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his defence of the plaey’s authenticity, almost exclusively
call upon arguments of internal criticism to support their

position.

Furthermore, if the distinction between internal and external
evidence were respected, the issue would still not have been
zsolved immediately; for the arguments pertaining to external
criticism as defined by Tuilier, rest upon the interpretation
of evidence which is not self-explanatory. Indeed the reviews
contain some examples of evidence interpreted 1n a way which
contradicts the interpretation by Tuilier. Conseguently, 1t
is not surpricsing that the latter, for all his eloguence, did

rnot convince evervbody that the play belong to Greogory.

Ome major pitfall which Tuilier has not successfully avoided,
though, is the confusion of the play’s (inlauthenticity with
its literary significance. in his defence of the attribution

of the play to Gregory of Nazianzus, he repestedly likens it

to classical tragedy - <f. such expressions as "la tragedie
chretienne par excellence", "1’auteur utilise les themes et
la mise en scéne du thé3tre grec”, "la piéce reproduit tous
les aspects scenigques du drame antique" (p.1%9), "le drame est

une trilogie ... trois épisodes successifs ... maintiennent
17unité de la tragedie chretienne dans la tradition bibligue
et dans la tradition classigue" {(p.20). Indeed, the play does
exhibit many parallels to the classical theatre; but Tuilier

surely invites criticism and dissent when asserting (p.70):

(L’ )auteur montre a cet egard une singuliere
connaissance du théatre antique pour le fond et
pour la forme,. C’est pourguoil cet auteur est
certainement Gregoire de Nazianze gui lisait les
poetes antigues, et qui cite & maintes reprises

Euripide dans ses oeuvres les plus authentigues.

With this remark, Tuilier seems to ignore his own distinction
between internal and external criticism, and his premise that
the arguments of internal criticism are subordinate to - and
accordingly can only lend support to — the evidence belonging
to external criticism; but worse still, he confuses his ocwn

literary appreciation of the Christus patiens with the issue
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The Christus patiens, on the other hand, concentrates much
more sharply on a smaller selection of scenes, whereas the
remainder of the events are Introduced by means of messenger
speeches, or merely alluded to in the course of the dialogue.
Moreover, the successive scenes in this play exhibit such
continulty as lends to the whole an almost indivisible unity.
Each transition from one sceng to the next is marked simply
by the introduction of a new character, while the locality

remains basically unchanged.

In the Christus patiens the different character roles seem to
be very sparsely distributed, when compared to other Passion
plays. The characters involved in the dialogue at any given
moment are limited with an almost Aeschylean severity. In the
first part (lines 1-1133}, for instance, there never occurs a
moment when more than one character {(excluding the xopdg) is
conversing with the BsoTdxog. In the second part (1134-1905)
the dialogue is more lively, involving at times the Beotdrog,
the 8cordyog, Joseph of Arimathea, amd (a mute) Nicodemus:
but then the xopdg of Galilean women have receded into the
background (cf. the phrase and uexkpdbev Bzwpovoar -~ Mt 27.53
and Mk 15.40). The single line (wiz. 1433) which the yopdg
speaks in the course of this triangular dialogue, represents
the type of interjection which can easily be understood as a
remark by some interested bystanders overhearing a report not

primarily addressed to them.

A othird feature of the Christus patiens which is underlined
by comparison to the Cyprus Passion Cycle, 1s 1ts consistent
use of poetic phraseoclogy. In this respect, the assertion of
C. A, Trypanis (1981, p. 490), wiz. that the "author draws an
Scripture and the Apocryphal Gospels for both his subject and

his diction', seems somewhat misleading. Indeed, the author
draws on Scripture for his subject -~ a point to which we will
presently return - but very seldom does his diction reproduce

the exact wording of his scriptural sources. A few examples

may serve to i1llustrate this statement:

Christus patirens 161-163 & 172 (In 17.1-2 & 263

B3



Consider, for instance, Jesus’ prayer shortly before the
betrayal. According to Jn 17.1-2, He said: Hatep, EAAAVBeV
f Gpar  SSEacdv cov TOV vidv, lve O vidg SofacTh of, m&éég
Edwkae avTd dfovoiav ndong capxkde, itvae ndv O 3édwxac aOTH
oo méTof@ Lwhv atdviov. This request is repeated in 17.95: .
cal viv 882acdv pe o, ndtep, napd ceovtd TH SSEN T etxov
npd ToL TOV xoOoHOV etvat napd cot. In the Christus patiens
{lines 1&61-143) the praver commences as follows:

