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CoAFLER IV

snglish <lays on the Attic (owel

1. introuwctions

“he influence i sSeneca o.. Liylion tragedy lonyg - receco
any uistinet effect _rouuceu by wresk CloasuiCel tragotye '«
classical stinulld acting uion wnulish enailssace tragedy
were 0t e wreeks but ceneca, as we nave alreacy noteGe 4k
reagons 1or the neylect or uwrivehk (roua, were,first ,the oxtrene
«ifficult, of its tiwught ax lanyuagep seconk, t.e supoerior
attracticn ¢- toe flasnier senaca; talxd, tie existence of

aAnGy Lotia tranblation.l

very few on.lish vergsious of creel. plays gere maue
curin. the cenaissanca, weorge reele (1556«36) is sajc to
save translatec one of tie wuriplcean plays on iphdenin but
CLie sawe 18 lost. e only ablishec translatio.. was Jocagta
wiich wxports to be a remeriiy of tue riwenissag of curi dwes,
out isg, in truty, o resrrangerecat cr Liwe Gree!l. trageu, by the

italian iocovico Lolcas

Jehn pikeromg in The idseory of oregtes (1507-68),
~or.os oywood in <he Jron sge (about 1013) wunc .aider in

urestes ilurdous (1599), aowevern, troatea ox the Uroestus story,
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~he lost one is lost. The othur two playss are bacly hancdca .o
by the zutnors’ ignorance ok t.& wiuvek originols. .homnas woife's
ocacm. doc trageay greptes (1.23) @ sonts tiv Greustes story,
tokan 1oL, Lonta. woife's  lay 1o full of horrors ax wloocy
inci.ents aond is wavolde ox t.e Greek gpiidt. uhe o gupon
sgondictes (1571) of Joun dlton wos the tirst trogedy in wnylidsh
o be ¢ nfussedly wodctea on toe mo- el o clas:ical creek

CEOARN .

dlton beliewed tuact trayedy vas, anc always hau been,
“the _ravest, roralest ax post rofitable of s8ll other
Loems".z @ wos critical of "tihe :odexrn .ogte® error of
intersdsing, vorde stuff wit.: the CrouiC sadnwss K. ~_,ravity".3
I, ds  witondeal way oe thcuyls tnot e .ng ish stage hoo
becom: Laocal, aud tact Lhakegiedare ‘md ti other roqt
dranatists of .48 gancnct . . G boen wron, in not following
classdcal .oaels. cdlton bulisveu tinat the perfoct wramé wag
the vreak .ramd. .€ observeg, "..e. /&28chylus, 50 10Cles ona
Luripicoeg, i daree tro ic joots WOguatlec st vy Doy, Iw
tix: bogt r'tvie to all wio enceav.ur to write tz'ageuy".4 e
2a8 todnking nig ily of the scafovament of the anciuvnt ureaks

in the ffeclau of traged. wie . o wroted
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HLADeNS, T vy O0f Lrewun, (Other 0L ,/ItE «ee
vhence winot tiwe lofty growve tragoecdiong tauyint

1o chorus or Jjanbic, tue:ors baegt

Of moral pruwence, with welic.at receiviu

In brilef suntentious (croe ts, Jhidle they trvat

Of fate, axl chnance, U Changye in hunan Litg,
iligh actiong, e adyn passions, best uaacribincj".s

idlton wvas ot oaly & serlous student of Greek crang §y vilbert
Ldglhet consduars adn tw Le €2 only pout in waclond who “hoew
ax. assdindllatec all tie t.ree uroaek uawuians".ﬁ dopcouue of
lds life=long caturation i Gree:. Clowules auad ds own wrtistic
and religious taiper o2 was very natiurnlly lou to wiite a

ooty in the ~Ltic stylae

rells whlila, (1792=lii) s 0Ot rinarily o (ruasatist.
LUt e was egually intercsitoe ia ALLAC wragotse ouwrdng da stoy
ia Itody (ML16=1013) e orock wragodiang wote ..ds *most
Zadlior cuﬁa;_.&dﬂm“." “dlert ..t goswerves, "oike (.ilton,
Jhaalle, reac anG roeruat t.o classics, wat.l hia.es, L.agos,
iieas, charactors, Sumeg, onbtire coace tions troor L becuna
~Art of .48 own t.OUy ‘.:.".B ke whelli, oleg 8 sioilar viows
"in reaciny clwlley’s outiy oo 0Sten < .nu 8indlar voerses,
rogerbling, but mot i ltating tie Greek .e.e S0r, tivugh he
adoptoa the styl:, he iftou 4t witnh tiat oriy:malit: of foxm

_ . 0 .
ax. colowing waden spruno £ron sds own Ceains®., T L o Frefoco



to Hellas Shelley wrote, "+We are all Greeks. Our laws, our
literature, our religion, our arts have their root in Greece*,
His great love for Greece is alsc manifest in what he said in
The hezxitage of

his Lisgourse on the Manners

Greek art and thought was & spiritual reality w shelleye. - -
nis feelings towarcs the Greeks of antiguity, shelley wrote to
Peacock, "1 am too jealous of tie honour of tihe Greeks, our

masters and creators, the Cods when we should uorn.hip".ll

shelley haw & great revereace f£or aeschylus. "The sublime
majesty ©f seschylus £illec him with wondsr and delight®,l?
MEBe shelley notes. she further observes, *,.. the interest
on wnich e g_’-neaCh,r.i.unJ founcs nis drames is oftan elevateu
abgve hwman vicissituues .ntc the wmighty passions and throes
of gnds and Jeni-coig; such fascinated the abguract imagination
of nhellay".la Shelleyv was algo drews Ly the rmantic caring oz
aeschylus. deing pre--lassical, /eschylus hec less restraint
ano his péssions mnd emotions founc outlet in nds cramas., in
his Promatheus we have Lhe daring of an auge that nas not yet
besn frightensde iu the time of sescaylus pecple were still
looking forwaxd tu the powers of the human intellect, to reason
and free enguivty, 2s the great emancipatoreg, N0 wonuer that

the autior of it £ Athe was g0 attraghaed Lo his

Caring spirit.



vhelley admired Aeschylus' elogquence - the complax
rhythms of his choruses, the profound spiritual meaning uncer-
lying his tragecies, his long bravura cescriptions, the skill
with which he forms new words anc phrases to express almost
inexpressible and the grand imagination widch producec vast
rlots =nd super=-human chéracters. In The Wandering Jow,
which shelley and Medwin wrote when they were boys, the
epigra;h to the fourth canto was Aeschyius'the m

(148£). shelley trenslatec pPrometheus Sound of ieschylus to
Byroni in 1816 and to Medwin in 1B20=-21,

ACCOrding o 1iZs. .‘..heJ.layl‘, ~ophocles was shelley's
great master in the species of imagery. Shelley liked the
Qacipus dramas, which he speciszlly meations in his (reface
to Ihe censi, and Antigone, whose heroine resembles Beatrice,
the heroine of The Cenci.

For kuripdices, chelley carec less, Lut he trenslated

his Cyclopg, the only complete setyr-play in existence.

shelley was an enthusjiastic admirer cf tha attic
Cramatists, especially of ~eschylus, ut he hac ne intention
to neturalise Greek tragecy in tnglish i the menney of lilton.
His Hellag (1527 ) is modelled uponthe Pegppse o€ reschylus,
but it is, in the main, 2 lyrical drama and & fragrent. In



~rometheus Labowne (1820) nulley wrote Lds own version of
weat ha pened wihen rromaetheus was unbounce 1t is shelley's
res:;unose in terms of mocer: rewliutionory doacaldsin O Agsciiylug!

Lrin wrayedy of Frometneus in chainsg

satthow Jroola is loss wogmatic toan ~dilton but s

cocdves are oot (dssimdlor wie:. b8 wrote legppe (1858) on the
JBRIC rowely e Ldlceldf hes stited why e rix. o rgproduce

in ds lanyuage ik Lol 0of clasedcal creel. trageuy s Y1 Lava
long N9C  the str nuest GESllc .ee tu I, wo ODtain tiwough the
recian of o living, fandllar lasyuage g fuller anc more intense

=

fea:ing of that bDeautye w..iChy cvVe.. wie. o piehanded shxcugh
clhe meciun of 2 Jgad laguagy, 80 pogeriull; aiected m".ls
In his essay, "rhe chcld e of subjeCts in Poetry', wwolc
oints cut wny 2 1vas JresteX vasuce o orean arts *Jddtu i
 tha Greek foets_ ] tie .oetical Chasactus ok action in itoeli
was the firgt consicerstiong witl: us, attention is fixew mainly
on i value ci tixe separate t.ou DEs anu dnGuyes ees i3y
recrroad the winle; we rogare the axtge Jit:. tha tihw octicon
prexiominates over tue aexession of ity uiti us, the axression
iiedominates over the «Cticileee They are tue (dohicot mocals ol
ex ression, Tie una  roacheu mastiers ox tiae rana stylep but
their expression is a0 excellent boCause it is s acndlably

k2 ¢t in its rigit vegree of _roriuencey becawce 1t is o oclplo

3G suboradnated: Locause At crais A5 coiCe cdroecitiy LXoll Cie



Pregnancy of the matter which it conwys'.lﬁ In hic Prefage

to 1853 Volyme of Poemg Arnold boldly asserted the importance
of the GCreek hecritage, Shelley and Kecots, he felt, were mere
style anu iorm seekers. Both of them hact exuberance oOf GXpress-
ion, tha charm, the richness of images, which, in his opinion,
a1d not constitute great poetry. He, therefore, ceveloped a
pattern, a paseion £0x the architectonice, e affirmed 'the
alledepence=upon=~tha subject' theory.

As the Prefsce to MNEIOp§ siowse AInold Gesirec to txy
now much ot the effectivensss of the forxm of the Greek tragecies
he could retain in an kngliash poem constiucted unaer thwe
concitions of that form. i@ knew fully well that wnat he aspdre
to reprouuce derived its characteristics anc arew its inspiretion
anc nutrient irom a past world wnich ¢cula not be recalleqa, yet
he believed in the permanence ci the Beautiful, whether expresse

ing itself in form or in iaes,

A.C. Swinburne wrote two plays on the Greek model,
atalanta in Calydon (1865) and grgchtheug (1876). In his case

the reasons ifor imitating Greek tragecies were sometiing
cifferent from those working benind Arnolu, In them he admirec
"a loveliness and & cignity™ ! which were less common in
contemporary life. In thees works of “noble gestures and



,rincely worus'®, he felt at nom: anc £rom then he cerived
iuen that was best in his [ ocotry. . scugyht ¥ .n assential

poatr s, il incefinable essence“lg

s wiZinburne nac a profounc
knowleage ox the Greel stage, wux the leys of Acschylus @i
soplioclasg, 0 likeo the uxeoks as a paoslop ke loveu thelx
civilisation anda acve, ted ancievnt Greece aw nis wue splyicund

Inoas

swin.urse had an wlouwk eo «zadr tion paxticularly for
seachylus ax: knew rost of A6 plays o, ....rte .ig tioujht tme
LIuvsteia, on tie ;Ji'mlu,ézgaﬁléegremest spiritual work of men"zg.
Alth his intense and proiuse gusto for cing Gweek ¢lossics, e
wags ceerly immersec i tie povtIy oo tux aiCiciitds 1 & lstter
€O We.e OSSOLLL On algust 21, lu7h, swinbuine wrote that all
Greaek subjcCtsg, Ldstoric aw mytaical, notdonad or seirdtual
werv or undversal anu lasting iopost in @ Sease aaau to a
cegree di wuich this could be sait of no cb.oxrs, anciant or

H O(.d..? m L]

-n tle tragic lays o jescuylus ax Lophocles, Swinbiine
foun the ygreatest truths about life st Lie WO, wout
man’ 5 Yate anc the natuwre o e o005 and the univelse, gummed
W once foxr all, e scored tie way in widch the cefiant nd
cauntless nerpes of the Jeschyloan dramg foucht «nG met
glorious ceath by atCe .ting t.e tyraynical cecrees of ocs or

fate with unfciling price.



cwinburme was professecly heschnylecan ake hds addration
for suphocles was hoardly less great. out e cdsliked toe
sophist puripices, detesting is stoiciam o sce ticdsm B
well as uls realdom, . wsrote to & f:::l.em, Yeoe it 1s easicr
to overtop ~uripdces by the heal and shoulogy than to come
un o thxe waist of sopcles or o i knee of .‘.usch_.'lus"zl,

Yet he kmar ads plags well me Likoo arts os Liwidte W2 also

shiaret .isg et.dcal vutlooke

swincurne odmscelf stated taat nds lan was o wo
sometiring originsl in onglish woadceh rmduht in some wegroe

the
reLrocuee Lox Funglisn rescers Lhe likoness o & Oreck tragedy

wit.: sometnin, ol its true ,octic life and chalhe LwWinbiine - A
not think higs of jancl's terpie. 1n & lettor to Ly Yravelymm

53 1.orci: 154 1865, i urote, "lhelle's crometihxus is magnie

ficent aw w=iellendc, s5;o0ilt too, in my uinty by the infucion
of _udlontiropdc Joetrinaire viows ono 'LuogEess o- the
s_eciests 4 tor zofessor .rioldts . Qiope, e cloties are
adall cautya Lot gherc aas e LLLY yohe? o 1 oty uKl

“Bill t.dnke €. iicle was Cluar i0x me".22
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2 on stes ~ Milton's lndebtedness to Greek tragedy.

. jmtzocuction:

Of ell the knglish poets, John Milton (1608=1674) is ons
with stesdfaat will anc purpose, of action ané contemplation, of
moral earnestness and Gefiant spirit, He 18 & poet who lived and
thought consciously in a sublime atmosphere, Christian and Humanist,
Protestant, patriot and heir to tne goluen agea of Gresce and Rome,
he faced what appeared to him to be the birth=pangs of a new and
ragenerates England with high excitement and idealistic optimiam
in the rules of Cromwell.

But the Restoration of Charles 11 to the throne of England
in 1660 crushed Milton's viaion of a reformed and regensrate
£ngland, All his labours and sacrifices for humanity were apperently
wastea, 48 the first act of this very monarch was to set his foot
upon his people's neck, The repudistion by the inglish people of
their priceless chance to acnieve national regeneration was for

him a tragedy cark sncugh to overshadow all his later life, which
sew the publication of his sole tragedy, Sgmson Agonistes (1671 ).

= lso

W@xpuu.a Milton's atate of mind at the
time of writing, Between 1664;1674 the storxy of Milton's life i»
highly tragic. Luring this period Milton not only wrote a tragedy,
but also lived it, The suffering of more than one kinu was Iin the
store for him — political, domestic, physicsl ant on top of that
the anguish of his spirit. Totally blim and absolutely frustrated,
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Milton faced the Restoration which only added to his sufferings.
After 1660, he had "' feeling of beinyg surrounded on all sides
by his erstwhile enemies, the Royalists, now in powers, crowing
.over his helplessness, abusing him and spreading in a very mean
manner calumny about him. His domestic life was egually miserable.
The attencing allments of age sinmply grew with the passing of years
and added to his mental agonies. The poverty that overtook him
after the Restoration and clung to him till his death was anothey
of his burdens. He had durinyg the period a certain amount of
friction too with nis daughters by his first wife, at whose mercy

he was when he was blina,

There is a close parallel between the careers of &amson
and Milton. rilton's blindness, his life of temperance and
abstemiousness, characteristics of a pPuritan, his unhappy marriage,
his championship of the Puritan cause, his hopes €rushed and his
faculties Grooping  all are referred to in cthe character of
Samson. Such resemblances,at times,heighten the poignancy of the
drama. Milton's choice of the tragic form was, therefore,deliberate.
“The writing of a tragedy", observes R.B. Sewall, "is the artist's
way of taking action, of defying Gestiny, and this is why in the
great tragecies there is a sense of the artist's own involvement,
and .i.md.i.lcr".l Milton as a classicist tries to write objectively,
but he is revealed even to a superficial observer. Nevertheless,
Milton's play far transcends personal and particular facts. Its
living power is in its cirect and searching treatment of human

g%}
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exper iance, the hard strugule of humility, integrity and faith
against price, ain, misery and des,alr.

The last works of Milton show & greater fusion of the
Hellenic and the rHebraic and the Renalssance and Reformation
elements. 1t was the presence of the Hellsnic element tChat made
him the very opposite of the narrow=minded Puritan fanatics of
his cay, rMilton's poetry, which is marked by sublimity of thought
and of style, has justly been said to be the best substitute in
English for the masterpieces of classiceal poetry, He alcne, smong
the English poets, has the perfect art and the classical spirit
of the ancient Greek masters. His very egoism takes & high classi-

cal turn, In his blindness he compares himself with

"Blind Thamyris and blina Masonides
An¢ Tiresias and Phineus, prophets old”

(Parsdise lost, Bk.1ii, L135=36)

Milton's classical bent is evident in (1) nis cholce of classical
anc semi~Classical forms — such as tue epic, the Greek tragedy,
and the pastoraly (2) the elaborate descriptions anG snormous
similes in Paxadise iost; (3) the Ionuness for classical allusions
which runa riot through all the poetry’s (4) the dignity of style,

and its preCigion anc Care.

Milton's Comus does not profess to be & tragedy or to
follow any Greek modsl, It is a *Mask', But it ip the work of

one, ceeply versed in Greek drama, especially in the Hippolytus of

Euripices. Milton was very much drawn to the stichomythia of
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Gresk tragedy - the sequence of single lines exchanged bestwesn
speskers. This is imiteted in Comus, as in the following lines:
*Comus. What Chance good Lady hath bereft you thus?

Ladys, Dim darkness, and this leavy Labyrinth.

Comus. Could that divide you £rom near-ushering guidas?
Ladye. They leaft me weary on & grassie urt".a

Critics mostly agres on the point that Samgpon Agonistes
is a pure re~creation of Greek tragedy., Milton shows complate
mastary of form made possible by the firmness ©of his tragic design
and the perfect assimilation of the mattexr of The Book of Judges.

Be Milton's Subject: How far Hellanic?

In the title of his drama, riilton follows Gresk examples,

such as those of Aeschylus in his Promsthigus Vin@tus and of
Sophocles in geglpus at Colonue. SHauw onistes, in particular,

recalls these two pluys in so far =s the hero is concerned. In
Loth Lamson Agonistep anc Qedipus at cologus, tie heroes are blind,
renain seatec against & leafy backgrounc, and leave the stage to
meet their end, Sameon's torture and immense woe suggest Progpetheug
yinctug by Aeschylus. The weakness that impairs Samson through

a woman parallels tiw experience ©of Heracles in the Trachinies

of Sophoc]nl.

As for the thame, lMilton took his story from the great
religious tradition of hia race. The plot of SamsBon Agonistes,
in outline, is this)



Samson, in the prison at Gaze, is visited by fricnds of
hds tribe, wheo form the chorus, anc aseek to comiort himg then by
his old father, Manoa, who holas out the hope ©0f securing his
Teloass, then by his wife Dalila, who seeks pardon and reconcilies
tion, but being repudiated shows herself a menifest serpent in the
end; then by Herapha, a strong man of Gath, who taunts Samson. He
is finally surmoned to provide amusemcnt by feats of streavth for
the Philistine lords who are celebrating a feast t© Lagon, He goes,
and presently & messanger brings news or their deatruction and the
deatn of samson, by his pulling down of the pilllars aupperting the

roof of the palace wherein they were.

The incicents of Milton's drama are Lased vpon the 13th,
l14th, 15th ana 16th chapters o:r the Book of Juiues. The story of
Samson, as tolc in Juwdges, is consistent with the tone of the Greek
Tragedy. ws Re Parkelr says thet Samaon nes an 'Athenian stmp'sr
nis behavicur reminus us at times ¢of Hercules or the aged Cedipus
byt his backgrounc is 'Jwiah'.‘ FeCe Jebb, in unembjiguous tenrs,
comments ti.at Samson Agonistes has the torm of a Greek tragedy, but
its inspiration, like its subject, is "far more Hebraic than
Hollon.tc“.s He indicates that as Milton was, by temperament, a
puritan ot the nigher type, the Hellenic winnot be sald to have
determined the pervading spirit of his works; that is rather Habraic,
or when it is not Hebraic, x.au.n.‘ Je Ao K, Thomson also Commenta
that thouyh the style of sZamson Agonisteg is truly Greek, it should
be cistinguished irxom the apirit or sentiment of the play, which is

often Hebraic anc still more often simply Milt.on.tc."
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It is to be noted that in Sawson Agouigtes, the bBiblical
story is taken in a truly Hellenic way. Parker, nowever, admits that
it is cifficult to say what the debraic spirit or the lielleaic
spirit is. 1ln anelysine the tonal values oi Lreek tragedy Parth
mentions the more important marks which are seriousness, thought-
fulness, didactic guality and sublimit; or elevation. He argues
that these characteristics are preseant in Samson asgonistes, anc

therefore its Hellenism cennot be questicned.

Peu:he.rg further argues that even the Attic poets used to
Create really cdramatic situation by spirxitualising the olc legend,
Milton coes not zllow anythine irrelevant to the centrel issuve. He
omits the detalls abcut Semson's birtn, Ancther notable omission
is the cdetail of Lalila's three atteapts upon Samson's strength as
it is ridiculcous for a tragic hero. The Lible shows a Samson
rprayiny for strength, for revenge, but mMilton makes him pray in
silence keeping in minc the spiritual cevelo;ment oif the prote-
goniste cut tioe major change Milton works out in Samson is in the
final act of the arama, iHere samson is God's champion — mot a
private indivicusl to seek revenge. Aristotle leaves one in no
doubt s to his preference for hamertia over mochtheria. but, by
the very nature of the Biblical legend, Lamson's tragedy is cue to
mochtheria rather tihan hamartia. Keenly aware oi this inherent
di:ficulty, Milton sets out, celiberately anc conscicusly, to scale
down Samson’s moral failings anG treat them as if his Uragedy is
cue to a fallure of jutgcnent cn his part iu marrying the Philistine



wonen, Ihe change in the Hebraic matter may better be explained
in terms of Hellenic principles than personal poetic emotions as
his selfeicentification with .ne hero plays a part .n the eanoblingy

of the hero.

Milton is true to the manner of Greek tragedy in beginning
the play at & late stage in the histor; of Samson's life, when
the temptation to pride and blame LOC has already been overcome.
The plot, Parker very justifiably observes, is "aeschylean in its
freeGon fyom elaboration, in its conparative paucity of act.lon".lo

i1

Williew Brewer™  in an =rticle on tamsgp jgonjistes coes

sc fer as to say chat milton took kis plot almost entirely from
toe rrometheus Bound of Aescnylus, and the Qedipus at Colopus of
sophocles. He argues that in corposing Samgon Agonisteg, Milton
tock froa the bicle only his chief characters and his catastrophe
the events which kMilton presents before and after nis cata-
strophe Go not appear in che Bible, ana none oi them follow
nwe:;gilj irom anything narreted there. However, toe fact is
this/ though rilton took his story from the great religious tradition
of nis race, ne allowed, in deference to the needs of rellenic
trageay, nis Puritanisnm to be tempered by his classical sciclar-

ship anc taste.

C. The Hero end the Catharsis
Samson possesses tne essential characteristics of the hero

of a tragedy, as laild cdown by /sristoctle, e is a gooa man but not
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pexfectly virtuous, Heither is he cveliberately vicious. But while
possessing lwrcic virtues, he is, at the sape time, subject to
human £railty (his yielding to Lalila). 1he hamartia or tragic
flaw in his character is price as well as uxoriousness. Presentec
to us in a fallen state, blinced, enslaved, in chains, ragged,
unwashed, unshoziz, ads physjical sufferinygs awasken Che same kind
of poetry that we feal for Funiloctetes, when ne appears in front
of nds cave in tne wiluerness, banisned frum scciety, suffering
trom an incurable wound, in whicin conaition he nas cragged a
solitary existence for tem lony yearg. Semson may not have an
exalted renk and position but his spiritual loftiness makes him
exaltea and exxeptional. He has veen a NeSarite from birth, the
consecrated deliverer of his pecple, & judge in Israel for twenty
J-ars, and single=hanued, the scourge and terrecr of the hosts of
Philistines. Samson also resembles Sophocles' COCedipus not only

in charecter, but also in fate,

fhe many references to tue hexo's gloricus past that we
£inc in nilton's play are means to provoke cur pity, and most of
the lost portion oi the play is a conscious atteapt to arcuse fear,
ihe chorus Joes thivugh ticse two enoticns, and s.nCe the chorus
approximates to our point orf view as reacvers, we are rurther
prompted to pity and fear. Jhat Milton is later striving for a
purgation of these emotions which he tried to stimulate is apparent
from the two clos:ng speeches. Manoa speaks of 'what may quiet us

in & ceath 50 noble'. ihen the f£inal chorus rouncs oif with 'calm
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cof mind all pagSion spent'. lhese lines e more than expressions
oi Ltae very wcotiine of - Loy they are toe very instruncnts

of it, Lramatically appropriate in their context, they produce

a calwing @ffect. If we have been stirred by what has precedec,
these two speeches, coming after the lone narrative of the messenger
and the choral ¢oe ¢f triumph, besutifully anc guietly bring us
Cown o earth, this kiné oi endin. is character1stic of kilton.

in most of the lLrage.ies of Aeschylus, sophocles and Luripices,
there is a similar relaxing of the tension. se leave the play with
our minds in reote. The passions winich had been arcused by the
ection of the :lay are turned cown and 2 mood of quiet acceptance
anc resignation is induced. ihe play is truly cetharticy it scothes,
consoles anc strengthens in the tradition of the uoblest Greek

1= o %&Y.

