect of the digamma in this line should be noted.
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manner between the Iliad and the Odyssey, that the Odyssey 
is a much more artificial composition than the Iliad, and 
breathes the spirit of a more modern age. And this impression 
is borne out by differences in the language of the two poems. 
There are about 130 words found only in the Iliad, and about 
120 found only in the Odyssey, and among the latter occur not 
only abstract nouns like ypiipa, aptdpUg, tuxv,

but words which denote a distinct advance in wealth 
and luxury, such as i^tjpiovpyot, Seanoiva, koitij, fiXeKi-por. The 
usagd of certain words, too, differs in the two poems, 'implying 
that a different hand has manipulated the old traditionary 
materials in the two cases. Thus different epithets are em
ployed for the same object, or, what is more significant, the 
same epithet is employed in different senses. Aai^wr and 
oXoojppj.it', for instance, are ‘ baleful ' in the Iliad, ‘ craft;y’ in the 
Odyssey, tvKVKXoc is used only of the shield with the meaning 

round ’in the Iliad, of the chariot with the meaning of 
‘ well-wheeled ’ in the Odyssey. Similarly fiovXj<fopoc is an 
epithet of .princes in the Iliad, of the ayopa in the more demo
cratic Odyssey. So, too, the same word has different signi^ca- 
tions. In the Iliad kXcic is ‘ a collar-bone ' ; ZwaTtjp ‘ a warrior’s 
belt ’ ; otreiXt'j, ‘ a wound ’ ; liyt/Liiv, ‘ a guide ’ ; puXo^, ‘ the moil 
of war ’ ; epic, ‘ the battle-strife ’ ; KaXeto, ‘ to call ’ ; K^irpew, ‘ to 
mari^l^i^ll’ In the Odyssey the same words mean ‘ key,’ ‘ swine
herd’s belt,’ ‘ scar,’ ‘ chief,’ ‘ struggle,’ * rivalry,’ invite,’ and ‘ to 
set huntsmen '; the accusative of epic in the latter poem being 
the analogic epiv of the Attic dialect. Differences, again,
appear in the use even of words like «So’r''ffo>, which always 
denotes in the Iliad, ti^ne in the Odyssey, or in the expres
sion of an idea like that of the preposition ‘by means of,’ 
which is represented by ikiuti in the Iliad, by in the 
Odyssey. It is, perhaps, of little moment that the later 
analogic comparative of ftX^i^i^f^oc, is found only in the
Iliad, fet^j^wv being alone employed in the Odyssey ; but, dn 
the other hand, we cannot overlook the significance of the 
fact that the contracted form of tiapa, erap, occurs only before

’ So ottvopa, which frequently appears in the Odyssey, is found only 
twice in the, Iliad (T 235, P 260).
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the letters y, £, £ a and r in the Iliad, and only before k and ix , 
in the Odyssey. We seem here referred to a difference of 
usage on the part of the poet or redactor, or whatever else we 
c^hoose to term him, which points further to a difference of 
personality. Whether or not, however, the author of the Iliad 
and of the Odyssey was one and the same ' individual is of small 
consei^i^i^i^<^<i; in any case he has been proved by the sure 

' evidence of philology to have been but the inheritor of other 
men's labours, and, like Castrdn and Lonnrott in our own age, 
to have worked up the materials provided 'by the spirit and 
genius of a whole nation. It was to tliis spirit and genius that 
the old Epic of Greece was due, and rightly, therefore, was its 
<^i^<^iition named Homeros, * the fitted together.’ *