Nétep, HEFLOTOV VOV NEPEOYE HMOL KAEOGQ:

TO Map& SOl yEP MY AMAOV NOTE KAEOS,

slc peifov NEw, Suvouevi xKTavoOv BpoTiv:
The concluding words of the prayer — according to Jn 17.26 ~
are: kol €yvopLooe oOTOLEe TO OVOopd Cov Kol yVwplow, Lva
In the Christus patiens (172) these words of Jesus become:

- - L4 f e 4 Ed
Kot nipLv xheiocasg, VOV KASLOW CE TTAEOV.

Note: Tuilier (19469, p.l143 n.l) sees line 172 as an allusion
to In 12.28-29. Although there are some apparent parallels
between that passage and the line in guestion - wviz. the

repetition of the verb, first in the aorist and then in the
future tense, as well as references to the sound of thunder
(In 12.29 &reyov BpovINV rerovéver / line 170 bc Bpovidv) -
the scriptural scource of 172 is without doubt Jn 17.246. This
is confirmed by the exact parallelism 1in context: In both
passages Jesus is the speaker, the end of his praver is
indicated (Jn 18.1 TovTte elndv / line 173 drnel TabT' avnynen)
and his departure to the garden is mentioned. Accordingly, it
is clear that Christus patiens 161-172, as a whole, is based
on the prayer recorded in In 17.

It seems that the content aof the praver is guite faithfully
represented, while the phraseclogy 1s notably different. The
more usual terms, like Sof&€w and yvwplfw (16 Svouw), are
replaced by poetic phrases like xAéoc napéyw and m%afﬁw. The
meaning of &{8wut Lwhv alGviov is paraphrased as &xToevov
Svousvn RpoTdv. These changes are not due merely to the
requirements of metre; nor do they simply represent verbatim
borrowings from Euripides. Even though lines 1461 and 162-1463
partly reproduce lines 1233 and 1236~12837, respectively, of
the Bacchae, the words and phrases discussed above do not
occur in those lines of the Euripidean play. Thus it seems
that the author’s use of poetic phraseology is a function of

his own choice and preference.
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without much use of subordination and often with the omission
of connectives. In the process of interpreting these lines,
however, close attention should be paid to the semantic

structuring of the passage as a whole.

The central theme of these lines 1s the miraculous birth of

Christ and the virginity of the mother Mary; but this is set
within the frame of her present suffering, the nature of

which 1t serves to explain. Consider, firstly, the frame:

- In lines 99-60 she states that '"the poor woman” has not

ceased from wailing; the one, that is, who gave birth and yet
did not give birth, or rather, who escaped the pangs of

childbirth, This paradox is to be explained in the following
lines, by yet ancother paradox.

- The rhetorical question and exclamation of line 68 refer to
the second paradox: that the virgin had a child, is reason

for astonishment. But how is she now to bear seeing him being
insul ted? Thig‘ second rhetorical question (69) focuses

attention on her present suffering, which i1s psychological,

not physical. The contrast is confirmed in line 70, in an

exclamation consisting of two phrases, the first recalling

line &8, the second, line &9.

Note: It seems the phrase ndc OdS8uvvduol xdap (line 70) is to
be taken as an exclamation, not as a guestion. Otherwise it
would indicate the present suffering of the virgin as being
paradoxical, which obviously does not suit the context.

Furthermore, the repetition of ndg in four consecutive lines
(&8, 69, 70, and 719 should in itself be an indication that
a difference in usage 15 to be expected. Thus, after the

questions rxal neida ndg &TikTov; - suggesting a paradox - and
c. . TG Olow BREnelv; - suggesting precisely that to see her
son being insulted is unbearable — the phrase in 70 serves

to emphasize her mental agony.