Je pess througn tie stoim ©f tregedy only t© esczpe st the
enc into a sense of soothing serenits. The rest, we feel, is
silence and peace. illton wio in the preface of his drama
gives an accurate exposition of Aristotle’'s anction of catharsis
suns 1t cown neatly and beeutifully in cthe last two lines oi the
rlays

“With peace anu consolstion neth dismist
Anc calm of minc all passion spent ...":Lz

D. The Formal rould:
Samson Agonistes can be analysed in a way which corresponas

closely o Greek precewents:
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Lines 1=-114 constitute the Prologs. As in a Greek tragedy,
tnis rorticn, in Milton's crama, is 2 part of the action of the

p.lay.

Lines 115-175 coastitute the parogos (or the first oce)
sung by the chorus as they eater, and advance towarcs the orxchestra,

iines 176-292 are the first gpedscdion wiich consists of
cialogue betwee:n two choral odese.

Lines 293-325 are the first stasimon, suny by the chorus
stancing in its proper place in the orchestra.

Lines 326=051 are the second spedgoaion, of which Ll 226w
231 announce, accoiding to the custonm of Greek tragedy, the
approach of a perscnae on the scend.

Lines 952-703 are .he sec.nd stasimon.

Lines 710=10Q9 =re the third &Lpeisocion, ol which LI 7iC-
73] announce a8 PeIlscnages

wines 1010-1060 constitute the third stasimch.

Lines 1061-1267 are the fourth tpejsodiom in wiich
L1 1061=1075 znnounce & Personage.

Lines 1208-1300 constitute the fourth stasimon.

Lines 1301-142¢ zre the fifth Lpeispcion in which LI 15ul=-
1307 annoupnce a perscnage.

Lines 1427-144U constitute the fiith stasimon. Lines 1441
to the end constitute the Lxodus or that part widch nas no chosal
oue aifter it, and wiich inclwes t.e Lommog (Ll 1060=1707) or the

veneral Lamencation or the Chorus anc the actors togetler.
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Milton, taegefore, in concludin, the Exodus with a choral
cve (L1 1445 sg), :nd confinin the dirge to the chorus, follows

the exarple of Greek Tragedy.

Alchougn Milton's Lamscn agondsteg nes not the narvellous
constiuction anc suotle symmetry ol Qedipus .yrannus, Che action
Of Milton's play, @ SOWD D) Kere e 15{&:&.:13. IvRs parallel W
tnat of Sophoclies' [lay.

ihe action in a Greek tragedy is complete in itself with
a distinct beginning, midole anu end. Lr, Johnson coula not
arpreciste the actjion Cf camson Agonistes as it seewea to him
to be Gefective in a8 muC., as iC heu a beginning and an end but
wanted amiddle, sjince notiiing passes between the first act and
tne last, that either nhastens or delays the deatli of Lamsun
(ihe Rambler, 111, 139). fhe reply to t.ds criticisn was furnished
by Cumkberlanc, (ihe Cbservex, iv, iil) w0 ointec Cut three
rassaces (Ll 434=~437; 408-71; 1250~52) that supply che reyuisite
‘miccale' — the first by announcin, the festival in honcur of
Lagon, tne seconu by prophesring the impeaCin, overtniow oI this
iwel, anc the contusicon OX ads wixriors, wWwe We thirxd by suplying
an lmimedliate «otive for the catastophe in Haraphza's malice, Thus

the arame cevelops an 'entire' action.

WePe Ker in his essay on samson Agonistes says that the
aCticn or the cwrama between the beginning anc the end is the

rassion of Lamecn, The action 1s in the Chences of minc leading
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on to the final victory. Ellise~Fermor, who ceals with the
Aristotelian micdle of this play in greater detail in her The
Frontiers of Lrama, finus tne action o: the play in a profounc
psychological content,

But coth the critics seem to miss the full significance
of the *midcle’'. The miccle is the tension of a conflict causec
by Lalila and Haraphe., The conflict is, by no means, merely
psychological; it (ives rise to a teasion of suspense on the
external plane of action, for we feel tiat the insclence of Semson
will not go unpunisned. It is, in a sense, an allegory of tempta-
tion and purification, anc its inpect on the crama is tremendous.
Both Lalila and Harapha are a pockery of camson's unwise past;
both of them are temptations to lure him back to his olc weakness,
Both the temptations are on the plane ol the senses, and the
conquest, wnich is purification, makes him it for the last great

fight ifor the cause of God.

Greek tragedy insists on the syimetry of action and frugality
of expression, some critics holc that in Samson sgoniestes, the
third Epeisodion — samson meeting with Lalila — is a violation
of the principle of sreek tragedy. but tids vicw is not correct.

It materially contrioutes to the action of the drama. It reveals
another >amson — a Samson, who i8 not goiny to be charmed by a
woman's physical allurements. In fact, this is one of the most
inportant episoces in the play as it awakens camson from lethargy

and prepares nim tor the final catastrophe. Lesices, Milton laid
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stress on the unity £ action by sutorcinating characters to the
central character. Concentration upon & single figure is, as Parker

points out, thoroughly Aeschylean.t®

ihe remarkable synmetry oi the plot, as pointed cut by

Purcivalls. is noticeable in the very Argument wnich falls into
four parts : Samson as the suiferer venoaning nhis lot 3 visits
from friencs (the Cho:rus anc¢ Mancah) who comfort him, and towarcs
whom his mapner and words are full of self-accusztion and peni=-
tence: then visits from foes (Lalila and lHarapha), wio come to
tenmpt anc¢ to insult him, anc towards whoir his manner changes into
anger and cefiancey lastly, >amson, &8 Agonistes, triumphing over
his foes and dying.

The =ction of Lamscn Agonistes is _reat in = two-folu sense,

The physical greatness 0i the aCt.on, l.€. the perfoczmance of
deeds, is aparent in the action of the playe ‘he moral greatness
in the action consists in the sacrifice of one's own self for the
sake of others. This ranks the crama with the action of Aeschylus'
Prometheus Vinctug. In the case of Samscn, the sacrifice is that
of life itself, for the sake oi LOc¢ and country — religion andé
patriotismy in the case of Prometheus, it Consists in tlhe endurance
of unutterable torment for the sake of the whole human race,

universal philanthropye.

percivail® points out that the asction of Samson Agonistes
is proiLable, ihe deeds of Lamson were reCurced in scripture.

vesice tnis absolute procability, there is relctive prouvability



which reqguires that the action should be sucn as the circumstances
of the case, anc the characters of ti.e culef perscnages would lead

us to expect. The development of the plot in Samson Agonistes
shows how well tais reguirement has been met,

Lr. Johnson points out (Rambler, iii, 139) that there is
little action in Samson igonistes, and action, as isristotle insists,
is the vexry soul of a Crama. ACticon and progression there is, and
in plenty, but the action is internal unG not external, spiritual
and not physical. It consists in samson's conguest of various kincs
of temptations which are offered to him, in nis gracual movement
towards regeneration and recenption tiuougn suffering. The interior
action moves onward fropr sSamson's fall thaouoh price and tempta=
tion, to hnis consequent spiritusl suiferiny anc angudsh, which
ultimately results in nis s_irituasl reyenerastion as stown by his

absolute submission to tne will of Gou.

In Sgoson Agonistes, the outexr conflict is not so muc . in
eviuence as the inner contlict. As lony as samson dcubts, as long
as he guestions, as lopny as he is out of harmony with God's will,
he is not @ fitting instrument of GOG's puljOse. The spiritual
conflict starts with the Z3rc line of the prologus, anc it is
oot over == until his calm ignifijiec speecn tw the Philistine
orficer (L] 1413-26); but nis last in the play. Then his coudbt is

overcome; his arrocancCe anc anger are past.

‘Freedecm withdn anc Necessity without®' are tae two governing

princigles in the «ction of a Greek traged,;. They cperate in
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Samson Agonistes also. In the unconguerable spirit of Samson
we recognise the freedom oi the minc wihlle the Necessity or rate
operates with inexorable uniiormity upon Goc as upon the wicked,

Followiny in the foot-steps o0i the Greek masters, iilton
has substituted the actual representaticn of the catastrophe by
the narration o:i the messenger. Milteon has avoiocec tie actual
representation o: the catastrophe not only because the Greeks hac
done so, but because verisimilitude, dignit; and the desire to
focus attention not on the sensational event but on its dramatic

significance, demanced it.

/8 tor the unit; of time =nc unity of plsce, Milton refers
to the unity of time in his preface wnich beers an explanation =nd
Cefence of the Greek tragedy by him, In semson jgoulstes, all the
events occur witnin a day, i.c. 2 single circuit of the sun, as
rristotle insi:ts, Thcugh Aristotle (oes not mention the unity
of place in The Poctics, it is strictly observec in Milton's crama,
every scene Leing placec before the prison at Gazaj; the catastrophe
takes place cutsice in conformity with the principle of Greek
tragecy thest the enactment of violent deeds on the stage is
profiibited.

The true coniormity also lics in Milton's use ot the chorus
in pamson Asgonistes., Anc, inceed, Milton was the first teo introduwce
the true splrit of the classical Greek chorus in English literature.

AB only the last phase of famuson's Ccareer is cCnpsen for

tragic treatment, tihe chorus in Milton's orama is used for
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explaining the past, commenting on the present and speculating on
tha future course oi action, The chorus, again, 1s a cavice for
interpretin, Character anc for conveyin, the feelings ana iceas of
an entire comiunitye The chorus in Milten's cramae is alsc a way of
providing a running commentary on the c¢rama itself guite in the
Lreak fzenion, werving as a link between tie Characters ana the
avajencs, it appears in tre role of *tne lusalised spectator’,
helpint others in uncerstancin,. the wisdom or the play. Then again,
the chorus becomes the vol e O1 the Aramatist ana scometimes
yaneralizes the icea or emotion, incicated in & give. situstion,

It also functicons in uifferent wayss toxr facilitating tie projection
of the Grametist's vision of liie on the play onk in presenting the

play itselfl on the stage.

In the Parcos, tie chorus corments on Samscn®s state anc

contrasts it with his previcus neroic exploits foxr his w0, l1le:

“Can this be he,

That -ercic, that lHspowned

Irresistizle .‘»amson?"l 7

when Samson, ia the bitterness of his ming, almost suggests that
it is God's fault for having encowed him with more strenytn than
wisuon, tiwe chorusg then plays tine part of tne reprovin. sup«rior,
aomonighing hims

*lTax not aivine C.I.s;.wolal'éa

in the first stasjcon, tie Choxus brezks intc its well-

Kacwn vinaicstion of Gou's justices

293


http://ioterpr.it

"Just are the ways of God,

And justifiable to M'-'w
Here the chorus speaks as the inperscnal mouthplece of sore of
the genereal moral iGeas in the play. This Couble function of the

Chorus is common encugh in Greek drama.

when Samscn refuses the proposals of ransom msde by Manoa,
the Chorus seeks to cheer him and consoles him by pointing out
that tie hand of woc has often rested heavily upen the chosen

instruments of his glorye.

in the fourth Stasimon, tihe Chorus nhails Samson's reviving
spirit, depicts him as tne triumpnant celiverer of the oppresseq, nc
notes that Samson is one of thnose whon patience finally must
Crowne.

“hen the oificer cumes to cemand camson's presence at the
feast °L Lagon, the Chorus tries to persuace Samson to obey the
civil power. shen, 8t last, sanson Oeyarts, its V-l prayer
for his safety accompanies nims

GG, anc the Holy one
of Israel be tny guice ..."20

WAhen the catastrophe is announced, the chorus points out
that Samson at his ceatn has fulfillec the task tc wiich his life
hac been consecCratec and shows how unexpectedly tnis fulfilmeat
has been brougnt about. The play concluces with the chorus echoing

the moral in the following liness
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*All is bast, though we oft doubt

What the unsearchable dispose

Of Higheat wisdom brings about,

Anc ever best founc in the close".zl

Thus, the Chorus in Samson Agonistes, serves the purpose

at once of interpreting the emotions approprlate to the successive
moments in the action, of classifying the larger significance of
the whxrle, and of rounding off the story by an illusion to Samson's
part, iIike the Greek chorus, it vcices, indeed, tihe peet's commentary
upon the tragic happenings of the stage, It acts as the delegate

of the poet, anc the aouthgiece of his philosophy of life.

In one regpect, however, tae chorus in Milton does not
appesr to be sbove criticism. In the Ode (L 1010-1060), the
chorus utters a series of invectivas against women, reminiscent of
bBuriplues. Lhe sentinents of misogyny are sut not in the mouth of
the injured samscn alone, but in that of the chorus as well, whose
uttarances are expected to be the exprussion of dispassionste
Juagement. That is why an lnoian <¢ritic, Brijraj singh, in hie
book, Milton : An jintroduction, has noted how the play, Sagnson
Agonistes’contains not only the education of Samsdon, bnwt the
eaucation o:r the Chorus as well, He says, "I ao not hold with those
wixo believe that the chorus in Samson is like the chorus in some
Greek tragedies, where it knows the truth and responcs to the

situations riuhtly from the start".zz

1t is also to be noted that in Samson Agonistes, Milton

leaves out the traditional threefolo civision ot the chorus into
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the strophe, the =2nti-strophe, anc the e _ode. This division has
no meaning unless the chorus is sung ancC canced. As Milton did

not write for the stage, he founa it pointless to maintain the

divisione.

Critics have also notec that for the chorus Milton's
inspiration was not wholly Greeks it was italian to a great extent,
in his Freface Co the play, iilton wiites, "In the modelling
therefore oi this poem, with _ood reason, the ~ncients and Italiens
are ratner followea, as of much more authority anu £m".23 T zking
the obvious hint in this statement by Milton himself, recent
scholars have taken pains to compare the choruses of & amson with
ticse Oof a great numbez of ltalian plays, and discovered that

rilton's great guarry of exarples for his rhythms was in Italy.

The censtruction of NMilton's play is zlso sustainec by an
etfective use of the rFeripetela or reversal of fortune. The essence
of the & is that all the actions lea« where they are not expectec
to lead, Thus, samson's rejecticn of nis father's offer of ransom,
nis rejection of Lalila‘'s offers, his fierce defiance of iHarspha,
his cefjance of the Philiscine lords through toeir messenver, =11
presage further ignominy for Samscn, but contrary to expectation
they lead to his final triumph. Similarly, t.ere 1s peripeteia in
the case of the Philistines as well. They have expected to complete
the process of Samson'’s ignominy anc their glory by calling him
to the feast of Lagon, but the result is contrary to their expec-
tations, It leads to their cestruction anc the final triumph of
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As in a sSophoclean crama, in Milton's crama too, there is
an abuncant use 0f the daragmatic ironies. K. R.Se Iyenqarz‘ ax; lains
the use of dramatic ironies in Samson Agonistes by saying that
actlions ant woIcCs are edged, as well a8 couble edged: words
mean somet ing other than what they are intenced & mean: men
accomplish precisely the oppoaite of what they set out to o,
Manoa comes to ransom his scon, Samson, but in the eanc, he can only
fetch the deat bocy hence to the pareantal house. ihe cimlogue
between Samson and Mano?d is an effective plece of 3 uramatic
irony. irying t0 cozen sSemscon, Lalila only succeeus in infuriating
Samson. Harapha's insolent words, instvac of spubbing or hunilia-~
ting sSamson, open his eyes o his new founc strength anu urgency
of mission. However, in the creation of uramatic irony, milton
alffers ftrom sopmocles in one respect. .rauic irony arises in
Sophocles from the characters' ignorance of the protagonist's
fate; it arises in Milton zrom an ignor ance or nusunaerstanding

of the rationally comprenensible ways of God.

The psttern of dialogim in Sanson 2goniestes is also very
largely reminiscent of tne ureek tragedies. milteon employs,
though sparingly, ‘'stichomythia’ anc he makes use ot the riddling
question anc answer, characteristic o1 the resk tregic uiaslegue,
In ths substitution betwsen the portions of the play in ilambic
pentareter and those in lyric meaaures, he is also in accord with
the classic usa.e, The bitter reflection on the errors brought

on mankinu by woman are zuripicean. 50 zlso is the rormula "all
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is best at the close . The great utterings in which Samson and
the chorus recite the tale of human sutfering are repetition with
strong accent of incividuality of similar generalisations which

pervace Greek drama,

samson Agonisteg resembles rather the earlier Greek
tragecdies where the lyriceal elenent precominates, while the plot
anc the perscns who act its story play a conparatively suborainate
part. in lyrical flow, it is more like resChylus' Persiepns and
anc Prometheus Bound than Sopnocles' (recteicn trilogy. Besices,
Milton's language seems LO drew after it the attencant powers of
music anc the dance. In c¢ertain passages the fusion is as complete

28 it must have been in the choral lyrics of Aeschyluse.

E. The Spirit

ihe Greek spirit in Samsgn agonistes is seen 1n tie poet's
constant broocing over the folly of man =nc the uncertainty and
sadness of humen lite, The drama can strike home to energetic
thoughtful and patient reacers who will face,what George steiner>
in The Leath of Tragedy calls,"a teirible, stark insiyht into
human life"., The play is uniformly sericus; thouyhtful in a specu-
lative and philosophical fashion. in fact, because of its profounc
and earnest thoughtfulness the play may be called milton's philo-
sopnical testanent. A sense of the dark mystery of existence
pervaces the drama, The Chorus says, "Tax not civine d.t.poul"zs

and Samson says, "Appoint not heavenly d.taposnl'.27 The choral ocde
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beginning with "Many are the sayings of the wise", suggesta to a
cark interrogation of divine justice, founc only in the Greek
tragedy. ihe message of S5amson is that God works in mysterious
ways, always overcoming evil with good. The play closes in the
manner of a Greek trageCy with a brief choral song extelling the
nign wisdom of God and obedience to His wWill, It is also like the
Greek tragedies in the solemn music of its utterance, in its deep
sense of the gravity of the issues on which human life hangs. The
plot is markec by "a seriousness wiich is related to the point of
view oiL the Attic c’u:amat.ists".za withh its magnificent concentration
upecn a single figure, its comparative freedom Lrom the spectacular,
its bare aramatic conflict, scarcity of characters, tihe plot
sweeping forward to a conclusion anc the action moving in one
unswerv.ny and impressive course, samson sgonistes reminus us of
Greek tragedy. ihe prophetic fervour, the passicon for the righteous-
ness . the loftiness of pathos, the opening scliloyuy, the pervasive
straiu of philosophic ratiocination ancG the characterization of
Lalila reminc us of puripices. in tnat lower orcer of pathos

thet physicel suffering excites, &8s in its tone of pitter misogyny,
it brings to minc similar traits in curipides. but in the conuuct
of his chorus, anc in the justness of tioeir remarks eminently
suited to toeir character and to the occasion, Milton is superior
to Euripices whose choruses inculgye in sententious maxims and
worcy declamstion, too often irrelevant. In exquisite art and
symmetry of construction, in complexity of plot, in skilful
aisposition of incicents, so as to lead up to tne catastrophe, in



skilful concealment of tnds arrangenent till the very last, in the
constant use of dramatic irony, in the treatwent of the chorus and
the dencuement anc in the subjecting of the herco's will to 2 series
of tests, Miltom's cramd® bears a close resemblance o the dramas
of Sophocles. The cignity, the sanity, the just suboxdination of
cetail, the cue acaptation of means to encs, the high respect of
the craftsman for nis craft anc for himself, which euncble Virgil

anc the Graeaat Greeks, are all to be founc in Milton.

so far about tie forn but what is about the spirit? Samson
sgonisteg nay e called a cxama of temptation and its conguest,
F.Te kPrince has observec in tnis conn.ction, "In samson Agonistes
the hero's lifte and death incluce both rall and .edemptiony anc
recenction comes, as in Paradise Regained, through temptations

239 The sailc temptation is of two kinas: (a) Price anc

overcone®,
the conseguent tenptat.on to blame God for als blinaness and
slavery; and (b) temptation provicec by the sensual charms of
Lalila. rhe tirst temptation nas been thorougilly overcome by the
time tne action oi the play beyins. In the ope .ing soliloguy
Samson tells us, “.et me not rasnly call in coubt Livine Precaic-

30: it might have been fulfillec¢ but for nds own fault, with

tion"
the entrance ¢of Manoa, Lamson is again faced with the temptation
to blaspheme <od. In Lamson's eyes, wOG is to be blamec tor (1) he
married uncer divine impulsion, but tne marriage is uniortunate;
(11) Goc¢ should not have permitted such abject humiliation and
dishonour, for the sake of his former glories; (iii) men is frail,

and Goc shoulc not have cnosen sucn a frail creature as His



instrument;y and (iv) now that he hes fallea sc low he is to be
aisgraced further by reing called upon to gppear at the feast of
Lagone But Samson is now proof to all such temptations; he blanes
only himself, (¢) Further temptation is offered in the form of @
comfortable life at home, atfectionately watched over by his father.
A hope of recovery of eye-sicht is theu helé out, but samson
bravely prefers the life of drudgery nd humili tion, he is leading
anu sayss

"My race of glory run, anc race of shame,
And I snall shortly be with them that relt‘.sl

Dalila is introauced tc ayocuse Samson rroan his dejection, to tempt
him with her sensual charms, with offers of love anc couforts of
home in exchange for the prison., But -amson prefers life in prison

tc z life of depencence cn her at home.

samson not only con uers price and sensuality, he also
overcomes despalr. In the Fourth Act nis responses to the taunts
of the Philistine giant recorc a new and fearless conficence born

of inwardu victory &sno peace,

Samson, thus, attains self~knowledge, selfecontrol,
spiritual illuminstion and regeneration, fie is & dififerent man
altogenter. i@ sutfered hercically fosr nis sin, but in the end

nis regeneration is complete.

AS tie phoenix renews itself, samson is slso renewed by the

grace of God anc tinmally zulfils nis mission as God's Champione
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in the very significant speec: of the chorus, we learn that though
God's purposes may not be immeciately cbvious, they are just and
Ccan be rationally comprehenced. Samson seemed at the outset to
have betrayed Gogé's trust anc thus to be forssken by Him. But in
actual fact, his sutferings, which he brouyht upon himself through
disobecience, were the necessary purgstory that he had to go
through before he coulc fulfil God's will, Thus, God turned Samson's
very disobedience into an instrument foxr his greatest triumph.
Thus, it is “"the moral triumph, the survival of faith which
is ctne true subject of m,.Sl Fola Prinol33 asserts that the
relicion of the 0ld iestament moves powerfully throughout the poem,
The book of Job had been present to ;ilton's minc in wricing
Paradise Regaineds vit the story of Sguson, 48 milton interprets
it, is e<ven closer to Job's trials anc affirmetions, Milton's mind
is steeped not only in the faitan of the Uld Testament but in the
Jewish nistory and archaelogy. e Ieels intensely the tflerce
austerity of riebrew religion, its natred of the idolatrous cults
which surrouna it, 1o samson .gonistes we finc the nebraic element
in varjious wayse. The fierce nebrxaiC spirit is seen in Manoa's cool
vloating Over Che castruction oi the Fhilistines, iThere is not a
WwOrd of yrief, but joy &t tne tacuyht that tiey heve Leen avengec
over their enemdes and Sasson's desti nas brougnt inmortal gloxy
to ais house, .he Hebraic spirit is again seen in an assured faith
in the Livine rrovidence anc Livine Deliverznce in plece of malig—

nant Greek L ate driving the nero tc its doom. -hese religious
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implications mean that, while Milton looked to Aeschylus, Sophocles
and Euripides for the form of the drama, he did not try to write

a tragedy of human life as the Greeks saw it. F.T. Prince comes

to the conclusion that "Milton had plainly asserted the superiority
of Christian and Habrew religion over Greek thought in Paradise
Regained, and he beiieved, of course, that his own religion must
give him an advantage eve.. when he scuught to follow the Greek

34 In suppoxrt of his contention, the critic

poetic achievements®,
gquotes Lilton. Milton wrote in 1641 of his hope that "what the
greatest ang choycest wits of Athens... dla for their country, I
in my proportion with tnds cover and above of beinyg & Christian,
miyht aoe for mine".3s R.C. Jebb is also ot the opinion tist 1its
éfthe urama‘s_? inspiration, like its subject, is “far more

Hebraic than hellanic“.36

To Jepob, Mmilton's <arama, altiough its

form is Greek, is hzrdly Greek in spirit. To Jebb, again the most
important characteristic of Hellenic tragecy is an idesal grandeur

of agony depending on a real granceur of contrast between man and
fate, between free will anc destiny. He thinks that Samson Agonistes
is a great poem; it 1is alsc a aoble crama. But neither as Dpoem nor
&8s drama, jit is nellenic in spirit. sicholas io.es Owaver, writes,

*Mmilton adapted a Greek style to a Hebrailc story’.37

Somae critics are ¢t the: view that a Greek tragedy imparts
imaeginative pleasure by prodwing & sense of the heroic in man,
and on the other hend, of a superhuman controlling power, against

whom the hero strugglés hopelessly and is utterly destroyed.



kelentless. merciless i ate broods over tne hero ang arives him to

cdoom, cespite all his heroism end nobility. He is snown throughout -

& subject to a maligasnt iate, never acting as & free man, & man

more capavle of free will anc free action.