’ "Onvpos is actually used with this sense by Euripides (Ale. 870), who 
applies it to the marriage bond. The form of the name, and probably its 
o^rigin also, is Ionic. The word is first found in a doubtful fragment (xxxiv.) 
of Hesiod. The statement of the pseudo-Herodotean Life of Homer that 
the word signified ‘ blind ’ in the Cumsean dialect must be a pure fiction. 
G. Curtius and A^ngermann take a slightly different view of the original 
use of the word from that adopted in the text. The former ^ys :— ‘ Sic 
fere nomen Homeri esse existimaverim, ut primum poel^se inter se con- 
juncti et apti 8ui)poi vocati sint, ii deinde gentis sodalitio inito patronymi- 
cum 'OfXjiStu nomen acceperint, postea vero ex civilium gentium more . 
eponymus quidam inventus sit “Opripos, qui ge^itis potius quam su'am per
sonam sustincret. Nam similem sane in modum qui a cantu cfyioAirot 
vocati erant facti sunt EupoKirlSai, Eumolpidarum autem auctor inventus 
est Eumolpus. Fiet igitur Homerus nobis auctor vel eponymus poetarum 
g^entilicia communione inter se conjunctorum Aihn^he^^ der Sangerinnu^^igee^n. ’ 
So Ang;ermann :—• Eodem modo 'OpripiSiu nomen sodalitium t&v ^iy^pwv 
(i.e. poetar^im conjunctorum) significare, et "Opipov poet^imex ipsaj^^trony- 
(^ca forma fictum esse verisimillimum est.’
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ON THE DATE OF THE ODYSSEY.

It occurs to me that I ought to say something in answer to a 
natural objection which may be made against the recent date- 
assigned to the Odyssey in this volume. If this poem did not 
receive its present form till near 700 b.c., how is it possible to. 
account for its vague and fabulous notions about the geography 
of the West ? . For if Syracuse and Naxos and Catana, and 
many other flourishing Greek cities, were founded from 735 
B.c. onward, surely the fables of Polyphemus, of the oxen of 
the sun, of Scylla .and Charybdis, and the like, must have been 
then already long exploded.

My answer to this objection is twofold. In the f^rst place, 
recent researches have shown the geography of the Odyssey, 
not only, as regards the West, but as regards the very home of 
Odysseus,’to be so vague and inaccurate, that we must regard 
it as consciously imaginary in the poet's mind. He was no 
primitive bard painting facts so far as he knew them accurately, 
and filling in the rest, from his- imagination and from legend, 
but a deliberate romancer, who did not care to reproduce tame 
reality, even where he could have easily ascertained it. I 
know that some leading scholars, like Mr. Gladstone and Dr. 
Schliemann, will not agree with me, but I will merely refer 
the reader to the latest and ablest survey of Homeric geography 
in Mr. Bunbury's Geography of the A^n^cients (especially vol. i. 
ch. iii, § 3), where he will see my statement amply corroborated. 
Not even Ithaca, not even the Ionian islands, not even the 
neighbouring coasts are described with any approach to their
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real features. VV^isn Te^l^emachus is described starting in a 
chariot from Pylos, and driving in a day to Sparta with his 
companion,! the poet leaves us to imagine either a smooth 
plain, or an easy high road along which horses can gallop. 
Anyone who has seen the country between the two places will 
know how utterly absurd this notion is. And are we to imagine 
any high roads at -all through the gorges and defiles of Messene 
and of L^aconia ? At no period of Greek history down to the 
present day was such a journey possible. It follows that we , 
cannot infer the historical or geographical knowledge of this 
age,from a poet who deliberately drew his pictures, even of 
Greece, from fancy, and not from observation.

It is therefore likely that this geographical vagueness was 
the result of intentional archaicising, of an affected ignorance, 
by the clever rhapsodist. If it had been confined lo the far 
West, and then only could we explain it by the antiquity of the 
poet and the narrow horizon of his geographical knowledge.