The central theme of lines 5%-70, as stated above, concerns
the birth of Christ and the virginity of Mary. The first of
these two aspects has been referred to in line &0; the
paradoxical nature thereof is explained in lines &1-3. This
"explanation", however, 1s nothing more than a series of
re—formulations of the same thought, interrupted by phrases
which indicate the impossibility of explaining this miracle
in terms of logic. Thus the oxymoron of line &0 is echoed 1in

line &2, followed by the phrase wg unép Adyov. The next line
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- The adverb wbv is balanced against ndhor (line 71), to
support the contrast between this line and the foregoing.

- The metaphor oTpofel ... oAAEyxYVE ... Spuud Bérog recalls
that of lines 28-9 (... Sovel xéap xol kapdlav Sleiolv bg
pdntpov péye), which marked the first moment when attention

was sharply focused upon the suffering of Mary.

In this way line B7 completes the main patﬁern of the
prologue, viz, successive expositions of different themes,
each of which culminates in a sharp focus on the suffering of
the virgin mother. This pattern suggests that her involvement
in the Passion is to provide the principal perspective from

which the further events of the play will be regarded.

Lines 88-90, though spoken by the same character as the
previous lines, do not form part of the rhetorical structure
of the prologue. Their function is to provide a transition
from the contemplative to the dramatic; that is, from a

discussion of events to a representation thereof.

Note: Even in a play meant to be read rather than performed,
there exists a marked difference between these two aspects;
for in a play which is meant to be read, the printed form 1is
a code calling upon the reader to imagine himself "watching
a performance’ . In other words, the printed code instructs
the reader to pretend that the text he is reading, is a play
in actual performance. The difference between a play being
performed and a play being read, then, is only that the code
of pretence which applies to the former situstion, is in the
latter casefsupplemented by an additional layer of pretence.

Thus in these lines the time of day —~ just before dawn — is
indicated, and the entry of a second character is announced,
marking the point where the dialogue commences. (The chorus
in this play has a function much more closely resembling that
of a third actor, than that of the xyopo! of classical
tragedy. Although in classical tragedy the chorus -~ or an
individual acting as thelr mouthpiece -~ freguently sntered
into the dialogue in the same manner as the other actors,
here the function of the chorus is strictly limited to that
type of participation in the action. Afoccordingly, they are
presented as a corporative personality, whose speech 1s not

distinguished from that of the individual characters by any
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metrical or dialectal means.)

¥ ¥ ¥

At the beginning of this chapter, the passage to be discussed
was called the "proper dramatic prologue” of the play. This

definition may still need some explanation.

Note: Tuillier (1949, p.£0) describes this passage as a "long
monologue qui sert d’introduction dramatique a la piece’,
while he uses the term "prologue’ in referring to the passage
of 30 lines preceding this one.

Firstly, by wvirtue of 1its being spoken by one of the
characters — 1n this case the protagonist - this passage 1s
not a preface or introduction, but an integral part of the

play. On the other hand, it does not form part of the

dialogue, since 1t is a monoclogue in the stricter sense of
that term, being addressed directly to the reader (or to the
audience), while no other characters are present - or, at

least, none of the characters is referred to as 1f being
addressed. Bearing these facts in mind, lines 1~B7 of the

play may be compared to the opening lines of classical

tragedies. In that context, the term '"prologus” is used
when referring to the part of a play - whether monologue or
dialogue — preceding the "parodos” or introductory lines of

the chorus. In this play, which lacks any part comparable to
the lyrical "parodos®” of ancient tragedy, the term “prologues”
is applicable to the opening lines in as far as the dramatic
function of these lines resemble that of the ‘'"prologes" of

classical tragedy.

An  examination of the dramatic function of the prologue in

some Euripidean plays may alsco be of value for the proper
interpretation of lines 1-%0 of the Christus patiens,

Therefore, the following series of gquestions will now be

asked, and answers be attempted, with reference to some of

the plays which the author used as his poetic sources:

- What form does the prologue take, and why?