Critics assert that this is= not a2t all the case with
sarson sgonistes. samson is throughovt a free man, end his misfor-
tunes are the result of his own ftolly, GOd is still on his sice
enc his Geath iv a patricotic triumph, ant not the fipel proof of

tie malignity ol Fate.

There are others wio holc that 1t is airficult to sce how
a writer of tragedy be a Christian, since if toere is recamption
at the enc, there can be no traged.,. ror tracedy, in their view,
at least since the Renalssance, is a vision not of civine justice,

but oi civine injustice. It is a cry of protest.

in tais sense, Sawson Agonistes is not 2 traged,/. its hero
recovers anc coes Goc's worke That he dies in the process cannot
be tragic to a Christian who beileves that a noble deat: as that
cf Eamscn is but a preluce to greater anc eternal glory. The moral
law remains above all characters, tfirm and clear, There is no dis-
proportion tetween sin znd punisacent, no temorary cdislocation of
the univarsal order, no sense of waste, .ragedy involves a certain
element ©f injustice, of uisprcportios oi sli_ht cefect, hamartia,
turning everything to corruption until & wiwle cycle of human woe

has been congleted. -ut where God, all just powerful nd merciful,

3H.
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is in contrel, no injustice and cdispro. ortion can exist.

Sut one shculc not forget to note tiazt the fact that Samson
is free anc that nds Goc is nis f£riend cdoes not prevent his feeling
Jjust in the Greek way — that God's ways are inscrutable, past
man's finding out, anc far above out o:r the rcach of his control,
it coes not prevent nis being helpless, as well as nercic, fully
conscious that all his strenuth leaves him still a weak cnilc at
the abscolute dispesal of incomprenensible omnipotence, so that
the whole atmosphere of the play, as well as its tormal mould will

always recall tihe Greek tragscies.

ihe fact ig that there are two . lanes of experience in

cgmson Agonistes. Ihe religious ex erience a pears on %he plane of

the commuaity, the tragic ex ericvnce is confined mzinl:’ to the
»lane of the incdivicual, As =n individual, Jams.n has sufferecy

28 the champion 0L Communit, he has triumhecs The sutiering of
Lamson 18 a tragic ex,erience tiat raises -it, and fear anc the
tragic purgaetion is stimulatec by the religicus experience. it is
cifidcult to agree with Lllis-Fermor wnen sie says (in The Frontiers
of Lram8) that by justifying the ways of God to men, Milton leaves
no roow for tragic ecstasy. The veatn of LamEon serves as tne
means O0f inte.rating tne two planes oL experience, 10r it is ceat:,
sc noble, anc it is followec by calm of minu, ail passion spenta

A truly tragic imression is analogous to a reiligious experience,
and it is pocsible to cumbine and integrate the two in the sense

oL tie mystery of life.
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it is nut that Geath only can make a play tragic. Sophocles'
Llectra ends i a note of triumph a=nd fulfilrent. Tecinically the
enc of Samson igonistes is simdlar to that of I junenices in wnich
the issue 18 mede Clear when the aesign comes to be completed, The
»nagt is kept very much alive in the tracic pattern of the nlay and
-oamson's reccllzcticns form an agony which makes the hero so movingly

tragic.

ACCOrding O Goetike, "Samscn Agonlistes (as role oi tie
antigue splrit than aany production oi any other nouern pogt".38
To the mocern critic, rFarker, this spirit is tne truly oreek
8i.drit. He says very jusctifiacly, "I'he sinple truth is that by
much study or the greast ureek mastors, .dlton so Caught the spixdt
beninc the rule that he leaves us almost unaware of his Crue CoOne
for.mity".zg Ellis-Fernor 18 of opinion crat Samson sgonistes is a
truly claseiCal draca in onc.iisn, it 1is e cxand of inward stru..le
giving us "a steaqy psycnologicel progression rui Jespalr thaough
ercic conflicts upwards o exultatione and the finel assunption
into mauutm".m vouglas Busn holaus that ticugh Samson Agonistes
Coulc not Pe purely ureek, .. we still ieel curselves in the
stmosihere of ancient rather than of modern romantic tragedye forx
the catharsis 18 attained not caly throuyu tue triumph of charac-
ter ever circumstance; there is also, as in seschylus ané Sophocles,
& vincication of divine law anc just..i.co.“ Even JebeKe i{homson,
in whose opinion, Samson sgonistes fails 25 2 cxans, seys, Che
Gying £all is exactly creek %% apart from tie interest of its

subject and treatment, one nay obtain from this arama a better



dcea of what great tragedy was arony the Greeks than from any
other work in cnglishs

“Nothinc is here for tears, nothing to wail

Or knock the breast; no weakness, nc countempt,

Lispraise or blame; notning but well and fair,
Ana what may guiet us in a cesth so rmcxb.‘l.e"‘..."'3

George Steiner hes the same tning to say <hen he wi ites,
“It is through Lans.n ..qonistss, ucre readily perhips Lhan through
arcne&sclogy asd tlassiCal sCiidagalp thet we glimpse the lost

cotalit; of Greek drm-".“
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3. Shelley’s Response to Greek Tragic Myth and
Dramatic Form: Prometincus Unbounc and Hellas.

A, Introductiont

It is wenerally assumed that Percy Bysshe shelley
(1732=~1822) was little intexested in aramatic representatlions,
Ancd there are perhaps reasons to argyue that lus romantic spirit
was too subtle, too inward, too subjective, too ldealistic ang
too lyrical to find a complete, or even a satlsfactory expreSge
jon through t..e most objective literary forn of urama, Ana yst
the period between 1819 and¢ 1822 saw the publication of six of
his aramatic writings ; Lhe Cenci (1819), Prometieus unbound

(1820), gedipus Tyrannus, or, Swell-i0ot the Tyrant (1820),

pellas (1£22), charles the First (1622) anu Fragwents of an

Unfinished Droma (1822), among tihe 3ix, the first and the lagt
two have nothing to Go with the Greek myth and the Greek

dramatic forms

The Cencl is tie only stacewpla’ helley wrote. The plot
is based on an 1talian tale in winich a terrific clash of wills
is shown between the psychotic Count Francesce mc his caughter,
Beatrice. In order to wominate nis family tie Count violates
the mowesty of his daughter. The gentle ¢irl is driven to
desperastion, conspires with her brother and step-mother to
kill tae Count. For this deed they are condemned to death by

the Count's friendc, the Pope. shelley's skill as a dramatist
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ant hde ianpiciat iokto tho worikdncs oi auwmon soul are best
dllvstratod in e sueeesc e &Chicved in uniolidny €ihw sixdvitunl
tdutory of Leatrice thoowys we froas=-@ork of same Garacatde

inciconts.

beomoit King=Hele 4o o thwe oudodon tout whoellay “wogs
aling cut the Mecle o knuw oi theatricsl tecind we DY DOrrois-
ing Erun the liccocthan uractiots, e scamtiines Lfon: tho
Leak Lrez..at.‘é.uta".l whexllay hoa, bhowover, borrowaee netiniog
significant iro: the Grock cramée Lolg Soeoci:d . £8W Chol ACe
terg Ooa stage whilch are tiw marke oy too seschyleisn ofang are
foumnk: in shelley®s | laye wiwello, cxcloues some 0 the bolier
Orroxs i the originasl Llots i alse uses irony to ylve g
Fely Do Dltuv. b GEf the acticns e re Ortet dn Yhe Cancle
warainal condllo sorfons o funoetion o i Xoed, ciorus 1
tig loagt oot Dy wing yhat any wecant nmuan wwulu o in the
clrceunustancaes ane by meadating batweon the ¥dsonorg oG the
Pore. whe oction o. the play is wostly ‘ucecacl aad psychological
tht scruwiG reatistic backesus, ot gitagtancinge Jids ds e
te e incduenea of coaciaglus?  carl; | loys. wostly, tie lay
swerves o ldttl: fron. its aeda octlon ane han o lictle of
what 1g callad conde mellef oad 3o t.ds sanse it oo some

affinit, wit., the wreek clnogloal tragecye
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e lust ippression, thiat the (Jluay leavos, 18 not cthot
of thic waih fata.ism? inutudc., Wwe .uVe e gense st ue
sdiwe is above the fatee Beatricae, wuen she is lov 0ff S vie,

has somehow an acvantays ovaex @atie

or pwgileroot tie . ot (1uzo)

ge hdve B wrwatic satice welleuw o tiv sstiric comeades
of Arigto, anes .ooe 2.8 it recalls b, dts vhorus of rius.
A8 a uramatist Lixlley dcils to be strictly objoeotive dn nds
rlaye +h pliy shouns n uexravagant speecing, sutracoous

Chnarecters ad rovoeltin, setting. Ls <harles thie o d1gt o w: ey
2

"hog rises to 4 movarn viow of trogeuy™es” Its e dction of

wdoary 1 living anc resldostic. it tine Pragionts o . n

W loniasllet LEamd, oirille s Beens to go back to the iqenliotic

ke rumentdc settiny of Lroiwtucus aboinue

Ja 2ron-tisus wobuuk @ wielley's lcsponse to Propetieus Lounk.

(i) '.f..'li;.l.'% UCt..‘.OaH

vhelley wrote in & nowr to uewn Mob in 1013 3 "The
storxy or Prapotious 1o care, Likwewdse wadcu, wlEhouy.. undvede
sally aumitted to be alleguiical, Lo DeVWE baealn gatisioctorily
G%:.1alnol ceee Fropethous (0 fe Cosanisg T.we Duaman raca)

cefvcteu sume groat guanyge in L conoition or aude acture, nd
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agpddoec tire o tae culdnoxy _.m1nm8“.3 By iLi® Laellay
WOS @ ritont rea@yr Ox GGk ano e plass ox jesclylus begyan
to be ielt as “a ajor stiouldaat o chwlley's ddceragy oy N
t.ion".4 she next poer saw v pablication of Liwlliey's Jxometieous
LbOoUnL.e

LEometheus UG 1S oot an ot aappt o nauuseddse
vroek tragedy in Lngidshne 4t wos rotimir waitien in Yoo uns olan
Bi.a.l..lcnge".s Meacnylus wrote tuwo | lays o the Proautinusethane,
NANaLy, FIOLETIRUS SOUnc <k JEZoiotheus .oboutk., L« ougibly
a tidru, Jropgblicus tiw Ldre wdvale UL LiusG, Wi Lirot one

i Tl axcant. Lin: suConu EXiIsts caly io ZXaw cnitSe «ixiley
Wwao Dot ouly waedl acguaincad wit:. Tl Li1x8e day, € O Dedko
o have been incduences Dy e Lrag ont ol e opendny o Do
Vb SEGECEIQUS (LD WKl i adCl Gl Ul A B elo Luiciag
colppromise witi weus — cie loea waidein as sopuyuent Lo
snelleye Ik ik WEotE ids Wil VOXS840.. Qi Jidb sic, xad. gleexl

cromethous gag unbounde

(id) Lhe .yt 0r vIomcWoUss . eoCaydus @rs wixtlay

Iin the o8 0f Ja@scaylug, Prometiaeus asxoored ag &
hunrnicte i@ wefiec the oraar cof Zeus ond gave .on firxe, tau ht
t v how to make tools, aelpad toem build houses, tavghit tham

aritinetic a language, yave toen thoe ouer o werkstond ing
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At feagson wur ou Mo many othor toin 8e e lnow full wcll
Chat te wilance 0f Leus' orucr woo ko Lwany ol untoldo
suLIexinue -till he wasg wetermndinec W help nane A€ in very
actural thot the myth o Prom-theus would o jeal o the romoatic
rabel aac reformer in Jlhelley ogpecially wien e OXiLesses

ds dntention in G HICEEKE 3 Y4 NOVE ese 10 aSsi0a LCL

the worla? "6. LK e te Thk utiost e €l of .ids

relotmdin
Eeadt, x woe wainst tyranny 1l cay O 4k JLGmethian
nychy o0 woukty olfvred a2 ty dcoily Lielloyon sicuation e
i dkeal wro conironc.ly « tyront wath ldndtiess porscnalicy
Cik [ GNle 4. T IyLil Gi vieltasls, ..iley, Wieeiorns, IOowKi
Joetie symbol that cocle e Tyrdecal (I yet Com.ac anc
UNAVCLBale 4k rral attzaCllo: UL Ciw iyt i «kGeclaeus Lo
cikzdley Lay dn 2incing An Proct.ous, vt ovoee ooddoey oinied
Nty "& sort oi o sawiour oz nankiik. eee [uin_] I rusaass
WOove ap orposct o Cyriuinyg, ope substltutec 10x fear, oll
cow arts an abumk ance of liie taking tihwe sloce 0 lgnoximee,
gverty o .':.-ise:y".'] Liellay®es stouy ox Jweschylus'® promotieous
SOUNC. COaVAneXK. adi O L Compreaensive sigailicanoa o widch
Gl fugtus 0x (rwaetheus coull be ute O Liaxlley CTuethoeus
408 one vi those “jostical cwvstract uas®™ uudoea we "ueoutditl
A n-,-w‘.g whaelley wvescribes .udm clso 8 Yine type o the
iudkast perfection of orod e intellectyal aacude, dnmpodlec
o L uarest one e truest coclvas oo T best Juuas ocbhlest

o U

25 9
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whelley's s @etieus (oo b, 4. Lo Lok of @ sdnglde
LOetIC LXuihe @ CcOmprusStet CRlloyy Gd O 4. LTorelacill Liyth e
@ nyeh tuct e dets tig dull Ga Cyronny oav o triumgi o T
5. Axdt Of | rOuXUbS8e 4l FEQLABIGUS +OUDG ~CUB 15 Lloum s &
7L b, Lt 1€ is onphacdsec taat ads rule is newe Yromethoeus
is © noble rehel, but e is alao Jresentetc (& Las.. Ik proud,
ihe confruntation is tnus not DOtiuca OOk Su Gvile iR
PECIENGUS ODOWIG (CECIHYLUS IRsentud Tk Cubt 0L ~oUS (ade
GVidently in tue tndre play of e or 1iE USSR UIICGIRL.
L0rCe ik woil e iricnGshiy of Prometheus. Jiwliic, rejwets
wr /eschyloqa foriula ot rec.ataisiotion, gidch 16 posuu va
Szoauosls 0L Oower ok Wwiscol in e incarest oi securit, aIx
Justice iu we undversge L0 vhuelley, who vantea o s mildowise
G dguly refanec inayination of tie wwre sedect clasues of
outicsd roewuers wit  beautddicl dwealisms of rpral excellescg,
i cotastrogdn: OX cue olay seo .l asSUiUe /4. UC x: wiites
i Wk jrefac@, "ese in tiuth I yus averse i¥um o o stastic,hie
S0 Xoeble 08 knat pa ieConCiliim, Lt Chaga. don wzici. the Cppressor

Lri L (mmﬂnll

8 helley caanyes tie copcluudng Dart o. Loe thome
€ s it hds oun taste and ourjose, oanly €t I of LEOnStoeug
a.-nbo!&a can bosr uirxect compardaon witn toe cxdstine :lay of
Jeseriuse Lo service that lrometheus .cnuercd to non, wcug?

novaage, o zoroeknowlecee o Prometheus avoyc Cis: fucure of



LUty e tar.otition of rromoetucus b oseriury. Jroncetoeust
MO Etion 0. Ll Gloiscnitd, e Cotigtuo, A0 waioects, wrousht
on the nstural worle by iromotucus® weficieg, tuo strugyle
Letiee: BUS Ak FLOMOLHEUS, Goab we Liad du fesChnyliuG, we
ftind in chelle, tooe Lo Act I vl ciiley’'s T, T2 TO0-

GEO.R; OB Stk ol b LEGH KIOcEaOUs CUie - D0 COIMREEU. B i0s)

DEbWoal. YLUmCERUS (HiG L@EGLEy 1 cidade, 'y whiil closely
Eortlows t.& wreek rocely oo ceesuily dus? ol gug rroootikeus
dnexali cescribes lldg own woclngs ot SUELCringSe aii ~aCLlay's
X RNk L8ic Jives lenmogoryon a loag list oo ww icts of
rYrometieud to naniidiie [ aill, L. Jan @Xing 5 O Jo JaGe ux
ju-gticning of Frovct @Us, &6 we I L e wree:r play, ey

SAVe imiwnce oledley wedde cesta bLin . L weaox ity of

A8da k. e upestoondne Ok CR0 OO

sut ohelloy 2rougat aone chonoes, wo. dodcations and
~i0as 1z ok pruin-timmUs LRigbly 4B Ukt vy feSCiy llse

-

- i1z . , . N
Larlos cakoer LineS Lree najor ondg aveningful CiurnuesSe

Jdrat, Siellogy COBLOIME o ke oQocaydooan | lan in oakdi
supdter tie succossor to .ads £ bhor .attrme JIzliCy's FIOLOLLUS
ie padc to give wisconm unich is strenyti: €0 Ju itur. where do

no jugtiiication in Aesc.aylus Zor tido assert-on.
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shelley's secunc Chnange, o8 we (ive alreoxy aotet, 46
ao aX -AdCdt rejoectiou o Che wanoUenant of tie yItsstoodd.
i Gl last | lay of the tRiioyy, LGk SUS LLIECLIR., «AOUE
FYomethous waerg, dn cffoct, reoonciloed cnd vromotneus st
£r0Ge <€ 10 ti symx dic receaCiddation oo wx Gao VIStW:Ss oz
Justice amn. QL putuionne » OF ~iludiGyy ORNCE, U AL Ko deucsty
o Lorcae mokdnk, -or cvil, as fPTon-tieus o Iesontt O koreo nodidn
L0 YOOte X0 LalkeEk, Siacivrae, cumuen oL Lhe oy conc -ouslons
Yohere oochylus wag gecadn] 9otk NG o rocunciling o
cercinel virtues, [ llo. wes seellin, to wols o peconciliation
oX - careinml virtue wit . ¢ el vice. Jhus B witle voavice

1 woeuinely we concrax, of thet of (s wroek mmm'.lz

Ludraly, Jhollec inventolG o Calastio 43 i &8 OukT COfe
G, Blue A Moo loivi VOIBAG aFuuktieus warnek. Juodter not
to cunsumncto (A8 naxyiage wdtn Lhetis, Ludcauge out of that

9 son oLl e bormn i woull castroy Sl Sothske Ju dosr,
BCCOEG Liyly, marriec Jshotis o raleus k. rewarded Prometheus
by niwin, .@arculos roloagse dn I C xe roChke ohellay robtoda
T S dop=whotis sarriag: - ow ke a0 Lharwlse foliow the
Meach slecan sterise 1 St 111, tlw marriope @ e consutnetion
bot.: nawo take:: oloce, e Jupldbor sty o8 Lol ool 90l o
hag degotten u.on “hetis, wili uttar ly egtrvy tuac cefionce
O& LrOmCThious, aw thus unslsve ndnm .or ovak. [k also hopes

tlat S son (baooorgoa) will tra 1o cut e unoxt oagelond



fire wiiich originates in man. Jut nsteas of deing that,

bamogorgon casts Ju.lter into the abyss saying,

"ge must Gwaell togyetiar

encefortn in uarkmsa‘ll“

The general conformit;y te the naschyloan scheme 1o, no coudt,
whiat let. Jedei.e Whomson o resm-dk taobt ohoelley®s @i _oxGgen,
in this ;-rticular comection, is "inoginagtively riche® .15
shelley may have been tryin. to suggest tuet evil contains

the seets of 1ts oun cesTreCiticie

it 1is, thoreforw, evicent thot Lhelley has completely
recricnted the myth as he verivedg 4t from woscih,ylus. .. not
onl; gives it o morel twist uite foredl.n o ccschylus, but
also introcuces Qirom boccaccin the figurce of Damn:. orgor,
substitutes that figure for tiw fateful son of Jundter, mwolids
the reconcild xticin of Jupitur axt propetheus by crusing tixg
'son' to overtiaow JuAdter, ludving JTom toeus, genblo, just

and dreacless ags toe 0RAXCH 0l thxe W0rl.

There are some ninor changes or modclilcatlions affectau
by ‘L,h.u-.llczy.l6 Qcecasionclly 4t is foune tizt holley ruessigng
an .eschyloon passage. Yor axa _ lo, ephasgtus o .lains to
Scacnylug? craactlious thot coch rellef frhouw -aln wiil be but

acther tormoent In an eiless Ccrole. Lhelley reassignpg t.ds

1o



speaci: to Prometixius S0 tuat what dn Cia Greeh play is sinply
& threst to the Titan of oen.less ..ain, becuames thpe Titan's
oym triumphant stoic veficie oif .:alo tarouy.: £alth in t.e
inevitable woruin,s oi necessitye Ayadn, wherwas Aesch lust
olay degals with the original binuiny, of kroxetheus, wiwlicy
acapts =1l twe eveats Of the myti to & cuweh later momcnt ia
tire: 50 48 to qaely Bhen to Proratheus' ovontiul unbinuings

the
(i) .romtheus nc/othoer chiracterss chelley's inuobtecness

Tt FO0C] 20 Jusie

Lhe very character o Jrame-thous in ohelley's | leyy
in s_dte oi cuitein wajor Changes, truly resebles Jeocaylom
harov. oqually oreat in his imagin<tion, fortitue anc deildoanca,
4

2 togere over udas own vdsiortunc.

sut .qe :ajor Ccasnge in ohelley's rramctacus 4 tiut
s batreo hos veen oldspluiced by dtye owsclylus' . rumotixus
Jowls Ghab il Cle JOLE OG udbiSy WL0g el tianoelves da
Llissy torture .ime i0 ohelilay, Fromctheus is "esamit LLom
thae Caints of ambition, GOV, reVenut, ang 8 wesHlre fox jcrsonal
S GETIR LS unt".‘t? og @B & Critic suys, “stous Lor the
wasice in hupan scul to create harnceny thiotsh reasun aenu

10%".18



The rrometheus of shelloy pdtiles Jupldtoer, rejents ais

oW curse, ant *yisnes Mo livii, thing to suifar pain“.lg e
aae lares,

# ... for I hate no more

A8 tihen oie misery mace me viso®, 20
dhere is a Qextain inflexity of purpose in Jhellsy's fromathonugy
ap Jupdter is wedle e sist 0, whis wa vainly seorci: for in
aasch s lus. xometicus, ia . wreak lay, vavers betwweon ds
cesireo to sae Jupdtor _unishsa and his nankering aftuxr jarsonal

Lrectiom,

For Aaegchylus, cromthcus' sin was not only wefiance
of Leus' bpovereignty but ulso as ae-cessive love of mankind
tilat lec ndm to trangior owery beyond tikixy wuse oielley,
with hds modern outlook, findg no fault in promtheous, That
witlch was s (wTunetheus' ) crinx: to the hlerarchy of heschylug,

was to Liheliley 1oIye

In Msschylus, crometheus ia evonitually delivarced becoung
he rovoals a secret, oowun to adm alonc. <helloy (dscaing
tin i ca thot rrometheus should aver oo o torms with Jupdtar
ant ingoniously makes xomotious tefuse o civulgye his soccorot.
8 wwas ot allow Promet.acus tw be hymble to Jupitaer, In
raling this change, vhelley vdves & now shopc ak. meoning; to

hds myth conscnant with his own moral iuaage



shere is anpthoer <dstinct sign of dewelop ¢t in
ohwelley's cromctheuse (e is not the rromotieus of fweschylus
gloating over tue picture of Jupdtoer's Lolle .2 oo 2ot Zecl
Joy to think o tine cay wies he will e in a position to
tran;le voyn Juplter. ..ether e plties hdm gien he thinks
t.at Jupdter's soul will ouzier hellis. torture, this sense oz
dey in rrometieus moxes Ld,. @ (dyhticr ecrsonality than
Aeschylus' hero wio only sustains himsclf witi. the luea of
~ous® expectec falle shelley's frometheus has  urgec hds systan
of the natred ior Jupiter oo toe other youny yod s w..dch

reschylus®  srometheus is unable to WOe

Lhelloy's Prouwtheus, CWeVer, 16 a more poctic
clhisracter, losing the ferocity oifi ride of tie earlicr Typea.
+he moment he has the chance, ne stxrts enjoyiny idxe au ap
oruiniry mortale All tie tine e is suciaexing, e aag a
aopgtalgia ior tie lonantdc caves 4t 1is lds xice andd self=love
cac not nds Lceology ax love for man thet L g been sustaining
Hdm agalnst Ju dtor. JescCayldus woulle have spurnes the icea,
in ohelley anu the uaruaaatics ed FPm02) U.ite Cappixzll
cegcribes chelley's rrumetine. 8 &8s @ mellowaed md cunobkilec
Gavaeliopment froo tie sascaylean Jitan, tihe glent of reseatin:nt,
ipatienge a:x contonpte .Jhat e oritic suygests i that
cwellcy is morXe hunanean hds truatiant ox tuo sdtane wxitics,

by and larys, .we itentiffed Jlwlley's cFronmtincus with nmen
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lifa. Promctheus 1s "tie i of iflm"ﬂ:) aCCOXruing to Je..e
fossuttlie 6 Joim wochunter, e 15 "the ondus of '.;u:;aruty".zz
.dss Vvida scwrer cails him “&Mnanity'.as ila5e wolt iuentifies
him with cig “imnau *.ind“.aq sdlen Le wonbém makoes tie Witan
re; resent the *uoul of r-xm‘.25 wwan .awnan . Jhdta,who objecty
tu the allegorical interretation of the . oom, recoynlses that
the uram@ reprosents "the gtrugldo of humanity ogoingt roe
,;n:ession".zs wne stwulli rowrdsar Ln tids cenmecticn thet
shelley's romethous, unlikoe saschylus®, is not & resl person