But even if this were not so, I could meet the objection in 
another way. The received dates for the foundation of the 
Greek colonies are all derived from Sicilian A^rcha^^^ogia of 
Thucydides at the opening of his sixth book. All these dates 
were evidently borrowed from Antiochus of Syracuse, and we 
need not extend to this old logographer the superstitious 
reverence generally accorded to every statement of Thucydides. 
I hope to show more fully in H^i^m^a^thena that Dionysius 
probably composed his history for the purpose of glorifying his 
native Syracuse, then the leading city among all the western 
Hellenic colonies. He was prevented by the ancient temple 
of Apollo Ar^chegetea at Naxos, and the customs attached to it, 
from asserting the greater antiquity of Syracuse to tins town, 
but he placed his native city next, and by the smallest possible 
interval, and then dated all the other colonies with reference to 
Syracuse as really the capital of Sicily. This is manifest from 
Thucydides’ account.

But how did Antiochus f^x the date of the founding of 
Syracuse ? Surely by no careful reasoning backward from 
later and clearer history, by no examination of existing records,

' y 491, sq.
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but rather by reasoning downward from an assumed date of 
Heracles to Archias the founder, who was the eleventh in de
scent from that hero. This would give 330 years from Heracles 
to Archias’ maturity. But we cannot now tell what scheme 
of mythical history was adopted in this early work.

Starting, I believe, from this a priori determination, Antio
chus seems to have reversed the natural histor^ of Greek coloni
sation in the West, for the sake of glorifying Syracuse. Other 
legends tel\ of Archias helping the founder of ; they
tell , of his helping, on his way to Sicily, the Greek settlers in 
southern Italy.* Surely this indicates what really happened. 
Greek settlers first occupied Corcyra, then they pushed on to 
Italyj and, avoiding the barren shore north of Otranto, foi^nd 
rich plains about the Iritis, of which Archilochus speaks (I think) 
as of new discoveries. Thence they found their way to Sicily. 
I do not believe that this latter island was colonised till after 
700 b.c., and that the whole Sicilian chronology found in all 
our Greek histories rests on the imaginary basis laid down by

In order to bring my history of the Homeric question up to 
the present date, I here add that K^i^r^c^h^ho^fTs text of the Odyssey 
and his critical essays have just appeared in a new and more 
complete for^n (die homerische Odyssee, 2nd ed., Berlin, 1879). 
In the preface to this book K^:^rchhofifsumsup briefly the leading 
points of his theory, which is here more definitely stated than in 
his previous essays. He holds our Odyssey to be made up (i) 
of the old N^^si^os of Ody^sseus,’ composed at a very early date, 
complete in itself, and of the highest poetic merit, but composed 
when epic composition was already at its zenith, and far from 
its rude beginning's. (2) An early continuation of this NO^s^^os 
by a later poet, but still before the first Olympiad in date. Thi.s 
poet sang the adventures of Odysseus after his return,’ embody
ing in his work many shorter lays which we cannot now sever. 
That this poet was not identical with the composer of the 

K^irchhoff infers with perfect confidence * from the fact 
that in poetical merit he is far beneath him. Aus dieseni ffiir

. > Cf. Muller, i. p. 183. ’ a-v 184.
3 v 182-$ 296. * p. 496
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sich allein voilig durchsch^agenden Gr^t^nde ist es ganz unmog- 
lich I^^entitat der Verfasser anzunehmen. (3) But anyone who 
looks into these separately printed divisions of K^i^rchholFs text 

. will notice long passages in a smaller type. Tt^ese are due, to 
the later redaction of the poem, about 0^1. 30, by a person of no 
poetic power, who expanded the earlier work; and in his - day 
combined the whole with all manner pf needless and disturbing 
interpolations.

The reader will easily see how far I am disposed to agree 
with this definite theory. I am unable to feel the decided 
inferiority of the second poet, and I see no evidence that he 
must have lived before 776 b.c. But in holding a conscious 
combination of larger unities by a poet artist in the eighth cen
tury, K^irchhofif seems to me correct. How far the redactor of the ’ 
thirtieth Olympiad is necessary cannot be determined without 
an intricate discussion. The usual German feature of settling 
antiquity, and denying identity, according to subjective notions 
as to poetic merit, has not diminished in K^i^r^c^h^hofTs now long- 
matured views.

END OF - THE FIRST VOLUME.
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