- What information is given on the mythological background to

the events of the play?
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which has more immediate relevance to the events of the plavy.
In Hecabe it is the story of how Priam’s vyoungest son
Polvydorus was treacherously murdered by his father’s
guest~friend Folymestor; while in the Treoades 1t is the
episode of the wooden horse, relevant both because of
Athene’s part in the victory of the Greeks and because the
sacking of Troy immediately precedes the situation at the
beginning of that play. In the prologues of both the Bacchae
and Medea, the very beginnings of the underlying myths are
recalled, though for different reasons. The neqgation by
Semele’s sisters of the supernatural birth of Dionysus
provides the main reason for that god’s conduct as dramatized
in the Bacchae; whereas 1n Medea the reference to the
Argonauts’ expedition as ¢the first source of Medea’'s
troubles, serves to elicit pity for the protagonist on the

part of the audience.

In Christus patiens the myths are replaced by the history of
mankind as 1t is portraved in Scripture. Accordingly, from a
dramaturgical viewpoint, scriptural svents are to the author
of the Christus patiens what the corpus of Greek myths was to

Euripides.

When the prologus of the Christus patiens is regarded from
this perspective, it reveals how closely the poet followed
the example of Euripides™ Medea; but it also reveals in what
respects he went beyond that example, to produce an original
work of art. The opening lines recall the very begirmning of
the underlyling "myth’™, wiz, the events in the garden of Eden.
Those events are then portrayved as initiating an endless
series of troubles, which culminates in the present suffering
of the protagonist. Thus the reader {(or audience) is led to
feel pity for the protagonist, and to be interested in the
events of the play, primarily considering the effect these
have upon her. Up to this point, the method and result of the
author of Xprotde naoyov closely resemble those of Euripides
in his Medea; but the prologues of both these plays go bevond

this point, and that is where they differ most conspiciocusly.

In the Medea the second emotion which the prologue is meant
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The classical dramatic convention of a prologue referring to
the mythological background of the play - either recalling
the very beginning of the underlying myth, or recounting a
particular episode, or both - resulted in another convention,
viz. that of erxplicitly indicating the precise moment in the
course of events at which the dramatic action commences. This
necessary item of the prologue is not always introduced with
the same measure of success. From a dramaturgical viewpoint,
it can be regarded as most acceptable when least conspicious;
that is to say, when the audience is almost unaware of being
given this necessary bit of information. Thus 1in Nippolytus
the audience learns from the goddess Aphrodite that i1t i1s the
day of the hero’s impending death, at the very moment when
his entry is annocunced. In similar fashion, Dionysus in the
Bacrchae introduces the chorus of Oriental women, inviting
them, as it were, to invade the city of Thebes with their
MUS1C, directly after sketching the probable reaction of
Pentheus to the bacchants. In Medea 1t is revealed esarly in
the prologue that the‘scene is set in Corinth, where Medea
has learned of her husband Jason’s treason, without any more
specific indication being given; for the audience is to
hecome well acguainted with Medea’s character before the
moment when she is struck by the final blow, the order of

banishment pronounced by Creon.

Note: In both the Trojan plays from which the author of the

Christus patien also drew some poetic inspiration — though
much less than from the plays discussed above, if this can be
measured by counting lines ~ the description of the sacked

city which is given early in the prologue is soon amplified
by @ more specific indication of time and circumstance. In
the Troades the audience is told that Hecabe does not vet
know of her daughter Polyxena’'s death. In Hecabe the ghost
of FPolydorus explains his mother’s distress as resulting from
the vision of him she has seen in a dream, after revealing to
the audience that his body is scoon to be found and brought to
her for burial.)

In the prologue of Christus patiens the first indication of
gpecific time and circumstance occurs in line 24, immediately
after the identity of the speaking character is made known.
Some more indications, though less specific, occur in lines
56-8, 69, and 87. Then, in lines 88-%0, the precise time of

day 1s indicated. Note how every one of these indications
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coincide with a focusing of attenticn upon the suffering of
the virgin mother, in such a way that their being consciously

inserted by the poet goes unnoticed.

Another aspect of these indications, which is important for
the characterization of the protagonist, is this: never once
in the prologue does she mention that death is part of what
her son is to suffer. The content of line 24 is amplified by
the parallel Selv T’ &ppirrrTov Tévde rkabufpioudévov in £6.
The same thought is expressed in line &9: UBpiopdvov &8 Tovidv
noe olow PAEmeLv; - note the verbal repetition. In line 89 -
{Selv te Nuiddc Tv kakwodvnv ndBoL - different words are

used, but the meaning is essentially the same.