—— byt symbolises o grest chgtroct 1wea,.

wulle,; has tuken Care to chart €.»: gracual Juryation
or tue incu of Jrom.tieus. Lho xocess of wgation i1 found
to e corplote waen rtomotligun says,

®1 gish no 1livin., thing to suffor ;:ai.n".r;

Promaeciaceus xagins to repent tie curge because thae same2 wes
tha c¢.imax of hatred anC vengeancea. (e has alog rocanted
ks ane ig on tie patu of self=cndd: hve.rsant g.dch, shdle
ancuring ail t:ax tortwes, ains a triugphant vicwory ovar
the sclf. Instescd of hate, ho hag love? instea. of rice,

he has hunanitys anu, inotecc of isdalin,he has sympathyes

An s ifferent jucge of pankind, shelley has p.ownm @

total absonce of tl¥ sensa of uwergtancing, an innorent



incon rulty in tie central iicure. ‘4s Promotheus, a yreat
suffcrer,full of wmcompronising figuting spirit, 1s tranaformec
into easu=loving promctimus of the bower, & proj .ction of tiw

lover in shelleys

In acechylus® dremo .eus a.pears ag & hargh end unjust
tyrant but e are tcld that e 18 axjocton €O sodtens In
shelley®s wrana Juplter rejrescnts tie brutal rorces in hunan
nature which obstruwet end progecute its noble assires, illss
LcudCert s reacing of tuds charactur in her eition of rxpmothous
Lobount shows that he stancs for all taose inst.tuticas, civil
ant religicug, wuich ware ome the truest exiression of tha will
of man, Lut which, o tie centurleos have peassex:, are ctill
powerful with an innate tenuancy tO renressd (Lo rasbBe ohelloy
believec that "manking hat only to will thnet tiwre shoula be
no cevil andé there woull be mma".za 50 Jupdtor is @ mere shadoy

waitin_ to be booot owaye

i . arcury of Shelley aupercatly ciffers from his
original, .ercury in seschylue' dragra Jokep cruclliy at tao
e ence of [rometi@us hoxelessly bounk to the rock. Lhellay's
Jdereury is not t.o tauntimy, croel massongor of Ju liox. e
comea o Fromet.ous most wwillin, to exccute a doom of now
revenga. He wishes that he were spored tixe unhoopy pert of

infifetiing sadn on iromet!liuse 2hls clfferauce iy taere LDoCconss
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vheiley .o olunteu AescChyius' B anus und @ aalistos with
uds L crcurye Chellay's LRTCLL, Coaxialdn, i Lnies Leodhas
us of Hpollo coaecidn the . o dog iz esciylus? sue steacidoen,

while cogy are hauntin o Orestos.

gL nadstos alslc trud; sucrets o <xt s Do to play
in shackliny we gruat citan to Whie XoCke «uds ot 15 logex.
by CCuanue il  aeifitie. UCHALE TRLGE 0 A ULGED PV TIRUS
O GOt O CORprondt iy ouzidte ldcculyts tals dn Cdwdley's
WEAMG Vaindike5 LS Ok WG S willD W Lul, Ok CTUOLULUE, LOLCULY
here 1s ocinCere auu i aeerxlying sidrit is wviwel, (drfceronte.
OV e Wik wWe LA Lk diey'o L aluly oo alan Lo louentin,

tiese b CoalaChuls, wikl dp.dbuub CALLCEre wlou ol Se

Wi 500 2.0 OVeXturows Jugdtoer o Liellegts vooutieus
Labound. is L8mo. 0kjuile «1ids Cudxoacter is alien to wiwe eroeek
nsthe i Ay Lo tiu_nt of as the principsle of keason or tiw

29 racognines 1te Jhetis

splxit of dze, a8 Latrice Soura
e ravonts € poinp 0L fadoe glorye oda i85 tuc s 4. 1€ of
aivine loves ol ds tae wide o Jupetiicus 1o T oridyanal
mytlie h@iley nas sublipeteu 628 @ 5.0 Xe;resSants, in

Luelley's versioa, tie wubtclleCtual Beutiye

l',"
1] fs et



L8s8 soliuly crawn thian ticdr Greell  sotntyiaas, tiae
Ccaaracters in Promotheus nbounc o fa [fiCos 0. ago . 008,
cosrdc cnarecters acstictically contenplatac a0t 8 objecte o
hatrex., fear or worsiadp as tix crocks wddgy Lubt a8 oibols tnat

avoke imaginatione

(iv) Lhe Chorus anc tihe Fusies in cihelley's ilay

In (esChylus! (Wrana, ~IGataeuUs Jolliue .4 Chiorus of
oceamnmpis comforts (Toumatueus, LJlouginus e | lay e clorus
re sias untuackan i tnedr logodty tovalus wcuSe ~ub tie sunfor-
15, 0 Prometiheus 1a8 aRougaec tiheir 4G, awx pve., 4. Jlelley's
srametieus Jaboui Cw cCewnddlds, (Slay vantiwe k. love with
all thedr raicy lovelinesi, s nyp-cti.y ank wevotici. werive
Claadxr ocdag Lrul tie /mssChylecan cap.iuSe -l partn, the Sun
anc. Moon, The spicits of Jhought and L4, (ceq., k. /. 0llc
ax the uchoeg can &C o mora than comport rumetheus in
chelley's version o8 in G creek playe abe ciorus oi tie
ventle guddes anc Juarcldans of ankine, wit:. its measurcs
gracually prolon ec o« solamdoec, s ows & coamvcac oi lyrdenl
orciestratione .astac ol & s de _XGuy O oceanides, W soa
only two, Pantiea cnd Ione. Qi ousical .t i.as been allottoc
to others, spizits oi wWiferant type. -y ctidsings and
comments lLave becn reserved ror santiee ak lonce shey can wo
aotiin, more just as the clorus in sesChylus' crometheus Bounc

cainote

3o



L ChO U ALCEe ol 0oLl G, Ao e Yods and goddesses
Coli @ CUalBLe b WDl LU O w103 Uly L arl v vy olo
il OUC dny CIDLIC SOi¥ e ik &HONUG Cladi2iCb wdl ik Ciicllys Ow
scones in grometheus LubOunGe .48 Jottisonin, Us odu wiock
coavention of wmchanudme Chorus @ it oood o wor oshelley

L0 shdit tie venue of ddiforent sCenieg,

4002 it ranthed oo . i Lo etacil doke o wreel
COLus did T LLle 4ais €6 IV 400k gl sautiae congdnue OB
lod b GalolGe

cidclicy cau woed G - Wwries8 du uds laye & W wut

LA Ghe sUXAcs dn owscl dus' sione cboous SO, U dn
ek O aG abw elakdidvcbe Cixy -lo, o VOXy Amoox
s groiagtisiug abounty JNoelley?s  Clleules O Lo such

4 owderCe oy 4 torturine the vactin - uygoct tac urcall cone

g
-
iy
c
&
°

o, CA0. La eidages wdta dnak, lockse Uholluy's - urdses oooilly
canpt Lpart tue feelin, of OIXOE. ohx:lley fas Taiwas i
Tinyus in the ldteral sense ur WU Wworue 't fur) ol tho
At e sl theus on Tle uchk do neatocly tortured by Lie

i dete he gSidndtual suiiorin s ineiicteu wy tian are trano-

Hosec o vdvic organde dmagerys

“.het we wilil Le wrzuwe  thought beneath thy brain,
"ne £oul cesire rounx thine astoni:ixx. heast,
ina Dloo. within tuy labyrintuin: voins
orarlin like ngony?'so
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<he rurdes wadch represent, ootin in /esCliylus anG © a greot
extant in . helley, wilc, mad ana tormenting thou,hts, are
followeu by thoughts of ope, i 1 ro hwcldes cix weep dmaglining,

“the subtle an. fadr s';:a:l..r.‘l.t:a"-sl

(v) .he undtics in shelley's play

in Prometheus tnbounc ~cschylus took tle tasii of turming
o long serics oz oveats intc wrera witiiout € help of octions

Kitto writes i tids coane:ction, *-"eoch, lue in fact cxomatizesn

ti emoticns & ot t.o events® .32 L urtier he grites, *"it

CAlIDET M W aE exvept il toae spidrit of lyzical drame, wnose

e

c8seace 1s not rovarcat s aotion Ut orasniabic wotion and

inecnisification. a2 ool drandeic moveraent hoare is onc widch

-
Cawg luwe L Wic WA oo o disovoaslo _.'1'.;.-:,:..:..51cx.‘.3"."3 Lhere

ids ittle octioin in Jhelley's Jbound wo. E course,

a 3 —_— :
as Lliver Llton cbperves 4. more happens ln Dromctious Unbounc

Choul in LJroLcticUs Boulk.e “.in LIoel SuLioXox", i. Ll critic'g
opdudon, “merely ceiies, lilotens, no iz suodcken oy the

e WY AT LG sy k-_.-“.'l.- ol Bl O _l.i_..n. Wetedl A2 lost to us e
«het is ot axoact., the cagse wati: (enle s 2o tlisuse hote
gvel ction is theare i Lhelleyfs drama 18 outslie Jronctheus
e Coa. e hos aothdn | to Jo wita it axce € Zo1 the fact
tuat e Gajoss She rosult. coittecl,, Jhelley fails to explois

Tho terriidc confoict Lobiean Froarctiets oand. Jupdtere The

i

rgtic oction caly conclisots 1 the suifoering oi Promctheuss

H
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The main action comes in the last part of the Act II ang 4in
At I1IX of the play when Asis penetrates into the <¢en of
Democvorgon tollowed by Jupiter with happiness restored every=

whorea

There are descriptions, sometimes cbscure, of natural
scenes wnich are the products of shelley's lofty and wmrege
trained poetic flight and can only be imaoined, andi not to be
showne ihe cumulative effects of the drama, it should be
agmitted, <doeg not ¢ore frorm the action but from the emotion
while the characters and the plot are a mere mac.ainery for

expression,

Originally bhelley planned the first three acts of lds
drane® representing the aAristofelian iaea of veginning, middle
and end, But the cvevelopment of action in the play is, by no
means, convincinge. Act IV of the drama nas little aramatic
necessity. but it 1s not a guperfluity, It is the fulfilment

of the artistic and gpiritual unity oz the playe.

inceed promethieugs tnbownd is so much a drama of jiceas

that it has no very reat [ lace ifor action. It presents 'a
vision', not real events or concrete facts as the Gregks

thought them to be.



In grogcthouws Lnbcund . l.slloy caxed not An. for the

uritivs o time mnd plaxe,. bore lo o ECuilor ownie i etole
it clipgin. tc the entire weslgn co ﬂs:}:: twe undt,y oi Eimo
is hardly o any drpoctmce. $he wnity of time, wuever, i
followad by ~helley as the curetion ol the action is fror &
1dttl> before uawn to sunrise., holley © Ul have obosarves W
unity oo _loce wakidny, ads Joetry 3 idlctle roce Coop a0t o
cranitics ~ut he Ccarew vore for the varicty oi tie changing

oCeftily

(vi) Che Jtyle ane podcdt — how £ar erock?

40 mito of his aabitual rusdn., 0f Gawh TERCaEUY,

L lla s shows Lo tle sense of aroma in Lhe moechovdsr of

vrom-tinus noouis L .oo only it T e umMtarn il Zeotures of
o e 15 compdutal, waavole v aranatic axcitomomte Thorxe
ie m Llot iu we wowventionad sense o. choe toxn e the

s ok LaxtsS fe oo dyrical. ft is sbout thuoe $lxs as Jony

ag & onanl uroek tragatfe

sholley calls Promctheous Unbowutx "o ly-icel crrma‘sﬁ,_
and, Jinkiaod, the liifcal pavt in it redonanaiesSe o0 it wocs
in Aeach;lus® orama. Jut os Thowson obsarvos, ¥ ».e the lyrical
parts in Jlellay's womd ov rilor thedr bounce and mey alioust
ba nod. o roun the gixle moan in ecdying smng..'37 Yhis dio

CONBL Ay o e sLinit e tracition ox Claswiccl art widch



wouldy ot mo accownt, (=rmit one Kine of writino to uncioschn
won WOthere Limlley*s lyvical aboncon is zlso contraidctory
to the very spidit oo the classical creek arand, iece saverit -,
calim, re.ooe anc sublimitye Again, se seldor, Jine colour in
wregl. 0wtrye wut there is too much of it in chelliey's [ lave
£he vary pledn dron chalns o-n the Greak wWanf are transionns
inteo vast s glittering glixciers wiic.. bing the Titan Lo the
rock An chellay's. In ohelloy's crama o alsSo ox erignce »
kaleicoser de Gianue of scinery 7 dch is foreion o wroeek

CEYNlg

i cartain regxx<ts, howevel, @ holley follows esciclus,
I we count Ponthoa 2ux Ione ns arts ci i chonus, e @ 0t
Zioy more tion twe perg ns on the stage in _holloy's . rmma,
a conpvention which eschylus £0lloir wve Al wnue e HIvEe 10ET
thnn G ci.aracters togetirry it is yiea Hercul- s ol ~8es

rromethous in the resence of \sias

olthougn sromothcus tnbounk has its afZxrianit  rith the

reach lean mboely its iceons e, by no means, Jeschylenne ~he
wirole a8l 1t oci helley*s . loy Las boen Mo ernlsece Certain
things like te uxhoaceable gouds and tie gross o pusely
shysical character oo the unishments tnat we £inc in reschylug
canno - be anpreciated by tie moaern worlc. Thoy are equally

=

unacce. Table to shelloye diclle/'s mo o era inctinct has lec ldm
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to make oot motor inl alterations o ot ol Ldolu, 20t only
Ly incressany, e b L€ o.  nyudlld tonaats jite . oum
Lach e _Awed,s spdrdtu.d b Lleo o, w@ely o e ehoracitor o
£LOINCEIGUS O B0 Cptaghrocix: 0. tae _lay sdth chot enoliaeus
~otive 0fF Lorgivensss wuidcu see s to be tie larjest ovteoms of
the vaveloxxi arsonnlitys vruly whai sholleg®s Promothaus
dascrives s own suffarit. , W lags ol stIess od solitlce,
SCOL.. i wed,sdr tuon pescayius’ aerv uDuSe JTIEE T @xT
aote, noticeable in shellaeyts .1 y, iz tiw very ioa.. Of the
Lona betieen tiar sorl of sian o o splrit of Habwe. Yhe
sublin: woctrines of love, that ye fik in chelley*s |lay,

ixe foredys o Aeathiyluse Sy cre loaoigyel, rletwadcs o Gie:
oafoce Lmnelley remarks, "let ot the acvoustogs on injustice
e surstition flotter Loenselvos chaat o Soounls ke

gkl lus roler thon ylato s oy :muﬁ:l".ae

Lhelleyts reresentat.aog of Jabasda, o G Zunetheus
MDOWR: —& 0t i Lie WSUR e ~lley policves in wae
Lacon e ole 3ty of love wr 80 leeded e salveakiea of
rraetile s vore WLlluy., € eVGittilhe -ar caoiiuvcticn uf Liw
Cyronte i@ wale ke edyr oo love ow ehern doobicon ds bl Lo
Controd @pds Lesting. a2 is necousaril, @ renel ayednost
tyrannous aut.oritye .wEShylus coulc. ouly adat et the rebellion
but 4.0 Ko ey to o to the Jlogdcal leactine Lix lwes tho

NVAL dD suldeoom 26 206 e e founme in o obeiaylUbe
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Of course ovik.iluy acs -ds own dwed oo s atoldsm, w.dch
Luns L S Choral lyrdc dn £ fi wCe id (Ll Gi=ul) oi tike
cdlaye ié¥: beildevos tuat 148 wills cove dm, whoereos it ds
LEMDYoOXyont s lew w.dci actually 1oVus ldie bk ZGr  sChydust
arbitrary zoxeuwonany Necessity wadcn is suiekior to wGuUS fax
is aeternunu Ly te »aces ak o Wdug (wl S5idwil) vixelley o
:;;l,bldtitl‘-tﬁf..- Tl dnburont 682851ty wicraly Ji gifuvet Loliowu
.!‘.'(Jtuulﬂxlj EXO -,i\r&; GCallsse

il AOVe LOr Jranueur la dature ,we ik s coschiylas
28 weil as in Lhellcye e8GRy lUS (dadiicl@l Lisbiaes I owiwalley's
CEoOthems Lnbounk, tiw lanuscac Gascri-ec in .ot oI feiuns
WS Ok WIE Gl VoIS Gue w0 WOUS Clie PUC:. . w..dcs sroumetacus
45 Lx WlGe sl reael ini hibs o Tik Ceslldbe Cioy uid waia
unoedohoourec wdl. oo JasCiy lue i 'eads weil cr eagle oooioling
countaing, LLIGCK wintry, ceal, mumaa.uxac'ag is Jhelleye Lhe
SCOIIm=L Cal Cuaang, cartimyuike LionGs, wairldadn.. 2 2romethcust
Tirst speec. are all remindscenc oz ,eschylus. in the Zigst
s2eCi, there ds cu invoe it oo tu the Lauts, =k to the Heaven,
S.iny thne AL Mountainse Sun ... S@a .ive not heost 1ds
1goNYe I8 is aloost o liwrael transl £icn i linog 19=22 of
Husciy Lus? drana. Where arce pasallel _&ssaes in vrometicus
sabound & pleaty and images and iuees have clsc been used,

fhaps waConiocciousdy oy tie ronantic O0ute 'o.ele __u;.;aes‘.?

a0 a8 ecatdon of lhelleyts 03,038 suoun tie Larnallel

SAgsaces dn cotadils,
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Ce whxllov's Bsponge to reak Lrapastde Foym s ellag

(42 introcucticns

Ly tho anau of cctooar, 18zl uheiley findshec the
wrana, "if urame it must bo c:a.l.lcc:"‘}i, of .jellagy XK e
cedicateu it to :rince Jlexancar Jsviocorcot O o took poat
in tix contemporax; vreak vor of liborestion wdch ins dreu
cthelley to urite Lelles ‘no a&ftorcac i 8 paradlcel to
seschylust  ley, cersee. sut the lirdestion oo The ovant coul
ot ,arnit ir to follow 1o rouwel completely., Shalley hdncals
ex lains nds limitation in coe rreftoce @ Yohe argoe of
raschiviug ~fforded ne thy: firgt o €l of my conce tion altnouh
the decisio:. of thie glorious ~onoest now waging, In oroace
being ot suspen ¢ forbias 2 crtastrophe narnllel to the
retiln OXf XoerXes anc iR cesolation ol t.o _.ousionse I heawvag
NOr Lo, cuntented nysoelf with exbidlbitine @ gerics of ladc
dccures, for. with having wroucht vion tixs curtain of tut:urit_-;’
wdch falls uvoon the untinishea scong, such flgures of
indigtinct ~nd visionary uelineztion =s suggest too f£inal
triunph © the creek Cchuse ag & orticn of the cauww o i
civilisntion and socinl .‘l.lru'mwmsrzb“.& ~hellayts ovjective
in tinds play wos "to weave gonus of Greece's oncdoent glorics

into tiy fdabric of curront oventsg —=e= o fabric widch f£allec.

to materializee becrusc tine war hodd not renlly staortoc anu
aels oL it ras usroreclic nG g&rblac':".ﬁ Jovrrrer Criticy

1:kc Aundal Gowca think tuat it is *a scrious lyrdccl play™¥d

13



and "haos mech morc 0. SO0 Lo oL & Groel. tragedy than tne

sxopotinug". *°

(11) <he J s

SAdth an eye on Lhe mowel, ok lloy culy sets als scane
13 constantinole. wut ohelleyts soblon 15 to descrive in
vetall Lattles yet untoughte As © regult t.era iz ldttle :<tioa
i. . . Jlote The play begdns sith the cescription of the
Turkisn ultan vamue aslecn, obld. ijous o- the swbversive
Caoruses beiny chuncew by uxoek slave womene [Then Hahrat wakos
£r. . trowblac «rean, ax Gds sorvant assan tells him that
if e woats it ox lalnd e sinuda coasuldt an Wk Jow, who
Iows the secrots of tie resaent anda tie pagt anc the futuro.
Thoe Jow is Ahasusrus.  dter arranging 1or an ancuunber Jith
hin, ..assoaa _lves e egtox O actaillek hdstory o. the war
aghinut The Ureeks, + cUur LesSSengurs bring worse nadss
Ahbaguerus «e.dvers a gtrange Eoplactde ddscourse and hyploniaon
colnue 9o chat he can raelicve hds wreodhe In olds trance i.ahmur
soep tae saantor: of Mahomet tho seconc who prodicts the amd
ok tho wmadro, Ik cragteu, houts vifegtaye bregk als oo
ark] scare away tia phantome “he uhnouting signols o Juwrklsh

victor s but halmuee now knows victories are hollowrs

¥ xak ldoitadng wcfore cark mons poor La:int gsmilc

46
of dylng Isleam®™,

WA S0 NS DEEQ,
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“hclloy urote o one oi 'ds Lricnas, “iellag was @ sort
cf iumditation on the yorgae ox ;&mhglua".'” haschylug?
dergee i (4dstingudshec by splencdc wescriptions oi battla;
it .lso offers oportuniticy zor cffccvive pagoantrye An. it
is whut & eritic cails a “sm;mnr.m ~shwolley's crame 4s
ootadn), oL tie kdn. ixwaver, the imicatica is perce; tible in
& NUEEEr L sCLNGSe dhu gxcessive gdoo.. of calmuc cerives in
Lart wron Cie conudstently loony RoLs oi . tossa, lorxes®
LOTEE, i e ciorus e at tle uvad, of Jxerxeg himsclf,
LOConGly, ©oe anpouace.cnt i delleg oi the routin. or the
furks o0 lenu mid sea nas & paralleldl in cine Loxsion messengerts
account or tae Greaek victory ab salanudis oo we conseyuent
corslon ugfeat on ianc in sceachylus' dramae suxe £inally,
tie callin wuo of the upirit of .@homet resamwlas Ciae caliing
up 0of Choe g odridt o Lardug, o yave @ simdloxly yloony

HESS 8 Qe

it is alleguea by the critics tiat aellas a8 no
WdSyin, thame o 0 wru.otie IoIne veralc .C. Lieue, iox
axa ple, gulls it “a Greek Loan".w wes v King-Hele ©bserves,
“hagllas is an dmperfect conu.cat 0:f Lihuliley's intense sympathy
LOor Ll Greek cousae Marks of nwry arg wuricten all over ite
Veay ddttlde heopense anu chat ldttle ig cnfeeblew by boeing
e OLtal qeee ~helliey too oktan reides on c.e (Rios ciic
LIAGOEYe 2 ndikdel 80 awetly, 0 Qa muic catausiosa, to

CET, e vuerge thiough utclics whebe che matwriol ds yocefully



Cilin qee =ik O 49 SO0 o dooadC O cQSuiVe Gk i 0F uXaiiy
2L L Chal crzaotice teasdon o locks 0O e Clioildc los lay'a
EN U groke ol fastual :i.ntureat".so wacddoy ndmoscls says in
She Froeiooe to Joadlog thot oo unh concentor sclnooeds wdia

Siadbitin, a cerdeg ox lyjsic (ACTUcwSe

(2ii) ety 2

ot At siootd not e taou bt Bk lieddgp oo B0 ari. CAc
SgtriCturue +he struwetixe bioes itoclf ocun e cuatral UL Oy
aguely Lallying too oRglish public opinica i the Greoks
Ta Tl cunouneaientg o Ghwe LDotrayals vy the great Ouarle
L MVCE, it Is on @ small scale ane Ce cwujuetl aos oot tic
rinality ox eveatde ~ut it ic ¢ wenuldne oo our o= cloral
dysdec o wronl, & peeuddar | o et s T uruel. Caeobtrics
. deg reprcsuncation ox gwento au 0o oy 1t voniosis to
Iistotolin wiinition of cxayadye .(dGi: dLs witrictar £oOriy,
Jgelag is as ancadble Co G Llic gtaww ap G gors
lwiley sot udmoels the 1linde or cesciaylomn L or of (rama
el rait. fudldy fysuamea to afnuvet v G us Wiree CliEGGs

Cos nteracting witlh th|e Chioruse

The finest &t Oof .i:llag is the chorus wadchn Juctuntoes
Clae ncticne in seschylus® wramn, PEIsu€, tic civrus 1o the
ein figuzce Jh crame is naned after thom ane Ll cromatiot

srdloarily coocerned oith thame i Choxrus in fcscuyluct

[ 2=

[ =
=]


http://'jrlototaJJ.cn

arame is mae up o. the swviving manhooc of Parsla and the
Pargian womncne whalley's chorus in ugllag consists o the
captive uwreagk womene in de mote on tihw civrus i llay e loins
thaot Lip chorus has been allowou to regresent "the opulox
potlons OF Christianity eee @ trug in zhadr relotion to the
worghip thoey sSpersecon [Graek ;.olytheim] .4 thet wndch in
all probability they will supersece [ .lecm_?. witiout congle
carlo, their morit in 2 redation wore dem“sal'.m The chorusco,
28 il 8e bhc;llwySz noees, are simgularly imeglinotive, md

2 docious ia Ghedy versiliicotion.

whe ¥irgt cnw. the thldrd o LS9 chorusas roeall the
yroadt s of Lroeun. <l seoa chorxrus i spoecinically
Chrictinne +he humon soul travels in 8 Cchariot Corcwd e

cust ok li e of lifce srom bhirta S0 (oothe

These ciorugses lea. uy to the welleinows finzle
exiressing he spicit of tie joems .lx Zinale combines

~hilleyts hopes Zor Greece's qqx mwn's fotures

"he oridts reost oge be dns .now,
The wlilden ycors retuwm,

he eartn eoth like & snokc rency
Jer vinter woex.s outuurn 3"
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In vergae t.aorce 1s wut o oi tnce fev who cecares Srom
tio cilisestern ax. successively unfolds © e gredtness o. the
catagtrc;dae _tt, -helloy, in adition to llessine brings
ooBLANOrs, cnc oftar agotior, vach anncuncing iresh ciastor.
Bagn npessanger is a dresh fulfllmeat ox the Lultan's foraboddaye
Ahagiperus oleo wings tiv visjonwdes o tido is, O Goub,
inflvencec by the hantor in PErsoe.

whe cheracters in ye.lig we aot well-(ravi. whe only
character worth the naue is jelmuc, ..o gloon. surk, who is,
at timcs, as hksitnt us llomlet ond as eager for supernatural

solicitings ag Macouth. The other figures e all wixts.

(dv) ihe o its

ﬂel!,g is the lost of Shoelley*s mojor 'oviltical ©OSe
Its aims are tihxee., ihe sfirst s fincomontally jelitical 2 to
calabrate the sreek war ayainst tie Jurks ag 8 _Qition of e
cause of civiligation and moral impoovemant. {ne geconc 1s
agti;ical 5 to ol up, 8 an exanple for the mow:In worlo,
tio wonerful xideve: cnt ox Athons in the ifth cantury w.Ce
anc to < escribe o new Athens symbolisin, liberty md decicatecd
to the spreexi of brotivrly loves The thind is metaphysical 3
to ogsert tuot tiowht is the sole roulity ax that sll aelse

in the worlé is o shadow and 2 Crotme
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Jhotevey nay oo the ait o the pouam, it hag an augtract

2nle S has been _ointec wut by Comoron, ' eee the vislon of

G2

-2311a8 rovolves eee around the [assing o@ whe ‘winter ©. the
world?, anc tho comine of the "Lpring® of & now socictys It
anticipotas *a -erioc of revencratlon ux happdnoess® 54 in
tae now society, eyuelity mnd auwmen Lxotherhoou (love) will
ivlce -01 4t cunstitutes ¢ finer L osilg Lox worality mc llo=
sophy tnan either Jhristisanility, o: the leliylon of Lreuce o
othar religionse .uvCh astr ot vision ies not Lount in Lhe
Lfeek (Tapfe ,& ohelley seralis o wnorgence o1 an 1 @al crie
e oeperts sxul. A movels Jhe messa ¢ o- tie sulltan in tds

weting wietiy Ahasuverus o8 tl.in., tw o wvdth .ellonde dwsags

"Sultan ! talk no more

Of tiwe i ma, G bucure e tae Loast

logk va tiot wodlch caniot vionge

e el O ,

ihe unborn sac tag uk zintg™e

Lhde Liowat dg abaolutely chelleyene 20 ohelloy wndk wiadch
nas true Lilc ig motv gulbject to wegtructicn an thye Lxreg ok
oL Ureece will *Luilc themselves again dmpregnably; in @ o Ivimk:

cl.im".%

~hoelley's cramt, unlike tuc Persag, 1o o . pophecy

(won the title paye of jygllag is wristem s “i oo nzophet of



conilicts wid s..cll b cruvmoed with victoxy® ,).5? Lhe drama

has mose afisudbt, wita ¢he litoraturxu oi Rwoelotlon than with
iellenisme this has promptec crivies like Rutline €O commaat
that tha book e paar tha authoxr of "he Locum. Isaiah".sa

byt ohelley's visdon must ot e udsinteroreecs 28 religious
spivite (e we dcts tue rise of Mioert, anc toe £all of t ranny,
Live oi Lxaecay o foll of Isdam, vut he wepdets it with the

truly imllcnic lowe ol Iibertye
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4- Merope @ Arncla's Tragedy on Lhe Attic rmocel.

A. lntroductions
Temperamentally Matthew Arnold (1822-1888) was a Greek in
Victorian incland, Opposec to 2ll sorts ol romantic vagaries and
extravagances Arnolc sought to bring about racical reforms., lis
design was to tocne down what was excessive anc to supply what was
deficit. In arnclc's age tne spasmocists like Bailey, Dobell anc
Alexancer osmitih had taeir vogue. ~rnclc broke into tne Victorican
stroagholc of romanticism. Not @ believer in unbricled imagination
ana emoticnal exuberance, ne cnose to trust intellect anc a eritical
spirit. Like venjamin Jons.n (1572-«1037) nis nind was ceeply
impregnated with a1l the teachiny of ancient art. Lhuer the cirect
influence or iiellenism, he formed an icesl of sober and pure
simylicity, and made it the constant moGel of nis style. rie became

a staunch champion of proportion, lucidity, restraint and balance.

#@ note in the first volume of poens 1849 che predominantly
Greek inspilration of its contents, both in matter and in style.
The poem, The otrayed Reveller, is itself Creek in both subject
anc form, its rhymeless andé irreyular metre being an attempt to
rerrouuce the effect of tne choric odes of Attic tragedy. e sub-
ject of Sohrab and Rustum a.pezls, like the themes of classical
tragedy, to the great primary human aifections which are indepence t

of time, The end of the poen lecads us to the sublime acguiescence in



the ccurse of fate. I'he subject is troated with a clearness anc
sustained elavation of style 8o closely a proximating the Greek
rnanner. The Frgmeant of sntigone, Mycerinug, The vew cirens, The
Sick King in sokhara are all Greek either in sucject or in source,
or in the manner of treatient, riis Fre to 18 volume of

was the manifesto of classicism in an age of subjectivisxr and
indivicualism in pogtX e in the advertisement to the Secon. Ecition
of his pPoems, in tre insuyural lecture at (xford entitled, The

Modarn clement in Literature, in To A Frienc and in nmany of his

roems, hs paic glowing trinute to iiomer and sophocles. His dramatic
roem, smpeanCles oh Lthd is a verse arama on a classical thems.

Byt here Asrnolc nas not mooslled his play on the ancicnt Greek
tragedies. ihe songs of Callicles, a young harp=player io the
play, have, owever, all the calm JraCe of Greek poetry. The play
is one of Arnold's nost ambitious efiorts to represent ‘situstions’

after tihe manner of ancient Gresk trageclians.

Arnclc felt that in Englanc there was "a wide though an
ill=informe:¢ curiosity on the subject orf the sc~callec classical
schoo].'." Partly to satisfy that curiosity, partly also “to
enricti witi what, in the foims o1 the nost rerfectly-formed
litexature in the world, is most perfect, our noble English litera-
t.urc"z. Arnol. wrote Merope «nc  ublished it in 1658. Arnola’s
Ms shows how strenuwcusly he hac cevoted rost of his Cime
to the study of cleassical literature sc that his proposec work

miyht be artisticall; faultleas.



B. Preface to Herope : Arnold's Apologia for his Tragedy

In his preface to Merppg /rnolu observes that to reac Greek
is best, but that in nis own times 2 large literate cless coes not
Care to reaed Greek anc that accordingly for this claess he writes
thie play.

Arncda felt tine ceificienc; of fds preuecessois who mace
experiments in classical arama. He attemptec to write a play anu
retain the severest and most cefinite expression, anc make an
exact reprouuction of & Sophoclean tragedy. AXNolC wanted to write
a drama that woula be classical in structure, form, theme, senti~
ment anc style. Churton Collins uncerstanas that in this crama
Matthew Arnclc has had the courage to reproduce witiout the smallest
mocdificetion the exact counterj-art of Attic tragedy in its most
rerfect ghape, - in the shape, that 1s to say, which it assumed
in the maturest work of Sophocles. The critic maintains, "Knowing
well that what he / Arnold_/ aspirec to reproduce Gerived its
Characteristics anc crew its inspiration ancd nutrient from 2 world
which had long passed away anc which coulc not be recallea, he yet
believed in t.e effectiveness and permancnce of the “eautiful, whether

expressing itself in fozrm or in conceptlon'.‘

»8 thoe Preface ©o peropg shows, aArncld wus powerfully
affectec by the effectiveness of the form &anc tiwe intense feeling
of tne beauty of the Greek tragecies. In his words, "i have long
hat the strongest cesire to attempt... to come to closer . juarters
witi the form waich produces such grand effects in the haancs of

the Greek masters; to try to obtain, through the medium of & living
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familiar language, @ fuller aid more intense feeling of that beauty,
which when apprehendec throug: the medium of & cead language, =0
rowerfully affected me ... 1 CGesirec to try, therefore, how much
of the effectiveness oi the Greek poetical forms I could retain

in an inglish poem constructed uncer the concitions of tiose forms;
of those forms, too, in tneir severest and most cefinite expression,

in their application to cramatic poetry".s

Armold firet thcught cof obtaininy the feeling cf the beauty
of the Greek tregedy inm Englich by a translation of one of the
great works of Aeschylves or Sophecles., -ut he sbanconed the ices
beceruse "a translation is 2 work inferior tc ti= original by the
whole cifference of talent between the first composer anc his

translator™ . 6

He then thought of treating some subject incependentiy,
on wailch there ig - L work by one ©f the great Greek masters.
But, as he says, "their treatient b, the ancient masters is so
overwhe lmingly grest and powerful tnat vne can henceforth conceive
thar only as they are treated; an inde endent conce tion of tham

has become impossible for ua".’ S0 he gave up the ides, too,

It now remained for him “to select a subject ifrom ancng
tiose whicn had been consicerec to possese the true ragulsites
of gooc tragic subjects, on walch great works hac been Composed,
but had not survived to chill emulation by thelr granueur. Of such

sucjects, there is fortunately no lack".s

iroeld continues, " awng these subjecta, presentedc in the

collection ©f liyginus - tnere is one wiich has lony atcrected



ny interest, from the testimony of the ancients to its excellence,
and from the results which that testimony has called forth from the
emulation of the moderns, The subject is the story of z-azopn".’

The story of Merope was Celebrated in tragedy by more than
one poet. HOwever, the story is untcld in any extant Greek play,
taougi usec by Maffeetand Alfieri in Italian, by Voltaire amd
several others in French, enc by Jeifreys anc saron Hill in Eanglish,

A tragedy upon it procuced by Euripiaes existed in antiguity,

rncld obzerves, & nistuke, & yrave mistake in the
treatment of tiheir subject is conmon LO .eee Voltaire anc Alfieri.
ihey have abandonec the tradition where they better have followed

ity they have followed it ~here they better have abanconed 1‘!’.".10

ArXmolc nss criticized the treastnent oi the story by his
prececessors with much insight and acumen. @ hes been successful
in showine as well as illustrat.ng in his own treatment of it how
much more eifectively it coulc be treated by a closer acherence

to Greek traditicn.

;rnold's Intention was to gyive nis reacers "a& specimen of
the worlc created by the Greek maa,ination'n. in Merope. In &
letter to his sister on February 3, 1858 (ietters, ole I, pe. 68~
69) 2rnolc spoke highly of the power, granceur anc dignity of the
Greek imagination anc stated now it is hard for us to appreciate,

ave: to uncerstand it.

in his apoloyia ior his tragedy, /xnoldd is quite bare~facec;
it aims to present a tragecy which might conceivably be “a long-
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lest work recovered by & happy chance and transposed into Engltah".u
The work is to have the composite face of a Greek trageuy as a whole,
to be after neither Aeschylus, nor sophocla:,not Buripides, but
essentially and wholly Greek. But as Anniah GowGa writes, “Arncld's
own sensibilities plece him nearest to Sophocles, since he is
equally lacking in pAeschylus' impassioned fire anc Euripices’
psychological and caustical subtlety, but at least approaches the
gravity, tenderness and serenity cof the ripest of the ancient
drmmm".ll Churton Cellins speaka highly of Arncld's success

in his experiment ; *.,, he has produced a poem woich is not only
the nearest approach possible in any mocern language to Sophoclean
tragedy, but he has illustrated, as effectively as sophocles himself
coulc have done, hac he written in English, all that can be achieved
in impressioa by dramatic art working under the conditicons imposed

on it by the urﬂks".l‘

Ce The tubject of rerope

Arncla modelled Merope very closely on tophocles' Electra.
in both the tragecies, tne action is of a son's return in disguise

to axact vengeance for a father's ceath many years earlier.

The action of MeXcr@ opens at the day break on the morning
oi the twentietii anniversaxry of the murder of Cresphontes. 2epytus
and his uncle Lalas, Mercpe's brother, nave just arrived in cisguise
from Arcadia at Stenyclaros, the purpose of Aepytus being to make
his way into the royal palace that he may announce his own death,

while L-icsis to mingle with the people and ascertain whether any
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of them still remember their olc +in. lovingly anc are hostile to
the present king who murdered him and ocCupies nis place. Twenty
years have passecd since Aepytus, then a baby, hada been rescued
from the fate of nis father anc twc brothers, and placet by a
fajthful servant, Arcas, under the protection of his maternal

gr enc-=£f ather Cypselus, the reigning king of Arcacdia, There he had
grown up to manhood. #ith his mother, Merope, he kept wp a regular
communication throuwh Arcas, wno visited her every year at
stenyclaros, .he wcult pine tor ner son's return and restoration
to his father's tnrone, Aepytus, on the other hand, is bent on

taking revenge.

Polyphontes, the presént kin., belongs to the family of
rHercules. He establishes himseli as a yoot ruler, lie has for his
wife Merope against ner will, e explains his bloody and unconsti-
tutional act as just becsuse Cresphontes' liberal views wers

nampering the publiC gooG. He thinks ne nas saved Clhe realm.

But Merope thinks otherwise. cthe argues that the wisdom

of her husbané's wesire to unite congueror and conguered “into

is

one puissant folk" is the only practical way tc a safe supremacCye.

Folyohontes can be fearfully convincing:

"Dizz; the path and perilous the way
which in a deec like pine a Jjust wan treacs .,

Byt it is sometimes trocden, oh, believe it.
Yet how canst thou believe it? therefore thou
Hast all impunityee.si®



Merope has meanwhile been moved by Polyphontes® kincness
and consideration. -he tells her son of nis serious statecraft
and calm rule, bBut her son is committec to his father and cannot

understanki her,

reptyus' icentity is kept secret., He reports to the king
that the prince ia dead. The king orders him to be hospitably
entertained, intendiny to enquire further of him, He, being very
tired, goes to sleep.

Pelyphontas implores Merope to merry him anc forget the
rast asince he thinks, 2ll possibilit, of revengs has now gone.
Merope cannot divulge har son's plot, She only urges Polyphontes
tc £1ly 3 "Cut short thy triumph, seeuning at its height"."" He

thinks she must be mad.

rrcas, acting &8s @ chanpnel between the mother andc the son,
now arrives in tears., e brings the news tnet lerope's son has
disappeared from his protectoxy's house and is slain, Hearing this
lercpe guspects the sleey ing stranyer to ba the murderer of her
son anc comes into the guestes=chomber with an axXe anc is abcocut
to kill her own son unknowingly. Arcas recognises hiw, and prevents
Mmercpe from killing him. PFolyphontes, deli_hting at the supposed
ceath of Aepytus, celebrates a saecrifice, repytus, being the guest,
pretends to sirike the sacrificial victim, killg the king and
gets back his father's kingdom,



The choric interluves nave obeen steadily rising, reinforcing
the cramatic power, ana at the approacn of the climax, they reach
& climax of triumphe Foly,hontes® body is brought in,lerope
meditates on the *inscrutable' face still bearing its aspect of
majestic care' ;

"What mecantest thou, O Fo lyphontes what
begire¢'st tnou, what truly spury'<¢ thee on?"

e ;_—_in

is it/polic,; of state or merely /ambition in rolyphontes? Merope

ig

can neither triumph nor mourn over one wno had in hinm both 'worth'
and ‘bauness’', NO men has a fixed concition; a two=iolc colour
rinygs in alle All she can wo is to pray that ner son may make *the
one=colour' prevail.

Yhe beat kinc of plot, accorcing to Aristotle, is the
complex plot, wnere botn *recogniticn' and 'reversal' accompany
the turn of rortune simulteneously. in Sophocles' Electra, we
have the combinstion of the two in the scene where iLlectra
recognizes Orestes. in Mexope =1so we have an excellent example of
tie Complex plot. in tre scene in wildch Merope comes to know the
true icentity of her son, we nwve in cumbinetion 'the turn cf
fortune', ifor she passes from fortune to good, from misery to
cocntentnent; recognition, for there 1s a change from ignorance
to knowledge, from hatred to love; reversal, for the very opposite
effect to the effect anticipated and intended is the result,

Arnolc fcllows Sophocles also in hds treatment of Lestiny

in tnds clay. In the Electra Lestiny -nC the Lestiny-elenent are



kept altogetiier in the backgrounce In lexope tiey are, likewise,
scarcely perceptible and in no way operative. sophocles has minimised
thelr .owers as agentse In tie Elgctra retributicon comos as tie
moral result of Crime dJdeliberataly cong and aggravatec. In {erope,
Agpytus is, indeec, the bestiny=lec straager, but toe Destiny woadch

leats him is little more than t..e impersonation o. the moral law,

De The Tex%s Acaptation of s

Armolc has ac appropriate clesaical story, untold in any

axtaut Greek play. e vorrows irom & large number of classical
plays, nevery allow.ng qde inaebtecness, however, to become 20
obvious as to become orfensive. cz.i.t..i.cs:g have pointed out how

some of the speecacg in Armcla's play are acvaptations of tiose in
Greek plays. In tihe opeadng scene, tihe speech of Laias,

as well as that of Aepytus (Ll 1=75), is mocellew on the

speech of Sophocles' glectya (Ll 1-85), witn Aepytus ond Ladas

in place of Orestes oac his gervant. The speecn of Aepytus (Ll Si-
8) L8 an sgptation of Aeschylus' chocuiorge (Ll 10-18), some

of tie limes in the lay have strikiny resemblances te lines in
Agach lus' anc sophocles' pleyse T.e whole of the kommos (L1 385-
544) in Anold's rlay i8 mouvellec closely on that in sopjhocles!
Lliectra between cLlectra anc the Chorus (Blectra 121-250)., The specch
pi the Chorus in lines 309«91 in MErope ic suygested By Aeschylus!
choephorog. The wirst line of Merope's speech (L1l 477-486) is an

echo of sopiocles' /ntigone (L 858). The speech of Merope (Ll 478-
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Bo) is suggested by Aeschylus® Clouc. wrce (Ll 345-53). IThe choral
oce (L1 478~91) is suggestec by the uescription of Agamemnon's
deaci in plectra (Ll 193-6). Lines 526=27 of Mexiope

"But Zeus, who accounteth thy guarrel his own,
5till rules, still watcnes, zndé numb’reth the houxrs® 20

are adopted from lines 173-5 of sophocles' Lclectra,

"Courage, O cvaughter, ccurage : still
ridgh Zeug in heaven is king.
Who sees anc governs all%, 21
The speecn of Mercpe (L1 571-8) is ap adaptation of
sophocles' ajax (Ll 895«3). .ines 589=30 of ieropé is amother
acho from the Ajax (L1 550-1), Line £857 of pMercpe,

'S0 dies tihe last shoot of cur royal treel 32

is echoed in Lines 598-39 of sophocles' aAntigone,

“Lven now a smiling light
was spreading to our sight

O'er one last fibre of a blasted r.:ea-'n

The stasimon in lines o30«913 of jLrope resemulcs The
stasima introduced by Sophocles just beforxe calamity anc suin is
sbout to fall as in lines 692=717 of Ajex, 1066=1109 of Qecipus
iex and 205-~24 of Trschiniae. 1t was also suwyesteé by and borrowed
from, a8 Arnclc nimself indicates in tae Prefoce, by the choral
address tc PeacCe in a surviving fragrent of Buripides’' Cresphontes.

in the lollowiny lines (Ll 1054=55) of rMeriope,

B
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“No, sometning must be naxod,‘ and great,as erst
Our dastara pstience, be our Garing 4

we get an echo of Electra's cveterninstion to have vengeance in
her own hands when she hears of the reported death of Orestes in
Sophocles® Electra (L 547 ££). Lines 1102=5Z of Merope congtitute
4 Kommos closely on the mocel of those in the Llectra. lercope's
speecn in lines 1251-52

"From the first-wrought vengeance is borm

A long succession of cr.tmu".zs
may be compared with lines 758-50 of jeschylus' Lgamempon wiich
may be translated thus s “A deed of impiet; begetteth wmany otherxs
like unto thelir family". with the messenger's account of the
murder of Polyphontes may be compared the account given of that
of Neoptolemus in Euripides' Andromache (L1 1085=1165), on wnich

it may have Deen mouelled.

Apart from these acdaptations and resemblances, there are
some commonplaces, borrowed from Greek tragedies in Mergpe. The
Cherus conscoles tsrope by sazing,

"ot o thee only hatn come
Serrow, O Quoen, of mankjm‘.“

it is a gtock commonplace in Greek tragecy anc imitated

cirectly from Sophocles’ Llectra :

“ITo thee, thee single in the world,,
- w 27

e

el r1cer, no JYlel COME



in line 585 of Aznold's play hermes is invoked
"My Hermes, herald oif the dead, comvey
My words below to thee, anc make thee htal."zs

An invocation 80 Hermes opens the Choephoroe, LOC.

Bad news is generally coaveyed in a brief way in Sophoclean
drama. In Merope sepytus himself, in disguise, reports his fictie

tious death to Polyphontes in a sentence,

"Aepytus, the ressenian prince, is maﬂ".zg

This is an imitation of the wey, in wnich the death of Orestes
in Electra, of Jocasta in Qedipus Rex, of Cedipus in Qedipus st
Colonowus and of Antigone and Haemen in Antigone are announceds
The fictiticus account of the death of aAepytus (Ll 721~
B856) corres oncs to the fictitious account of Orestes' death in
sophocles' gzlectra (Ll 680=-763). .hese fictitious narratives
are vifid, detailed and elaborate anc they form 1stinct ana

peculiar featwe in Greek tragedy.