Note: Tullier translates this line "pour voir la Passion de

mon Fils" — showing more pilety than accuracy. It should not

be forgotten that the supposed time is the morning of the day
on which Christ is to be crucified, or rather, of the day on
which his mother 1s to witness his death by crucifixion. Thus
the term "FPassion’ (sig) 18 anachronistic, apart from being

much more comprehensive 1in meaning than what the immediate
context requires.

This prepares the way for her rebuke of the chorus in lines
111-9, while together with that passage 1t serves to explain
her reaction to the news that her son 1s sentenced to death -
a reaction which is at first equally perplexing to the chorus
and to the reader or audience. The important point to note,
however , 1s  that part of the virgin’s suffering, and also
part of her tragic interest, is her struggle towards a full
understanding of the events which she 1s to witness, and with

which she 1s so deeply involved.

The next question by which a comparison between the plays of
Euripides and the Christus patiens can be approached, is:
who speaks the prologue, and why? This guestion has already
partially been answered regarding the latter play, with
reference to the central position of interest which  the
protagonist is to occupy. However, if the comparison with
Euripides 1s further pursued, it may reveal some more aspects

of the poet’s method and intent.

In the plavyse of Euripides, the prologues may be spoken by
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by which 1t was provoked. The author of the Christus patiens
created a similar pattern, also eliciting pity at the
begirmming of the play and then causing 1t to be replaced;
though the reaction by which pity is replaced differs sharply
fraom that produced in the Euripidean plavys. In the Christus
patiens the protagonist 1s also the victim of treason; but
she prays for divine retribution, not personal revenge. GShe
earns admiration by her concern for others -~ for the
descendants of the Jews, and for Peter, on behalf of whom she

begs for pardon - even In the midst of her own grief.

In sum, then, the point of this section is to demonstrate
that a better comprehension and evaluation of the prologue -
and, by implication, of the whole - of the Christus patiens
can be attalined by a comparison with the works of BEuripides.
When regarded from this perspective, the prologue of the
Christus patiens reveals the extent of the poet’s knowledge
of Euripides - knowledge not only of his poetical and lexical
means of expression, but also of his dramatic method; of the
ways in which he combined theme and structure, content and
form, into a dramatic work of art. It also reveals with what
remarkable messure of success the author copied these methods

of the famous tragic poet.
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CHAPTER &

EXPOSITION OF LINES 267-357

In these lines the Beotdxoec reacts to the news of Judas?
treason. The speech has much 1n common with the structure of
dyoveg (formal judicial debates) in classical Greek tragedy.
In fact, 1t is an imaglinary address of the traitor, who 1s
absent {(and indeed never appears on stage 1in this play). That
Judas does not enter the scene to speak in his own defernce,
is due probably to the intention of the author thereby to
suggest that his guilt 1s bevond questioning. It must be
admitted that in this way the author missed the opportunity
to create a thrilling dramatic clash of opposing forces; but
rather than lamenting this loss, one may study the structure
and the poetic technigus of this speech, in order to discern

its own effect and function within the play.

The speech 1s framed by two short passages (lines 267-8 and
352-7) which serve as reference to the immediate dramatic
context in which it is set. The first of these expresses the
harror which the mother of Jesus feels upon hearing the news
of Judas’ treason. The second terminates her address of the
traitor, and expresses the hope she has of seeing her son
still alive. The use of vocatives, exclamations, and the
repetition of verbs {imperatives and optatives) OCCuUrring
elsewhere in the speech, provides cohesion between this frame

and the content of the speech.