Ee Charocters —— iow far Helleunic?

rost of the characters of the play are crawn with bold
strokes but there is doubt how many of them have the genuine
Hellenic stamp on them, The Characters are, however, not wooden,
as many adverse critics have suggested. They are neither lifeless
ghosts nor merely puppets, wire-pulled by the author, but aglow
with human passion., The characterisation 4is thoroughly Grecian
in spirit., It incicates “a range of mental power in the author far



above the avuam'.m

In a Gresk tragedy the sufferer i1s neither a perfectly
good, nor a perfectly bac man but an intermeciate perscnage, like
ourselves. shat involves him in ruin must not be deliberate and
repuls ive wickecness, but gunwe gr. at exrror; ne must oe a parson
who is highly renowned «nd, 1f faulty anc frail, with eminent
virtues. All these cnaracteristics are illustrated in the character
of Polyphontes. H8 belonus to the family of Hercules. A man of
i1illustrious linca.e, he had played a grest part in the history of
Messenia, :ils Crime was a terrible one, but it had besan prompted
by no mean motive. He had led the rival faction to that which
supported cCresphontes, and which was in ceadly feud with him. with
the help of that faction, i.e., the Lorlian, e hac murdered
Crescnontes and ascenced the throne, Thouoh he had forced Merope,
the murdered king's widow, to marry him, he haé been her husbanc
ocaly in name, amxw hag Lehaved with her witi tie utmost respect
and aslicacy, as she herself grcetefull; acknowleuges. Stanoing
over nis Corpse sne says,

“"eo.a I triumph not
Uver thy corpse — triunph not, neither mourn, —

For 1 fina worth in thee, ank baaness, t.ao'.31
in sophocleas® Electry, the subject is the character of
clectra. In this play {(£lectra) Kitto wiites, "... the hercine is
on the sta.e continuously always at the centre of tnings, placed

in sharp Juxtajosition witi some other Character, anc in situations



that are constantly chenging®.>® T,B.l. webster, likewise, holds,

*The whole arrangement of the plot ... is designed to give Electra’s
motives the greatest possible sCope, S0 that we Can see her in

turn, gloomy, scornful, elated, desperate, purposeful, sorrowful,
joyful and triumphant®.”> Jebb is of the same opinioms “The interest
aepencs primaridy on the portresiture of human chancur".“ such

is not the scope and purpose of Arnoclc in Merope. Arnold's neroine
has a Christian outlook in an age of paganism. Mercpe, being a
licttle intrcspective, has a touch of mocernism about her. She
cannct forgive Folyphontes for the murcder of her husbanC. She
strongly believes in the policy of her cead nusbanc to unite the
conguercr ant the coaguerecG. cut sne is not guiced by the spirit

of revenge., She is not blinc to the goocness of Polyphontes. Lhe

is moveG by Polyphontes'® Kkinuness and consideraticn. che tells

her son of his serious “-“=creit and calm rule, “hen Polyphontes
is murderec by her son, she Can neither triumph nor mourn over

one who had in him both 'worth' and *bacness’®.

In sophocles' Llectra, the hercine, from the beginning . is
a harsh and unlovely woman. seiny under the impsCct of her brother's
ceath, she is determined to avenve the death of her father. Later
Orestes, her brother, reveals himsel: and kills his mother. As
Electra hears the cries of mer aying mother, she is not moved to

pity. She is, on the other hand, in a mood of =xultation.

Now, Llectra's behavicour is not only crotesgue but also
re;ulsive to the mocern minc, what to _restes anc iLlectra, to

Aepytus and Merove was tue most sacred of < Llies, to the modern



mind is a crime, shockiny and reprehensible. in tie following

lines Churton Collins makes an analysis of the contrasting feelings:
"fo Llectra the heart of an ancient Greek wuulc o out in admiring
an unmingled sympathy, for he would see in her loathing and
contempt for her mother and in her tense tenacity to her murcercus
pur;ose all that a father's loving and dutiful daughter cught to
be. But how mangled are the feelings which she excites in us, how
painful the impression left on us as we leave her exulting in her
ghostly u'.lmph".“ Arnold is well aware of the repulsion createc
in our times by the spectattle of a woman tempered like Llectrae. In
depicting nis hervine, Arnold has made his one concession to modern
sentinent, Averse to bloodshed, Mercope has no desire to take the
life oi the murderer of ler husbean¢ and two of her children. she
aoes all in her power to save him, Lhe would limit her vengeance

to his dejposition apu the restoration of her sone.

All the characters of Amnocld's play at wit. the chaste
decorum which marks the characters of Attic tragecies. Indeec the
decorum proved a little too much for some critics. Mercpe's
exclamatvion when she Comes TO murder a yocung man with an axe
appears to be that of an Oxford woman. It Can Le safely sald that
as a dramatic personoce neither Merope nor Polyphontes nor Aepytus
excites our interest. 1n his Preface to Merope, Arnclc argues
against the handling of Polyphontes by Matfei and '~ " -7, ssying
that they dicd not make Folyphontes tragic and his relations:ip
with Merope intelligible. But in his own case, Polyphontes anG the



pituation Centried on him are refracteu through an entirely un-Greek
mouern senasibility; widch 1s copcetncd with the movenents of &
mouBLln moral consciousness andg the battle between abscolutism ang

pragmatiame

Fo 1he Formal moulds

The structure of [ierope follows & Jreek pattern. It ls as

fcllows:

Frolognse, dneg le384
Kommos, lin.s 285-o44
cpaisoaion 1 Lines 545=0<1
Stasimon I Lines 622702
aBpelsccion 11 Lines T03-E889
Ltasdaen i1 uines B8950=313
wpadsocion L11I Linas F14=1595
Ltasimon 11X Lines 15361683
kpeisoaion IV Linecs 1684-1793
Stasimon IV Lines 1794=1082

ExoGus Lines 1883 to tne end.

In 1erope, tie choruses are ranarkably Greek in tune and
cwoences. Arnolc follows Sophocles in hils use of the Chorus. In
sophocles the “horvs apscciutes itself with the tion oi the
aramé but in no way controls or affects the o«cCticn. It stands as
the symbcl of sympathetic anc reflective humanity, it gives lyrical
axpressions tc the cuiferings and otfers vunscl:tions, Arnold
himself notes, "To cumbine, to harmonize, to aeepen for the specta-

tox the feellngs, naturally exsited in hin by the sight of what wag



rassing upen the stage = this is the one grand effect produced

6 Again he writes, "After

by the Chorus i tne Greek t:agedy'.a
tregic situations of the greatest intensity, 2 cesire for relief
anc relaxation is, no couct, natural both to the poet anc to the
spectator, but the finer feeling of the Greeks founc t.is relief,

not in v teonzZry buk in lyr.tCaJ. song‘.a?

In perope, the chorus consists of a group of ressenian
women, *“sat-Chanting maicens clat in mourning robes, with pitchers
in their hancs anc Lresu pull'c £Ml"-” They accumpeny |erope
most of the time. They meke theldr rirst appearance in .ine 3684

O the playe.

The < horus appears as a symbcl of reflective anc sympathetic

humanity. It shares the feelings of Mercpe. Merope acknowledges,

39

“Thou touchest the worst of my ills", with Merope, the horus

pays tribute to the memory of the murdered king,

*a king, a king was he while he lived',w

Later it consoles Merope by saying

“Sot o thiee onliy nath come

Sorrow, C Jueen, of mankind.

Hed not clectra to haunt

A palace cefiled by a veath unavenged,

For years, in silence,cevcuring her reartze 4l

And then it rises to spiritual speculaticns
"Give not thy heart to despalr,

No lancentatica can loose
rPrisoners of death from the gravej



But Zeus, wio accounteth thy guarrel his Owne

etiil rules, still watches anc numb’reti tie hours

Till te sinner, the vengeance, be ripe".“
when rBrope seeks peace anc gives up tue thwught Of reveuge, tie
chorus at cnce feecls at cae with hers

“0C Queen, for an avenger to 2;]).“,

Thinking that so I pray'c aright, I pray'c

1f I pray'd wrongly, 1 revoke the prayer®,

in tne first croral ode (Ll 522«-702) the Corus gilves vent

to a universal thoughts

“But more than all unplumb'd,

Unscaled, untroudaen, is tie heart of man
More than all secrets hid, tne way it k&eps‘.“

The heart of man is obscure anc motives are many. It is
pernays right that the best man sh.oulc carve .48 way by force
provided that it is really done 1OI the ULLIC ¢oOG; ana yet wio
can never claim with assurance to be the elect of God? The 'orus
comes to the conclusion that Zeus condeuns a selfeasserting violence

ia the gulse of "Heaven's cestinec az-'.“

When rolyphwontes waks tae news C:f the supposec ceath of

Aepytus, he excleéims,
"A private loss here founds a nation's pem".“

The protagonist's feelings are echoed b, the chorus s

"pexce, who tarriest too longs
Peace, with deli.ht in thy traing
come, coume back to our prayer 8"7.



The c/orus thus assoclates itself with the action. It also
helps the movement of the action, #hen Merope hears of the supposed
death of her son and mourns hexr lot, tne chorus directs her atten-
tion to the young guest who brings the sad news to the palace and
expresses its suspicions

"He in the guest-Chamber now,

Faithlessly murcer'c nis .i:r.tcmv:i"..'n

Merope Gecides to kill tne young guest, the supposec murderer
of her som, The chorus then participastes in the sction by bringing

the exe, [fe choric iaterluwes tihus reinicrce tie dramctic power.

The choric intexlude (Ll 1596-1683) is highly significant,
Both in substance anc style this is one of the most successful of
Arnold's imitations of @ Greek choric songe. lIts parzllelism is

almost perfect.

ihe play ends with tie speecn or the chorus which ushers in
a feeling of repose anc rests
“"Son of Cresphon.es, past what perils

Com'st thou, guiuec safe, to thy home §

~#hat things caring } what enow ing §

Anc all tinds by the will of the Goci's".‘g

Ihe choral sonus are Chosen with great happiness anc thay
procuce in wnglish verse perhaps as nearly as possible the sane
erfect on the ears and feelinygs as the raythms of Greek choir
poetrye The crorus that tells of Arcas anc Callisto was CharaCe
terisec as'a mocel of noble form anc co.l.our".so srnodc himself

Claimcd the superiority or tne lyrical elensnt oi the choruses to

.
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the buffoonery of Shakespeare. Reésenting t.ds plece of iconoclagm,
the reviewer of Athenasym, Januery, 1858, characterised Arnold's
chorugses as "pages of interjections, or strophes of prosaic apd
most moral grtd".'u He also criticised the teciousness of the
choruses. A.iie Clough helé the same view. To lowell he wrotep
"The Choruses seen to me indiscreetly long and tedious even to
the classical uutcur".” However, the views of these critics

cannot be entertained. Arnolc manages the chorus with considerable
Jucgement.

Sophocles was careful to secure the unity ancd symmetry of
nis plays as 2 whole by corresponcing unity and symmetry in the
structure of the chorus, s0 that each chorus, each choric
expression of the lyrical element, produces in itself the same
harmonious effect as the drameé in totality produces. Thus by the
systematic employment of 'strophe’, 'anti-strophe’ and 'epoce’,
“a regular corresponcence of part with part, a balanced antithesis
of thousht to thouyht, of eamotion to emotion, is effected while
in an inde encent f£inel stanza — ‘'the epode' = the balance of
the whole is m..sa armold follows in the footsteps of
sophocles in this respect. We can cite an example of how strophes
and anti-strophes are arranged by  rmolc in tne Kommpg in lines
385=544 of the play:

The Chorus 3 Ll 385-391 sStrxophe

The Chorus s Ll 392«399 anti-Strophe

The speech of Merope 1 Ll 400=407 strophe 1

The Chorus : Ll 408-416 Strophe 2

The speech of Merope 31 Ll 417-424 anti-strophe 1

The Chorus 3 Ll 425-433 antiestrophe 2

300
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of Marope : Ll 434=-453 sStrophe 3

of Mexcope 1 L1 454~468 anti-strophe 3
1 Ll 465=476 stropha ¢

of Mexope 1 Ll 477~486 strophe S

t Ll 487=494 anti-astroihe &

of rerope 3 L} 495-504 anti-strophe 5
t$ LL 505=515 ctrophe 6

of derope 3 LL 5186522 strophe 7

¢ Ll 523-533 anti-stroghe 6

of varope s LL 534=540 anti-atrophe 7
+ L 541 strophe 8

of verope 1 L. 542 Ltrgphe 9

1 L 543 antiestrophe 8

of Y@rope 31 i S4éé anti~strophe 9

of Arnold's arama is unmistekable. Newer attaining

or uhelleyean strazine, the poetic element of

dercpe oS an appeal of its own. A8 recards the style ang alction

oi the play, Thomson writes, *Merooe is well written in a subdued

and low=toned way Gesigned to reproduce the gquiet concentration of

the pure Attic Btyla“.s" There are, unccubtedly, pesseages full of

creat beauty and of considerable iorce but it is to be admitted

that in a work like Merops, -rnold’s poetic foculty could not be

thrown into full playe. Arnold's passivn fogr the classical model,

oo douot, hincexs the poetical £1low. It is rightly rointed out

that Arnold nad to face insuperzble cifficulty while conforming to

certain hicewbounc rules, his poetry coule not Le the spontanecus
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overfiow of jowerful feelingys. Tiwle are some critics who holc a
cifferent view. Roscoe, for exam.le, thought that Armold was rich
in poetic ingtincts wioile writz.x:q? I%?}is_._ﬂ_ﬂ%éay.ss 1@ reviewer of
The b . undversit /in an article "poetry — Matthew
srnolé and Mac@arthy® agreed that Arncld's work celongec to a

56 The reviewer

aigher class of poetry than that of MacCartiy.

characterisec the cescription cof tie hunt of pepytus as & granc

and stirring piece of writing almost reminiscent of Homer. The
Jenuary, 1868 as for

reviewer oi 1be Christisu hewegbrance, /in an article, entitlec,

"The Neo=Classical .rame", put on reccrd his nigh appreciation

in the following WOrcsy “e«.
of the poetr; in frnclc's urams,/ dits language and poetIy <ee

are sustained and noblc".57

However, we must acmit that as in a
ureek trageuy, imagery anG lyricism nhave been suborcinatec to

action in Arncla's play.

The beauty and simplicity ol the language Of Mercpe crew
nigh applause from the critics. And indeed, irnold's aiction epart
from nis rhythm - for his rhythm is sophoclean - recalls muCh
more ncarly the crdinary ciction of puripidas., ihe forciblc anc
clear style is uvamistakably Greek. in masuy ci the lines acmirable
terseness is in gvicence. lowever, one takes exception to the
recurrence of ant.igue ejaculations like *aAh 8'°Ah me §°', <nd the
freguent use of unnecessary expletives. Juonson's abm‘ration“ on
the style of percpe is wortn mentioning. ihe critvdc holcs, as for
the style of perope, it coes nake an attemut, by oo means, entirely

unsuccessful, to recapture tie severe beaeuty of Attic verse. But

even iere, Arpolé is atten ting the impossible, The ctnglish lancuage,

361


http://crlti.cs

is 8o full of colourless aocno~cylleb.es anu oute-wcrn metapnors that
we simx}.ly cannot afforu to secrifice the awvantages derived from
tie pictorial imagination in wualch tie knglish poets have oveen S0
stronye lhe cifference between Lnyglisn poetry anc the Greek is like
the cifference between Lunglidsi pesinting anc sculpture, as he says,
rie then elaborstes nis view=point by saying that the sculptor gets
nis best efforts Dy wmere purity of ILorm; the pajnter Caunot cepenc
on that aslone. LUne IeaSon wiy Arnclae suCoeels bettex ia uds lyrics
Chan iu Che Diank veise of Herope is Lhat the oces of Greek
tragedy heve a auwcu more rigurative scc colomwed wiction than che
lambics used in drematic couveisation, anc such a ujiction is
natural to an cnglish poete. AnC in LLe ureesn tragylc poets, even the
non=-lyrical pacsages we eifective poetically in proporticn zs they
are effective arumatically, For aramatic poetry, according to the
critic, is meant to be spoken, and unless it has the gualities of
spoken poetry, it wili not make itself felt on tne stage. neither
iennyson, nor Lrowning, neitner Arnola, nor Swinburne, in his view,

seems to have appreciatec tnis,

Soploclean trageGy is ridc: .n tragic irtonye. in Llectra, =8
i otlkix of .dis Bragecies, irouy reveols itself iu ciccumstance
as well as in speecChe. #& have t.e ircomy of clicunstance whnen Eiectra
mourns her lot with the supposed asines of lLer brothw: in her hands.
in Aarnold’s play, we have an irony of circumstance in the scene
where FMerope is bend.ng ovexr her sleeping son, thinking that he is
the murcerer of that son, = wihen FClypaontes, with his hanc upon

the steer wiose blooct is, 50 he imsuinzes, to ccment the bond of
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peace and security, is about, by the shecading of ais own blood, to
secure peace in a very cifferent sense than the sense intendel by
hime. Of irony of speech, when unconscious, we have examples in
Polyphontes' speeches (Ll 858-883 amil 885-889) just after he has
heard the report of the prince's death, as well as in thechorus
which followse. Of irony of speecn, when conscicus, we have exa ples
in the last dlalogue between Merope anc¢ Polyphontes (Ll 1793=1837).
The irony of speecn is very strong in [8rgpe. rere, its centre is
Polyphiontes' pining desire for ‘pesce’, a peace which is to be

broucht about, though he little knows it, by his own death.

Polyphontes implores Mercpe to Pecome reconcilet to him

by saying, "Peace, peace is what I seek, and ~ublic c.:.v.-.J.ln".."'9

when ne hears the news of the supposedt _ecetl. of hAepytus,
e axcleimss

"A private loss here founcs a nztion's pesce” .60

(L 883)

His last words, just before the axe crashes into his skull, eres

6 rhe £ine irony

“Anu yrant hencefortii to tie Messeniaus peace §
of the scene (L1 1758=73%) may be comparec with that scene in
vedisus Rex (L1 945-1075) in whicn QGeaipus is pushing ids inguiry

with Jocaesta gtanding by, the secret now known to her,
The unities of tine an€ plece are also observed in Arncld's
rlaye In vophocles' Llectra the scene of action never changes f£rom

tne precincts of tne palace of the Pelopicas. In iBIope the place

of action also never changes irom the precincts or the palace at

36,



stenyclaros, The acticn ¢f Electra takes place between the early
morning and noon of the same cay and the action of Merope occupies

exactly the same time.

Thus, minutely asnti. ve in form, @z_qu is characterised
as much by the simplicity of structure aadt.he simplicity of diction.
Roscoe dallied on through pages on Arnolc's sense oi the beauty
of form ana finish of execution and harmony of proportion. In a
vell=-written review on Arncla's 'T.'.J.u-.--.tfc:yal\’l_el_ngp_e’ROSCtze dwelt at
lengtih on Arnold's “exquisite taste", "nice sense of fitness and
propertion®, and in all tnat goes "to furnish besuty and finish

of execution®. =

The conclusion of arnold's play is also characteristic of
the Greek tragedies, Sophocles' and buripices' plays enc flatly
anc sbruptly witn or without & moral tag. when the play is over,
there is an impression tnat the last words are of no conseguence.
Arnold's conclusion is plainly imitated from the conclusion of
Sophocles’ Llectra, but the last line is almost identical with
the conclusion of thne Trachinise. The end, no aoubt, evokes the
feeling of rest and repose. Je.He Shorthouse -~ ©&
opinicn thet “"the feeling of repose and rest wnich comes over the
winc after reading Arnold's Merope... is delicious. The freshness
and simplicity of the allusions ana descriptions, the fewness of
the incidents and the intensity of feeling produced by the few
strongly defineG passions on which the drama cepencs, all lead

to an aamirably calm and guiet frame of mind".63



Go Meropg 3 Tie sijfectivencss of the Form

Critics are not «ll in agreement in their views about
/rnold's success as a dramstist. Louglas uush holus lerope to
be "the most complete reprouwction in inglish of the form and
conventions of sSophocClean tragecy” .“ aandah Gowdz writes, "In
almost every important respect his / armola's_/ play conforms with
scme usage of classicel uagedr'.&s in his view no earlier neoc=
classical play in cnglish pmsmabliﬁgﬁgﬁ?b%%?m to the Greek
originels. The reviewer of The leacer complirented Arnolc as one,
who witaout any mocification or compromise, hac triec to reproduce
the Greek form "in zll1l its niceties and charactexistics".“
-oventry pPatmore wnmhesitatingly ceclarec in nis article, “iocern
british Lramd®™ in nic Courcge in rFolitics tnat “"with the exception
of sampson / sic_/ swonistes, it /[ hexope / is by far the most
faithful, poetical ana lecarned revival of the Greek wrama of which
67

the wnglish language can boast®, Lut, sice by side, there were

critics who cculc not greet ,rnclc's ianovation of & cram@ on the
sJanlery, it 68,

sttle model, The reviewer of the Christisn lemembrance An 3 twenty-
tw—-pageé::rgcle calleca "ihe Neo=Classical Urame® sadc, ",,., = =
result of slawigh imitetiocon, the play was a sChoolegxercise, &
copy maue to omx".ﬁs de Fo Kexr salc that (2rope "falls into the
colc empty space, where nothing lives, but vaculty, the piti.less

phantoms of mere form". -

50 far as the uramatic intercest is concerned, critics all
,as 15 already noted
agree toat srnole's crame fails to move us. Lwinburne/wrote 'to

Lacy Trevelyan on March 15, 1865 3"As for Proiessor ~rnolc's

365


http://�Po_lltJ.cs

lMerope, the clothes are well encugh, Lut where has the body qone?'-’o

anniah Gowca, likewise, observes, "As a poet “rnola obvicusly

lacks the ndcher orcer of insplrations. ie is vlest with the form
rather than witi: the views the s irit cescencs uponr him with a
mantle, not a flm".n Je e Ke Thomson holcs an icentical view when

he writes, “"Much inceec can be saic in comrendation of NMerope.
72

But what is the use of a Grama, if it is totally unc:amatie?’

oot i the critics helc that the thou it of the play is not Greek.
in tie sober reserve of its ethical juGgerents tie play becomes
astonishingly Britisne G. wilson Knight's opinicn in tids regard

is worth quotinge e writes, "[ In Mexope J tne form is classic,
se. Ghe ton. anu spirit of Greek drama were never better revivifiec:

but the thought 1is muem'.73

in ids Preface srnclc praises cophocles by saying, “sSophocles
Goes not proawce tie sentinent of re ose, of acyuiescence Dy
inculcating it, by awdcing agitating clrocumstances; he [rccuces
it by exhibiting to us the most agitat.ng métter uncer cumc.itions
0L the severest iom"." bBut in Aarnold?s own Case the picture is
cvifferent. Its matter is not the most agitatinge it has neither
phdlosophical nor emotional weighte it is awndctec on all nancs
ti:at Arncld's subject Completely fa.ls to thrill use rnole is
vnable to constiuct situations either out of external action or
peyciological penetration so as to rouse nigh emotional pulsations.
Jehefe Thomson observes in tnis connection, "He [/ rrnolé _/ hed
not lesrnec perhaps, he hat not even stuuied, the cramatic technigue

in which the general voice of antiguity declarec iuripi. es to be
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supreme. It is not @ little extraordinary that & man who belleved
that in poetry *all cejencus on the subject', sihvulc not have thought
it necessary to add 'andg on how the dramatist uses that subject',
A subject will not act itself, Perhsps Arnold's choice was not so
happy as he thousht, The modern reacver is not familier with the
story of Merope, anc gso the mouern poct Cannot use the matnoc of
tragdc ireny in the Greek way".m' rie is right. InCeed, the story
hangs upon @ mother's failure to recoynise & long=absent son so
largely that it appears almost trivial. Anc there is melocramatic
theatricality in the action oi tie mother's juste-prevented murcer
or tne youthe "Lespite the sanction of curipices, mnaffei, voltaire,
anu Alfieri, uespite Aaristotle anc lLessing®, Jrilling observes,
"the stroy of eicpe is one of incicent mere.s, anu or rather
rointless incicent at tnate ¥From 50 inierjor a fable no profound
enotion can issue, l1nevitably after awnir.ng .anula's ex, osition
of severest form, one recalls koy Campbell's couplet:

'Tiey use the bridle, anc tihe bit all right

But where's the bloooy horse?'
Upe cannot maeke & school-orge Latc & stallion by bricle and bity
the attempt is bounc to be riciculous, as Herope is riciculous
with lts parapinernalis of classical tragedy -— the long anc complie-
cated geneclo.ical history of whicn tne awdienCe neecs to be
reminced by carefully cagual references, iut which, in this case,
it coulc know only by memorizin. the author's long agnopsid{’a
fposcoe felt thet arnclc was "ceficient in the idgher power oOf

concejtion* e wiich accounts ror yreat poetry. FPure in language
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and clear in verse, Merope tends to -~ 3 melocramd. it hus no
tnit;y of action and of intervst. Aristotle in his Poetics insists
on & single unhappy issues Arnold ,after the recognition scene,
protractea the play, G in this case, the cuality of interest is
8 blemish. After Geveloping the crisis witn great «ramatic skill,
Arnolc Cclimbec down ana Cealt with the fate of Polyphontes, with

the inuvitable result that the intercat or the awieice must flag.

it is also to be amitteu that the slavish acherence to
rules naa been the bane of Jerope. At times, it is udstinctly
mechanical, ispecially in tae ¢arlier sections, “2 Certain weliberate,
uoctrinalre anc highly artificial uryness gmavuls'.m'rhe animating
spdrit that s ould inrorm the whole, the passion tnat is the soul
of Greek trageay is lamentably lacking, sesices, Armnolc maokes no
attempt W imitate the subtle elaboration of sophocles' st le,
his studfec artificiality of expressicon, the preynant suggestive=
ness with which by a nice alscriminastion in tie use of worcs anc
by welicacies of collocaticn, Sephocles conveys 30 much mpre than

he formally and cefinitely presents.