The phrase & yole ufitep ... (2&67) is the first in a series of
vocatives which lends unity to the speech, but which also
demarcates the different themes constituting its structure.
The others occur at lines 249, 272, 274, 278, 83, 291, 302,
314, 330, 333, 340, 344, 347, and finally, 333. Of these, all
but two refer to the traitor; the exceptions are Mot (269,
and & Mot (347). Both of these occur in passages referring to
Christ’s foreknowledge of the treason, which is contrasted to
the i1gnorance of the other disciples (in the first passage),
and of mankind generally (lamented in the second passage!}.
Thus these passages form an inner frame arcund the charges

against the traitor.
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The body of the speech, consisting of accusations against
Judas, has a twofold structure: the first part (272-300) 1is
emotionally more vehement, while the second part (301-346&)

commences 1n a calmer, more reasoned tone,

This structure is comparable to that of Medea’'s speech (lines
465-519) in the &ydv scene of the Euripidean Medea. There a
traitor - Jason ~ i1s also being accused by the woman who is
most deeply affected by his treason. Like Medea, the Bsordxog
opens her address to the traitor with the words
O MaykEKLoTe, TOVTo y&p o simeiv éyw (272).
The calmer second part of her speech 1s introduced also, like
that of Medea, by the formula
g TOWSe MPphTwv MPOTov Epfoupar AdysLyv (3013 of. Medea 475).

This is followed, in both works, by a full account of the
benefits which the traltor has received from the person whom
he has betrayed {(Medea herself in the Euripidean play: Jesus
in the Christus patiens). This account serves to emphasize
the audacious nature of the act of treason - the theme being
re-introduced in the Christus patiens by the formula

cat TaeUl  Lrnl abTeV, neykakioT avapdv, mabdv,

npoudwkac avtdv (316-7)
which is also taken from the Medseae of EBEuripides:

kol Tavd’ e’ Nudv, © xdcwot dvSpov, nabov

npovdukas Nuic (4B8-9) .

# O

Before entering into a more detasiled discussion of the
structure of this speech, attention should be focused on some
poetic fTeatures which serve to enhance 1ts emotive effect.
Firstly, the horror which the virgin mother feels at the nesws
of Judas’ treason - expressed in the adjective &ponTtoc — is
confirmed by her reluctance to define the crime.’ThuS she
refers to it vaguely at first, using words like Spapa (2697,
TdWwSe xakdv (271), and Tavr Edpocac (R73a), before defining

it in the phrase cov npodovg evepyétny (273b).

On the semantic level, lines 269-71 form a chiastic pattern:
The crime (8pdrwx) was committed by the disciple whom Jesus
had indicated (Sv ... &8erfaqg); for He was not unaware (0U

yap g’ Ernabe) of the identity of the criminal i&&mog KoKov) .,
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By means of its a-b-b-a arrangement, this passage concerning
the foreknowledge of Jesus naturally introduces the address

to Judas: nayxdxiote (272) reflects kaxkdv (271) - a type of
epanastrophe — while €8pacag (273), as well as ESpacev (275)

and & Spdoog (276), is prefigured by Spduc (269).

Note the reiteration of o0 ... ¢dv ... o0& ... in lines P73-4,
It is reinforced by the 1nitial position which each of these
words occupy within their respective phrases, and by the
omission of conjunctions. The resulting combination of the
figures of anaphora and asyndeton serve to focus attention on
the person of the accused. This 1s alsc the function of the

rhetorical guestion in lines 274-5.

The alliteration of.g sounds which 1s present in this passage

from line 273 onwards, reaches a crescende in line 277:
xioypdc Te pvotne @Elav Tioer Siknw.

In addition to the six occurrences of ¢ sounds in this line,

the T sound occurs three times. This sound pattern is

typically assoclated with the expression of disdain.

The syntactic elements of line 276 are arranged in a chiastic
pattern (verb-noun-noun—-verb), while containing a striking
antit thesis: the death-wish (dxoito) implies the opposite of
éniocTatelr, as the offender (& Spdoog) is opposed to the
principle of justice (ﬁ Slen ). The contrast between Spdoag

and 8fcn is further emphasized by alliteration.

In line 277 the parallel arrangement of syntactic elements
{adjective-rnoun~adjiective-noun! also supports the antithesis
between the offender and the retribution. This results Iin a
parallel arrangement of elements 1n these two lines, viz.
offender—-justice-offender—-punishment. Note, however, that the
same person 1s referred to by two different phrases (6 Spdoac
and aloypds pootne), while the term 8ikn refers first to the
general principle of justice, then (in 277) to the particular

punishment awaiting the traitor.

In line 278 the phrase ouvvndn o6 83Aw is given emphasis by

the parallel arrangemernt of alliterating scunds {(o-8-c-~-5),
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