5 e Swiniurpe's stelepta 1o calyoop and fiecithews i ”Likeness
of & Ureeix tragecy®.

A, introcuction:

Algernon charlces swinburne (1627=-1509), of all the ninetzenth
century poets, set haimself to ¢ramatic writing witn the yrestogst
sariousness of pur:ose, ,rciouncest Zweal and amp-lest o lication,
iie hae an axtremely resiliunt ninu, and wos susce,tible to various
intivences. -t the initizl sta. e, (w was ver, much c‘rmfttk% . -
Raphaclite movem:nt, Always interesteu in tae past, he listened
to ti® enc.angin, #iilsperings or tie sentiments oi the Mluwale | ges,
But soon he cutorew tinls infiuaence &nc turhed to the ancient oreek

trageviens, the uible asult tie clizabethans,

Ahile at Oxforc, swuburne was literall , <arapturec, Leastec
anc feo in classical lore. iaa yet, ne uic not see. to be a imllanist,
in pnuwergracuate . apers (Lecemwwsx, 1657), he wrote an article,
*rovarcn jisllenism? to Criticise [.atthew /xnclc xor inlis lellenic
pDlasp anc to champicn t.8 Ccouse o. the clizacetinan wranae, But his
antie=ijellenic spi: it id not long persist. Swincuwine came ul ©r the
intluence ¢i Benjanin Jowett, a Greek sciwl r at uxforu, ant becaue
a "nincteent: ceatury iellene"l, as Mok Kutiana callec nim in the

title of tiis book on Lwinburne,

woti, at Ltoh and UX.oxd, _w.nhwne ygot hiinsedi familiar

witi. Greek literature. ..is  talauta in culgdon, modelled on wreek

tragecy, was wolishec in l1uodS, precotuceus was also written on the
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wreehr mocel anc was putlicheG in 1876, Like the Creek masters,
Swinburne aanagec to sive nis tragecies a religious and serious
Character ana was not .reventeu ifrom uttering the clearest truths

about man's predicament in t.e n,sterious universe,

Apart tfrom t. trageaies, Swinburne wrote poews, like Itylus,
wirich are unmistakably inspirea by Greel. subjects,

lo tie reacing pwollc, Atalanta in Calyuwon's success was

immecviate. ibe sthenasum Lor April 1, lto5,wrote : “"Atalonta in
cadpoonr is the woIk X 2 (et ... Lt our rea.eis say whether they
can oiten meet witih: _ictures lovelier in themselves or more truly
sreelk than those in tne ... invocation to ﬁ.rtemis".z The reviewer in
ihe spectator ior 15 April, 1665, waxed elojuent about Swinburne's
~lays "Ihe passion or Althea2 ig much the itincest part o. tie lay.
ihe naturalism of maternal instin.t struggling witn the feeling of
Ji:a8 is cue to tae sheoe 0f er potlwer ance her brothers, goes far
beyonu tue strugygle in sntiyone or ureatea".3 The heacer ror 22
April, lpo5, wiote 3 "ihe choruses are so upou that it is cifficult
to praise then encugh ecee e swinburne nas livec witn tue great
stnenian aranatists till his fone of tacught nss somewnat assindlated
to t.neirl".‘ ine saturcay sevid S LOF U @y, 1865, wrote in a
ciscer..ing article tist Swinbuine is original in thne sense that tae
matter is tiuown witi _reat cleverness into & moulc wnich almost
leaus us to forget t.e resent author amk tC imagine that we oxe
listeuing tO ome of the oIcat coatenporaries of Luripl ese. There

wele critics anc reviewers, nowever, wix wrote on ciwe fsilure of

-
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all attempts to repiouuce the classical style in Atalanta in calydon.
John iorley in an article in ihe paturday heview ‘or 4 jugust, 1866,
wrote, "lunelir [ of tie uzeeks] most remarkable cistinction is thedir
scrupulous moweration anda sobriety in colour, Mr, Swinburhe riots in
tne rrofusion of colour o. the most gyaris: 20d heatsd Kina®,® The

~aturca; .gview .or 30 ..ay, lteb, wsrote : "Swinburnme's atte pt to

i@ecreate a Greex play ... lacks com lete suCCess only because tihw

inc mpatii ilit. oi the mocern temper with antigue Lorxms anc attituces
makes any such success immss.tbh".? owiniurne, however, was conk i-
cent of nls success in .talenta in Calydon. .« wiote, “. tiink it

is jure ureek anc tihe first poem of the s0It in mo(ern times, Colne

bining lyric and cranatic work on tie cld pri.nciph"-e

crechtheus is cne or the maturest "lays of Swinburne. e

consicerea it to be nis best play. In the year 1875 owinburne
visitec Lenjami:n Jowett, :rofessor of Greek at the Lniversity of
URIOIXC, &t rFitlochry anc unuer nis instiuction mace an intensive
stucy of seschylus so that tie Greek craneatist's manner was thorgughly
absorbec anc digestea, ..e paic another visit to Jowett at Jest
salvern wnen he sketcnecw tie plot of krechtheus., i finishet the
play 4n novenber, 1t75, anc dssuec 1t on tie bew ycar's .ay, 1876,
Swinburne wrote & lioa, lctter to nhis irienc, willian Fossetti, on
Aucust 21, 1875, in widch bhe recorded tie working of hds minc at
the tine o writing tinds crama 3 "1 a now on a three wesks' visitc
toc Jowett anc at work on a companion poen € Atalanta «aich I wwpe

will tuzrn cut 2 morce perfect oiriginal exa ;le of vreek trageGy than

-
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that wase. {t i3 ver; sinple in structure, ana dosls only with two
elenentary passions ~ that of chilc and parent, znd that of
patriotisme. I wisix to make (tie Ilyrical part) coniorm rigicly

o i ausliccel rule of oreen trageuy, which I know 1 certainly
neglettec wien wiiting .talantd bt waich I now See to De Lerfectliy
ia harrmony «itii the natural yenius of the cdnylisa langyuage, and

ca, able (4in right hanus) of the fincet anag fewsst cifects fn lyric
V<ISCe JOWSEL apjproves my schene hilghly, un@ has helpec me with
some valuable hints Lron the classical or s€wlarly poldat oi views
arolats cergupe, as Jowett $as6 Wity periect justice, is too much
a cirect imftation of sxtant oreek exan.les to be a (enuine poetic
F@,LGULCEIon 0L Wik ofeak Lyiwe HOW 1 Mean my raxithea to be
egually imjeccabie, Wnile by avoluing any indtation of any oreek
pldey Or aramatist NOW exi5Ting eee 1 Gpe LO . @0 Iy WOILK Jquite

as iresih anc free, in appearance 5 weil as in foot, &8 .. 1 am
trying to iniuse thrcughout a Droscer uameruote oi veneral enc

+orluwwice interuvst Lased on the immortality of u‘reece...'g

cwinburne helc a3 hicher view of LXecutisus than _tadanta.
e wiote, "1 & oow woiting a Groedh tragedy Jhilch I mean to Lbe
more purely «elienic and perhsps more universal in its reiation

_ . 1
to huran tiwuyht anc epoticn than wag ateld Qte'. Y

loat ue now see how far these two lays consorm to twe Loim

anc Capturas the gplirit of wreei Lragecy.

-
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Be Ata ta ca

(1) the .ele e - 's n 3

swinburne had a wiwe acqguaintance wioth classical literature.
e crew substantially upon varicus sources of Greek amu loman
leyenus anc mythology, waile writing astglanta in calydon. Phrymicnus
(512-476 L.Ce ) was tie first amon_ the Greek poets wiw dramatised
t e Melesger legenc in Lie Pleuronian domen. ..esChylus nas referrec
to the lreleager legendc in choephopod. soti: sophocles and curdpices
hac a play cach callec ieleager, The plays of Phrynichus and
Sophocles on tne sul ject are noneextant, suripiues wrote of Atalanta
in wetails in nds playe Unly & small frag ent of the play existsg,
vuripices gave prominence to tne love-episcue of Meleager and

Ltalanta, 28 the reccrd showse

Swinburne came across a book containing the fraunent of
~uri ices' .sleager. .ie needeu alsc to read tie chorus of ~ioephoxod,
in which there was a cistinct refercuce to _talante in Calycone

ithus the stor,; of the Calywnian boar=hunt anc the coon of

releager was a splencic choice .or owinburne's traogedy. it wag not
namperec by the vreek writers' treat ent of it, licwever, uwinburne
was inceited at least to tixee for his iu@asS. C... bOwra has noted

the following lines .
winburne's in ebteancss o the Greek masters in / . 31 “He [ Swinburne
cerived his iceas from a few lines in the (dbation-cearerg of
reschylus, LX¥om tie speecn of vhoenix in Zook IX or the 1liad, =nd ...

Lror sume thriee huncred lines in Book V111 of the retaporphoses
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1
VAL 0?10_7'1' swinvurne, lowever, saus, clters anc expands and in
writing .4s tragedy he passes beyonc the homran aua, tation to Somew

tning like e Greel. original,

ihe aramatic story of stalanta in ca.ydom may be summarjsec
in a few worcs. /rtemis in her rage ayainst Calydon, = a8 st=alanta,
tie virgin of ixcaacia, to participaste i the tragic boar hunte
.eleager, t.e king's son, £:11s in love witn . talanta, juarrels
on her account with nds mother's brothers anc kills thene itheg,
czleagar's motier, noncurs her love for her orothers by placing uson
t.« fire tiae magic brenc on widch lelesger's lite de <ncs. As it is

consuged, so Meleager ales.

#n anelysis of tie plot of .talante in .alyoon saows th-t it
(the plot. i: tragic in the so.hoclean sense. :rtamis, inc ltec by
veneus' neglect or her, seiws tus Calyconian boar to ravage uis
laics: €0 aunt the boar comes ..talonta -nc releager falls in love
witn ler, SO tie tragic situation Iises witis its elencnts of cop-
flict ax infatuation. releager ikills nis uncles whea tney cifront
ctalanta = {rom tnds comes tie tragic chwi.e. .ltiwa nas to
chaoose between hHer love Lor her son & her love for her bictiers.
in suChi & Liwice any wec.sion brings uisaster. . lthea weciwes to
kill her son znc this meang not only nis weat Lut her own, since

after ais ceath, sue cennot encure to live,

ine coplce slthea makes reminus us o. the sinilar situvacion ,

-_eli_‘.l'%.!a, in ibe sonen of u:acn;s, Laces when -.e© has to choose

ctween acceptiny a zdval in erX bhome anag usin, iilicit noyic to



win back nexr .usbamk., Lhe chooses the seconu and kille both ..im zpg
nerself, she plot of uwiaburne's | lay is egually final, equally

tragice 4cain,in ibe Jowen of iracads, iwracles' love ior Iole luscs

to a njceous cisasterx, idkewise, in tolants in . clyeon selesgel's

love £or Atalanta breaks the harmony of life and leads tc his woom,
«~ike the Greeks swinLurne regarces love as a cangerous owax tiv g

Qrten Lreais tie harmony zne order otf life,

The subject of _winburne's play 1s one ane entire anc that
satisfles tine concition lald dowr by . ristotle, .ut it 1is to be
acrjittec that the sybject is not reat. ine $ragic crisis turms on the
Jealousy of releager's suadowy uncles over tie Lonou.s of the
chiase, and on the Clash of tha sisterly and materneld feelings ipn
Althea, out the story is none the greater ior tne 20et's <noImous
cascao e of glitterin, and rusning language. Acaln, accoraing to
. ristotle, & tragea, shoulc occur hbetwaan e nearest an the
wearast, in sSwinburne's _lay tne trageu; occurs betwee.. the mothexr

alt tiwe B8CGh, and O relstion can b Ccloser,

The nature of the plot oi ~tzlanta dno Calgoon is sweh that
it re.lires neltir psrijpetela ner asnagnor lsise, Jhe@ lay, vy its
V. Xy nature, is a 'cclanity glay'. .ne (rimar, object o toe play
is o arouse ity and fear anc this ptalagte dn Calyuon nas suCcgeced
in acudeving in a large neasture. The emotions of the reacer stirrec
ant loosencu culmincte in acute tension between the impulse of pity
ana impulse oi terroxr. vith the solution oi the crisis throuyh tne
co=Gruinating poet's imagination Comes dntense a:noticnal relicf or

cabn ruisgs.
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(14) Iie Formal ..oulds

arjistotle nas not set store L, cusracters, Jith: hin plot
iz tne scul of a tragedy. GIeek traged,; was Ot prinarily concexnec

witi: characters, stalanta in calycon is also not concexncd with

cuaracters,

Melesger i8 tne hBro ot the play. «minently goot onc noble,
also for the
ne kills his un.les not only i0r self-asience Dbut / vincication
of the honouxr of nis beloved. He nas neither ‘namartia' nor
'mochtneria'y ne is never betrayed by nis ;assions or what is
falge witidn hime :i@ becimes a hel legs victin of [ ete cua a&cCapts

t:ee westiny with passive fataliiam.

in the ;ristotelian sense, releager is, tharelore, not a
truly trayic character. Althea better onswers tiat cescription,
uhe oomlnates tie stage. winkurne hag taven inrinice pains to
represent her as a wevoted, almost a wting nother, religiously
obsarvant of lze anx. oxoer, e is algo extramely mvoted to her
brothers wiose veath,st the hanus of her own son, .-lun.€s her into
a frengy of grief. .@1 varly speeches prelwe the tragecy, wiiich
e later scenes confirme . istrustiul ox the gous, anc 0f Ataslanta,
above all, wistrustful of love, !=X one ain centres in the maternal
love and =r wesire to protect her son Lron passion ant Lrom
aivine vengemnce. Lhe, howaever, wisplays uyrfeater love for the
Lrotiwrers than for her son, he is, no woubt, torn in a bitter
conilict, a2nG uvltimctely tie loyalty to the brothers is triumpLant.

After all this is sai«, we must aures that . .1ltiwa is not an



ective agent. (nce sae begins tc kimkle tig fatal brand and so to
bring weat.. o her son, s sees the full horror of her actiona
Lut she wes not relent. e 1s the victin of woou. Lhe 1 gtes have

workat tivlir will om herx.

Atalants is8 an unwonmanly woman by Greern stanuarcse “iier
cult of virginity", writes C... Bowra, "ner laci of common tica
an. affections, her avoicance of weclochk and of motherhoou, anu
her participation in activities Lroperly reservec to men, put her
outsi.e the orvinery ranks of women ano suggest tinat she 1ls consumsed
by a recklass ;::rimi"'.12 “In Swim urne's tragic sChome®, tne sane
critic maintains, “Atalanta is the instrunent of door becCause s:.e

Jursves nexr own w#ill agaldnst the rules of man".}s

iwarie Fratz in
Rouantic Agony .onfirms this view anks wescribes Atalanta as a
frigic vircgin ——a kine of fatal woman. he 1s, no woubt, a bri ht
and lovely creatioi: of Greek legendc but she ren inug us of ..ome

heroines of medieval romances.

Swinburne cic not achere to the forn of Greek trayecy with
any servile pecantry. % dic follow tie old masters in respect of
the stic.ontida anki in the use o:1 the [(essenger's speeches, All

however,
the three uaities are / riyhtly cbsoervede The unity of action
has been secureu by tie scrupulous avoluance o all udgrussions,
while te unity of impression has been brou . ht sbout Ly maintaindagy
tnrouLuiOut 2 note oi gravity am. sericusness. IThe unity of | lace

has been observed by representing tne entire o<ction in one parti-

cular laces the axction takes place in Lalyxon in scome open ploce,

377



vefore the

palace of King Oeneus, 108 u.dty oir tine has also veen

rigicly obkserved,

&0 far ag the construction oL tne ulay le concerneg

Swinovurnge tollows the Lreek nocal «& rigluly as ossible, talsnta

in calyuon conforms to tie Aristoftelian yuiweline in toe following

waYys

The

liuntsman’s Proloyue -~ Lines le=i4

aroue - Lines 55=120

“he
The
The
ine
The
a he

ihe

first Lpisoue — lines 14l=313
First Staslion - .ines 314=361
secont gpiscous = Lines 352~-718
Secork- Ltasiucn — Lines 7139-8ub
Third npisoce — [ines B857=1037
Thire stasimon -~ .ipos 10368=1204
Fourth ppdsoue = Lines 1205=1373
Fourth stasinon - Lines 13741408
Fitth Lpiscue — Lines 1405-1.18
pifeh stasimon = Lines iclI=1865

Lix splsous — Lines 1806l 357

comioe Lines 1358e2131

ihe

The

Exodos = idpes 2192«2317

omending speech of the huntsman resemvles the usually

less poetical Euripicean prologue and rendncs us of more realistic

watchman ot the beginning of asgamemnon. ihe ulay/, however, is
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nalf ss long again as the lonwest oreek play. swinburme's
exuberance neecec a wicer scope than an ancient tragecdian was
allowed, anc he rightly took it. it sioulc also be noteu at the
sane time that thouch the play is 0oi a greater length than a normal
ureek tragedy, it sustains the interest of the reacers and specte=-
tors. owinburme, nowever, made some sicnificant departures from
the Greek masters so iar as some Ol the devices anu conventions of
wreek tragedy are concernec. iowarcs the close of t.e trageqy,
swinburne, in contravention oi tie Greek practice, allowed foux
charaCters anu tne chorus on the stage for lamentine te death of
leleager. /nG, secondly, in .ds use anG coastryuction of the chorus,

e uic not always follow the Greek practice.

In & typical creek tragedy the chorus is an icec:ised
s, eCtator. in Atelanta in Celyuon, v.ae chorel sonys are not zlweys
thne expressions or the iceallseC -eCtcioz, At tim.s they state
tne dramatist's views, “he chorus in Greer tragedy is mostly
impersonal, but in Atalanta in Cﬂm&_}it is cegraced to the
erscnal .lane., “nc yet the choiric sonys are an inditation of those

of leschylus.

The first cihorus, consisting cof tne fifteen Actolien virgins,
advance after tie invocation to Aurcra Dy the chief huntsmen, it
is & rapturous psean — an expression of intense joy &t the
invigorating force of ..ature. ihe seConc cliorus begins with the

WOTIC S, 'sefore the beginning ol years’. .he theme of the song
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is the greatnese and littleness of man. The third Chorus beginning
with the wsorvs, "+ nave swen thee,  love", is a hymn to Aphroodite.
ltaea tries to watn her son ayainst tihe unsexed .JTcaulan virgine
aleager is mentally very much cisturbed. The chorusg brezke out
into t.e@ir curse ot venus at this psyciwloyical momcnte The Chorus
mticjipates that the love of lwleayer aac Atalanta will not be
consummated. Atalanta enters ant grests .JItenis, her . rotector,
ieleager's inctervention in her favowr Causes the uncles' resentoent,
+t is then the fowrti caorus beg.ins 2 fulmin«.t.on against rate and
GoLe buch invectives seen incon_ ruocus in tane mouti: 0f a2 group of
wlils, wesiues, cwils invective is out oi kee ing with the tragi-
tionel role or toe cidrus an. it bears .© relation to what any of
tne partjicipants W ulc have actually been feeliny. ~t the anc the

chorus have ceeply pess.imistic reflqcctions on thHe GOUS anG I ates

*"Who shall contenc with his lorcs

U cross tiwey: or GO tien wrcng?u
All the choruses are antithelistic but the thiré znd fourth

choruses are rFoum bubling with gell pu rasecur ik taeldr vlgidollc

denunciotion of LOC. e third Ciorus cenoumces Hou o avils

"All ve are ageinst thee, against thee, 0 GoOG rost .igh%Jo

In vhe fourth chorug there is tne more resouvncing denunciation

1
» ‘ea, with thine hete, O Gou, thou hast covered us“s®



Greek tragedy provices no justification ror such outburats
from the imperscnal chorus. swinvurne has usec the cnorus tw state
views wnich sre nls own anu not justifiea by creek example. hOwaver,
these cutbursts wre few in tine pley anc they have no real relation

to the _lan Of the [jOERi.

The most vulnerable point which many critics finu in respect

ot tie fomm or Atazlente du Calycon, is the structure of its chorus.

Swinburne nimseli refers to thids issue in the Lecicatory Epdstle

o the collecteC ecltion of his posms. "atalanta®, he says, "was
perhepe too exuberant anc eifusive, in its uialogue, =8 it certainly
was too irregular in the licence of its ciwral verse to accomi-lish
the uesign or achlieve the suCcess which its avthor aimed at"}7
Cf coulse tiese cnoruses e not built won che triple structure

0 tne Choruses oi ascaylus and LopioCles. L we take tine mOost
rigiu forral stancpoint, justification of a mono:strophic chorus is
tu pbe foum. in suripiues. it is this authority whici Hilton invoked
to Jjustiiy the choruses in his sawson sgondstes. he vital point is
whether the choruses are altoget.er iorimless or whether they possess
any kina of internzi structure that may reasonably claim to have

@ form of tneir owne Je think tnat the choruses of Atalacta in
Calyvon have a form of their own =nc are a..ropriate to the genius
of Lnglish language. Jhuse choruses Jlay the part which thelir
counterarts €o in Jeschylus smc .ophocles, anc which ~ristoctle
sass to Le the only correct one. 1n talanta in Calyvon, they fully

ehter the cialo ve, =5 tor example, in «pis0.@ 5 g 6 yhere they
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r+lay much wne same part as the chorus, in, say, the gecipus Rex.
mlty 1t was, of Courasa, moie rFom AESCnylus that swinvuwne werivec

his conce;tion of choral arameé tihan from wuri. lces.

it cainot e gainsaic that the swcess ana popularity of
Atalonté in Calycon were due to its cuooruses, .nlike rdlecon snc
Arnuolu, owinburne acoptec rhyme and introcucec a new omusic into
cnglish poetry. iPhrough the use oi rhyme -winburne conveys sok of
the vardety amc. sprightliness wiich are [ossibvle 1ln Greek -uantl=
tetive werse., The ureek ciorus was certainly a venldcle of lyrie
oetry, anc Swinbuine utjilizec €2 score o1 the formal element to

the maximum extent.

in oresk trageay there 18 an imaginative unity effectex by
& perfect blenuin. of icea witi. the wiole taextuyre of the Wworke ihis
imaginative undty i1s also rounu in akalanca in calywon, .here is
alsc the .aterwesving of tog lyiic pattern .8 in toe Greek cramas
which are lyrical in ma.ner. She unity in seschylean crame may be
Saiu to be akin to the uadty of the lyric stankas., AnG swinburne,
a mester lyricist, gives 2 superb JLyriC unity to his sStanzasa. ..is
lyxic vipion astaing an expression, wost sSLiteu to ganbouy 1ts
ricunces ant intunsity oi icea in 2 great cGesigne. the lyrics unice
tha thou,ht and icea oi the play ano bring into cohesion tis <hain

of events into a unifyine imaginative wiwles
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(1i1) The gpirit

Swini uipe haGg s0 absorbec the Ureek outlook that he was able
to raeuproduce t.ue spixril o1 Greek trageuy in Atalenta in Calycol.
in sopnocles! :nticone, ntigone recogynises tiat she w-uld have
Lroke:n tie exdisting law not ior 3 pon or a nusbanu but £for a brother.
This weuotaes that tic Ureseks tie iuentit; of blooc throug:. con.on
rarents was 8 closer bono thon marrxiace or motherhooG,. uwinburne
mace an apgronriate use of this in cisplaying Althea's ancuish
ant her cnoice, ner wecasion in jweierring hex brotiwers to her son
iz Greek in spirit, seconuly, tie Greak posts oxten wwell on the
incelculable feckless and pitiless ower of iova., swinburne is
Ifounu t0 ayree with tiem, ~lthaa s;peaks of it to toe chorus and
warns releager of its conseguences. releager is infatuated by nis

love lIor ,stelanta. Just a8 in toe yomen o .rachis ,Heracles' love

for lIole leacs to a hideous cisastex, 80 in owinbiuine'®s Jlay
meleager's love for stalante Dreans tiue harnony of lite ax leods
%0 his GOOme .hiraiy, w8 spirdt anc jur;ose 0f the great lananis-
tions that Come towearcs tie close of the lay are uaceniably Groek.

They creste a rnuslcal eifect l1ixe thnat et tie ena of ihe Persiang

ok The .umendoes. courthly, . lthea loys Gown t.e rulcs when cohe

tells . eleager that 1f nan obeys the lows 0f the _ous, all will e
as well as Can ve ex,.ectec in t.ils lifes

*Ee man =t one with aqgual minued gous"fe



Lut the cbservance o. the law is viclated boti by /stalanta anc
releager. s:@nce ariges the tragic crisis, At the close enc tie chorus
Say8,

“.he yods yguaru over us

With sworG anc with rod;

eaving shacow to cover us,

i@a in., the roaq,

‘hat law may fulfil herself wiwlly, to carken man's

face betore Gou"} »

sk juea ox tne goas guaraliny over us is a perrectly Greek

ivea., aced to these is cwililkurne's sense oL : atalism which unnis-—
takably cChoes tnat 01 the ancient Greeks, .n tue epilo.ue of
wwinourne's _la; tie chorus enphasises tihe dominance of westiny
woiich is The characteristic ifeature oI T.e UIeek tragea,. Lhe
uegrenelinyg ank leagtiening sSheGOw OL . ate eIvacss tne winle playe
in ataelancs wad tie expression cf irztealisu surpasses cven
ti:at oL Aeschnylus' , ihere is a cow, lete ne ation of free will.
Lven tie gods rina it cifficult to cojpe waitn inexorable cesting,

e chorel virgins sing ax.zhr‘i:&.eleamss cf all stru,. le anc exult
over vain cef.ance, -heie is nc eguily wiw 0 mti@G in L e iste

ci t.®e mportals:

T8 Gous love not justice moie than fste

20
A sudte tie rignteous and tihe violeat ncouth®,
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AB We knvi, uIeek tragecy ralsaes surme uest.cns about man's
relation with the yoOas anc yous are .ctive in the oCtion, in jtalsota
in Calpwog ocs ¢ 8t tieir shadows on ihe XKticd. ihere are uoi-ALs
in oreek tragedy Jhen the characters brean intc centnciation of
uivine .nuiiference., In swinbizne’s lay, Altihwa, after axoclaiming
tixe neec cof ebecience to the gous, show o very ~igh o inion of their
rmoralitys

"Lut the yods love not justice more than I ate,

Ande smite t.e rigntecus anc tne violwent mouth,

Ak mix wita insclent bloou tie reverent aan's

1
AnCG brulse tie holder 6 tue lying .Lips“.z

Thds is no more than woat some Choracters in surisioes say,
ana not oGl nore than what sopbocles' Jotasta and phiiiloctetes say
in tre hurs of &guny or Hguigsh, Lot _syinburng ,oes8 ok Stép further.

e uses e chorup to state views w i ocre uncowtedly .ds owli.

. 22
Critics like ..Re nutiund todnh Caecnta dn calyoon oas
robebly more atfinities with Eurd lees toen witn AesCuslus in Che
etiical citlook. A aominant s;.4:3C Ox Lulijdoes is found SO LEGIVoue
in the part that shows
tie 2lsy especislly é ower epobicnel rewt.on e nlman suffer ag,
ihe clvorud roralising o Jdtis3ds

YHdarce tadngs have rallen u.0n usS Lrom harsn oGS,

whom let worse hap Iebuke we 10t 10 theasn".23

i5 not far from toe chorus tuat larents over recwu 8, hroughout

suinburnae's - la , tiaere 12 an anti-religion e rebelllous slirie,
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wodch is unmistakably curipicean. sJhere is a striking similarity
patween suripdces' ndpjolytus e uwinburne's daye the Cyingy herxo
in tnat play of Luripiues is carriec like Meleager, anu forgylves Lis

ratner, =8 lreleager foryldves nis mothere

The spirit ot Luripices is also perceptible in tne real tragic
action «uoich consists ot in tie slaying 0L tne Uoar anc the evae
oraticn of Meleager, but precisely in tie struyyle with theological
tyranny which urives ndis chorus to iiit its voices in cespadr and
revolt. The pBuripicean traits in ,stalanta in calydon may have
impellec¢ Contemporar l::::.1.I'.Jl.c.'.l.aw‘a‘G in its appreciation oL the Grama
to recall wuripjiodes. lnueec wwinburne is closer to Euripides than to

any otier oreex cramatist in nie ethical outlook.

swiniurne's analysis of numan helplessness, ag outlinea in
nds play, 1s tne same as enunciatec in Greek tragecy. Mark slegehrist's
observation in tnis connection 16 wortn guotinye .le writes, ' s is
usnwally the case in Greek tragecies, the cuisaster wiic.a unfolas asg
the play proyresses is ocut ¢of all reascnable rogortion to the
original human error or transgressiocn which in this cese was Ueneus'c
naving “irorgotten® to honor srtetuds in his saCrificeSe «ee¢ The
master=storke of Jttemis's revenge is simply to have arranged tne
resence ol /talanta in Calyoon — all that follows, impelled by
the cdestructivencess of love, unroulls with the inevitability of creek

tragecy’, 25
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Swinburne agreed with Aeschylus on the tragic contrast
between human asgpiration and divine law, But he refused to share
with Asschylus his passicnate search for the principles of
rightecousness working behind the sorry spectacle of man's
martyrdom to divine malevolence, He did not follow Aeschylust
groping towards a compromise betweer: the absolute, inner and
inexorable external necessity. He presents tie tragic qualm in
tha blackest possible form arising as ideas from the disCrepancy
betwean our sense of fate, as illustrated in the incidents of a
tragic life, and owr conceptions of justice and right reason
without bothering in the leagt, like Aeschylus, to psalliate the
siltuation by offering some material solution. Nevertheless, the

influence of Aeschylus was dominant on hime.

(iv) The style:

Structurally Atalanta in Calydon is Hellenic, but the

style is not. J,A.ks '.I'homz‘xoa:tz6

ig right to say that the extra-
ordinary vehemence anu self propagating character of his inspiras-
tion, carried swinburne too coften beyond the bounds of a justly
Proportionec and duly concentrated work of art. As he says,
Swinburne's sense of Lorr newver leaves him, nor his purity of
diction, and so far he is classical, But his inability to control

his inspiration is the very oposite of classical,

There is, besices, an apparent incongruity in the combine-
ties in
tion of the conceptions of the ancient and the modern sensibili-/
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stalanta ip Calydop, Althea thinks of her own son, the great hero
Meleager, as a chilc and remembers not nis present prowess but his
childhood days (Li 667=70), sShe also recollects what her brothers dic
ior her when she was a chilc (Ll 1564=72). These sentiments about
childhood are moGern, camestic sensibilities. i.E. Welby3! £inds in
Althea's exceptional tencerness of memory Swinburne's$ dramatic ability
to conguer tihe apparent difficulty of the tragedy, the reconcilistion
of Althea's love of her son with her horrible vengeance on him as the
slayer of her brotingrs. Althea's speech is full of eloguence when che,
torn between love of her son and of her brothers, stricken at heart
by agonised regrets, says,
*0 my son,

O cnild, 10r thine healt's sake, nine eyes wax thick

furning toward thee, so goodly a2 wea, oned man,

S50 glorious; and for love oi tinine own eyes

They are darkened, and tears burn them, fierce as f.l:e"a

The great lamentations w..ich come towarus the close of the
rlay, when four charescters and the chorus are on the stage together,
@0 not conform to the Greek canon which allows no more than three

characters on the stage.

Some critics say thet Atslapta in Calydon has the Greek body
while the heart is mocern. lfor Evans, for example, says that the
rlay assumes "the likeness of Greek tragedy but combines with it a
romantiec profession oi lyrical verse, :n¢ from that combination

creates a new f°rln"o2’ inceed, swinburnpe, beiny predominantly a
romantic poet, could not exercise restraint upon his heart and

coulc not old the rein of inordinate lyrical £1i_ht. This is why,
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ces 4te himselt, nis urama, tixugh structurally classical, has &

mo ern spirite uwinturne accpted one of tie most romantic stories
of late liom:ric Greece, making improverents, in his choral drama,
but kce, ing very close to the cutlines or the old tale, In the
Creek version, Meleager has a wife named Cleopatra, bSut .winburne
rakes Meleager the wile nunter of the woous, w0 hos never yleloed
to tae caarn of the oman till e is sritten by the eyes and halr
cf /talanta. ihat this new epigode of ..eleager's love for stalante
and the main cutline oi the crava comes from Ovid has been saown by

30
raurice Bowra,

sophocles tirows ais full imaginstive ower intc tie creat.oa
of Ajax wio cGelies ~thene. wipbuine alsc wes his best to mcke nis
characters enjoy; all tne poetry ~idch he can give them. The Jdeep
call of ,lthea's blooc wihile preferring her brothers to her son is

beautiful
Jresentec in noble and é WOras. Bowia qyives a ni_her place to tihis
_ in the following words

coetly in .winbuine thas ds acadraticon Lor e Greeks/: *Ihe
soetry oi Atalanta is as gool <6 it is because the story appealed
to sometning deeper in owinbu:pe than nds agndration for the Greek
trageclanse inat is why ,stalantd@ is not a. imdcation but stancus in

its own right as a trie woxrk of art'.?l

Swinburne had to co.e with tne gtiff conventions of Greek
trageGse T0 give a full poetry to tie stifiness of the conventions,
he hat to keep his language unusually lively and exhilerseting. lils
lancuace provokes uneX. ectec shoCks. cwinburne means us to startle,

thus
to makhe us look witi: ires. esese <& huntsaan/scdaresses tie cami
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" failre=facec sua, killin., the stars anv uews
) 32
Anc dreams and cesclet.cn o toe night®,

.tars, vews, creans and desclatio.. w0 not beldcn to a single oruer

of things, an. their combination is startling,

Swinburne had a lively iancy anc profusion of expiession
which occorded ill with the solemn ane severe stateliness of “tiic
trayet/e i@ had ap intense sympatny witi: the Greek cramatists and
& full perce,tion of thelr cranueur anc purity as well as of the
exquisice finish of their workmanship. i@ haa, besices, a strong

nse oz besuty. Anc yet 1is miana was cast not like the Lreeks,

his metaphors, imcges anc allusions &are neapet upon cne another in
a wice procigal way, walch remincs us of Shelley and Browning more
thaa of zncient roets. (@ lays on strokes after strokes of colour
till tie last obliterates the first, and the reacers are bewilcerec
anong thick-=Coming sensctions, His profusion of expression becones
at times prolixity., :His lyrical exuberance nas also been criticisec,
JeA.Ke Thomson, for example, writes, *.ihe poet's lyrical impulse
cerries everything before i%t, =C tiet gven tie spoken parts are not
mpcs) more than iyrics in blank verse. Anc be nas even less than
shelley tne power ol progenting or controlling a dramatic situae

tion® .33

Swinburne was unsparing ic t..2 use i the moct vioclent
colours anc the most intoxicatec iceas anc images. The music in
stalenta in Calydon is, in fact, a trick of words and lettoers.

There is heroly any a=rtistic moceration, The Creek poets, even in
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their most impetuous moous, never allowec themselves to be carriec

on by the swing of worcs. in short, Swinbuwrne caisplayeu lavishly his
vountifulness of imayination, mastery oi the music of verse, but

at the same time thinness of contemplation and poverty of genuinely
impassionec tlou,ht, Une of the unclassical thninys of the play relstes t«
the five choral soag upon the wealings of the gocs with men, the

rdous or inpious parts of wihich would have been equally impossible

LD 2 sreek aramatist.

But in spite of all tuat is saicu we have to aundit tnat in
atalanta ip Calycops we nave to ceal, not with a Creek imitation,
out with @ Greek imacgination. The fuliest and most arvent poetic

expression shows itself conpatible with tihe antijue majesty.
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C. EEechtheus
(1) swinburne's hendling Of the Plot:

The dramatic emotion of EXgchtieus, as sSwinburne himself
has said, 48 built upon "the two elementary passions = that of
child end parent anc that of patriotism*e>? The first: elementary

the second
yassion,that of child anc parent, is woven with / to rouse ity
anc terror as we experience in an Aeschylean drama, The dramatic
story of Erechtheug ma; be summerisec as follows. Ereciatheus was
the son of Pandion I, King of Athens. He hat three sons - Cecrops
11, Merion and Pandorus, and four daughters - Creusa, Urithya,
Procris, and Cthonda or Chntihonia, Athens is attacked by the
Thracians, The king ané his gueen rraxithea fear the destruction
ot the city. The oracle says that the city will be saved if their
daughter is sacrifiec. The next movement or the drama is largely
the study of the nmincs of praxithea and her daughter, Chtnonis,
once faced with the tragic cooms Chthonia accepts her doom:

“Ihis vy doom that peals me deathles® till the springs of
time run d:y".”

ané considers the sacrifice of her life as a privileges

"That I may give this poor girl's blood of mine
SCarce yet sun warmed with summer, this thin life
Still green with flowerless growth of seedlingdays
To build again my city .!..“



Chthonia cdies, and there is the announcement of the herald
of Athens'triumphe Erechtheus also cdies. Praxithea is left alone at
the close, w0, in spite of the terrible tragedy into which the Gods
have plunged her, coes not lose the nobility of her soul by blaming
the gods.

This sacrifice of the mailden Chthonia which remincés one of
the sacrifices of the Virgin Iphigenia of Eurtpicb':i led a8 contem=
porary reviewer to remark that Erechtheug was a translation from
BEuripices. This remark raised Swinburpe's anger which he expressed
in a letter to 2 friend (January 2, 1876) in the following words:
"Iranslations from curipices indeec 3 why, & fouwrth form boy Can
perceive that, as far as EXechthgus can be saild to be framed after
anybody, it is modelled throughout on the earlier style of Aeschylus

38

Of course, Swinburne in this letter refers to suripides!
fragrent. cut notaing of the Greek dramatist was incor orated, As
it is evident from one of his letters, Swinburne knew the speech
of Praxithea, one ci the few extant fragments of Euripides'
Exechtheug. The story of Erechtheus was tolu by the Greek orator
Lycurgus, the source to which sSwinburne was incebted,

It might be that Swinburne hac Aeschylus' Seven Against

ihebes in mind wiile writinc this playe In Seven Againct Thobeg
as in Erechtheus the readers are in & beleaguered cityy our hearts

£flutter with the emotions of its inhebitants; we share in the tumult
of its cefence, anc we hear it after the angry tide of war that comes
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rushing towards the gates, The copenings of tie two plays have much
in common, Both present to us the solitary heroic figure of the
cartain who must take his vassal through the gathering storme

gExechtheyg, as & play on the Greek model, is more reg.laxr than
Atalanta in calydon and, indeed, the theme oi the crama is more
dellenic than that of jtalants in Calydon. It combines & tender and
thrilling treatient of emotion with an appeal to civic patriotism in
the truest sense of antiguitys. Edmund Gosse considers it to be “the
108t Greek of all the compositions of swinburne®>’, because "it follows
wiih the great success, c.buly, yet vividly, the exact classical
macls”.‘o Letter © say, grecutheus is passionately Athendan and
Athens is consicered the lMving symbol of the virtue of citizenship.
Swinburne wrote to williar Michael Rossetti in a lottar“ that he was
trying to unfuse throughout a broader undeznote of general and worlde
wide interest based on tie immortality of Greece as the everlasting
and universal mothexr country of thought, art and acting the exemplar,
to all times anc nations foxr all patriots and poets.

Herold Nicolson is o: the opinion that there "is the lack of
ConcCentration in Lhe dramacic interest oL the storyj; it is nover
wholly clear whether Athens is to be destroyed by the Thracians or
by the sea; it is never wiwlly clear whether the central theme is
the sacrifice of Chthonie or tihe heroism of her mother; and the
final holocaust of Lrechtheus and nis remaining daughter is treated
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42
in a manner wholly unconvincing =«nc slmost incicental®, This

criticiam woes not ol WO w:lle we rencermber that the therd of

play 1s patriotism. ihe fact 1s tuat Athens is gyolny tc be cestrvpyed
and 1t is immaterdial if icv is 00t Clear wietier it 18 W be uestroyecd
by tia Thracians or by the sea, so lon. as we know that to save

tnis Atuens in canger, chthonie, cut oi her noble . atrioctic fervour,
sacrifices her liie. sie other ceetas in t.le wame are meant to
ruisa the passion of patriotisme .he play snoulc be regarced ag an
evocation of the iceal re, ublic, carrying .icolsoun's argument a
little fwrther, we may -ay Liab wIceCnbimus SCIiL8 U MOUBEN wehei-

bility by ics apjeal to ceep patriotic enotion.

(ii) Pattern of constiuctiony

e of tie Dlerdshes of wrechticus 1s 1teg insufricient
incgiviwuzlisation of cuaracter. it 1s salc that tnere is o single
charatter witin reé=bhlooc Corjpuscle which can cxraw our sttention.
winburne 158 been unacle to weliniate a charwter on tie sCale
of antigone, nor nas he been successiul in producing theaet subtle
inter, lay of different cnaractexrs w..len ena.les guripiuwes to retain
our interest in the less exaltoel atoos.nexe Oi tne JIpni:eniss usut
tulds criticism overlooks tie £act that swinouine's crecC.utinus
is built upon tie mowel of the early playss 0i Agechylus. in tne
three carly plays o: Asschylus, widch sw.nburne nac in his ndnd
~hile composing nis play, there is little or no o€tion an Do real

conf lict involvec in the presentation of tlx cnaracter. Limilaxly
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in Erecihtheus, swinburne is not intent upon charaCter-celin ationg

he is concerned, like the early Aesch,lus, with the majestic con-
ception of nls dramatic erotion and idea, anc investin. the bare

plot that there is, with a treatment full of yrandeur.

The entirely Greek form ot the play gives, on analysis,

the following parts of its constructions:

srologue 3 The prayer of Erechtheus
(1st chorus) rarode s "Sun that has ligyhtened zand loosed
the night..."
(strophe 1 of chorus 1) stasimons "A noise that has arisen
against us of water ..."

Episcoce I 3 Erechtheus, ~raxithea anc chorus

(2nd chorus) stasimon 2: “He nath uttered too purely his
worth not obscurely eee.”

Episoce 2 3 Chthonia, Praxithea and chorus

(3x¢G chorus) stasimon 3 : “Cut of the north winc grief
Ccane forth .. *

Episode 3 3 Herald of cumolpus, chorus and Erechtheus.

(4th chorus) ctasinmon 4 : "who shall out a bridle in the
mourner's lips to chasten them ...."

First Commos 3 Chthonia, Praxithea and chorus.

Episoce 4 s Chthonia, Praxithea and chorus

Second Commos 3 Chthonia and chorus

(5th chorus) Stasimon 5 3 "Many loves of many a mood and

may a king*.
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Episoce 5 1 Messenger == choral interlude, Messonger,
stasimon 6 s "Ill thoughts breed fear, md feer 11l words..."
Epdsoce 6 Athenian Herald, chorus and Praxithea
scasimon 7 ¢ “irom the cup of my heart

1 pewc through my lips along eee™

athenie and Fraxithee,

Epdsoce 7
Exoce $ "From che depth oL the springs of my spirit gee"

The play's most intexesting structural feature is the
construction o0:r its chosuses. Swinburne adopted the antiplonal fomm
used in <chorus by the Greek traglc writers snc in nondaragatie
roetry potably by pPindar and bacchyllue. The choruses ol Lrechthous
are Lngldsh poems siwing what Cai. be cone in tids lanjuage by the
adoption © the Creek antiphonel struwture, As owinburine himself
says in cthe Lelcicatoxy xcptlstla” that the ureek form witi its
regular arrangement o0f turn is not to be imitated because it is Greek,
but to be adopted, because it is tae best, the very bast as a rule,
that could be imagined for lyrical expression ©f the thing concedved,
1yxical aspiration towarcs the aim imagined, 7o the criticism that
sgechthoug is "colder and more specializec end less imspirea® %4
can say that swinburne, the lyricist, was able to procduce in the
gnglish speeci: a music thet fully resembles the might harronles of
acschyluss it 4s a music difffirent from the romantic ehtereal verse.

We may coumpere the choruses of Execitheug with tiose of
seven Against Thebege. The choruses in the former are the striving
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sonul of men, <aile those in the latter are the frightened ciies
of woren. bLoth Come as interiuces in the stresses of e, .ic conilict,
The heroes in both the wamas share the seme unconguerable spirit,.
EOmunc wosse Las very richtly czdo tast t.e choruses of krechtaeus
scis. lay to the £ull orf the poet's . dxt of s. lenucour anc they
piesent ag well a reserve ank. purity of lan usge, a ool weauty

whicn he rarely at.ta.i.ns".d's

That swinbuvrne nas used tie Chorus in the Greelh manner with

more success in tnis play than in atalanta in calywon is seen while

we compare tne itourth LteSlmon . the play with “who hath: ¢iven man
s;pucachY in Atalanta., she lines in the cuodr chantin, on tie AXropolds
Lyom strophe I tc .ntistrophe 4 have a iynity of scul more worthy
Of man, «alkimg “b, the Ll ht of stars anu fire“. Lhe uisylay is
pousibly of a cosu.dc cunceztion cuat wes not that of tne creek
tragyeuies in ,ener.l, but of sophocles in particular,wfn more nobly
kept ads lips LICL oVel=5 G8Ciie AN W8 wonuer wiy dwinburne owas als

webt only to /sescinylus, oG not to SOpmclas.46

(121) .he opd.dt:

Accoruing to orunc rerlet, “srccotheus is altogether too
tatalistic and inhuman. ihe altogetner too grest insistence upon
fatalistic nrinciple is perhaps the reason why wreécntheus, ues: ite
its wonuarful beauty, leaves us ml@“.ﬂ sut Herlet's o inion souncs
weiLhtless. A lay of popnoclss wOBBs NOT leave W Colce Ane if it

uoes not, then toe uestion also COuwB not arise in case of sSwinbirne.



Again, tuet cecting sinoule play sich a part 1s absolutely essential
to the poet's .ur,ose; otherwise, ti® (eroism of .ds men ane women
becomes motliveless, anc they lose muc.. of t.elr greatness waich
shincs 80 resplencently ayainst tne sombre back rowx. Of mercilcss
Hecessity.

ihe ~thenseum .or January 1, 1878, coareentec that .rec..tiwus

was not & translation rxom wuriylees ano founk the narrative of
vraxlithea singularly fine anc dmprecsaive, anc the rha: sody concerning
Athens » lencicly elo.uent - &z mognificent cutburst of ctDms%u';]'-.iméf
Jelby clsc coes not finc Erechtheus cola. He writes, “prechtheus is /
passiou.ﬁ or & whnite heat rassion £0r scometning rerote from the mincs
of o8t men, anc its body oif verse is evenly magnificent, ano never
allowing rec.ers' acttention to .et veflectec from t:e single, central
tiere. chat i why tie serious tone ¢o: the dramé& js interpreted as
‘eole?!, But suplimlty -n. hign sericusaess are 8ingly chw general
ieatures of & .reek cramid, AnG tOo Concemn oreciticub i0r 18 pervae
uing intellect is to miss the sustained loitiness oi emotion, tie
yrave arcoul in expression, te unfaltering speew witn #idch the
action is concuctec, the exactituce sith whicn the whole material

is crganised, the continuity of all the toenes Lo the centrzl pelation
o the plays ihe Chorus wio tells of the ..orth wind's wilc wocling

or the (redthyla gives out a magnificent iyrxical brilliance, Jut

... 48
to oruex, effusive exuberance, nighly isci:-linec®,

Kutlard has referxsu to Jratislaw who thinks, “grecitheus

contuins some of hisg finest writing, and yet to it seemsto be
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wevolie of proper joetic teelinge. At is fulil of s, dewudu rhetoric, anc
et it 1is jrocuctive 0f no exotion but ain - Lhe play nas never

seemec Lo me anythin, Lut fierce .« barren mc 1ntoler:.wle“.‘9 but

tue present researcher woes not agree witl. toe critic taet swinburne's
~lay is cevoid of emotion «aud baryxen, fierce i< intolerable, .ie woulc
ratoer support hutlonc's view as follows: "Cne suspects tuat tids

critic woulc have all these feelinys accentuatec were .. to read Attic
crama as written by tne Attic crametists insteac of written by owinburne.
1L be sasdc that such ceat: of Folyxena produced no emotion but paln,
Chat such 8 pla, as the Lecuba,or tne leced +as intoleraple, one coulc

ungerstanc him. sut woulc he £inc the GeGiue Lex or the gremga or

the Llectra of sopiwcles less intolersble than Lrechtl ¢ doulc he
think t.at _ntigone is fierce .nu barren dnc vevoic of proper poetic

ic@ling? seeseee uIEChtheus 15 to De judgec as Greek oramay if one
30

toes not like Creex cramas, ver, noturally one will not like oIeciatieus”,
In this play owinburne never crouvsec tre iimitcs of self-control.

i fact, he acnlevel sustained control oif enotion in preciatieus. -ome

critics nave praiseu (hthonie for her selfesacrifice. .he, felt thaot

she has rencerec an inestimable service to the state.

vhe pley is remarkable ior its technnical flawlessness. In fact its
impeccable art nas appealed to some Critics too banal to be tne final

appeal of tne crama, Hunphrey liare has saic, "pPlannec under Jowett's eye,
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with a too=-conscicus regarc to exaCt cConfoindty with the principles
of tiwe /eschylean crama, wita a too=clsciplined, & too-impeccably
aellendc symnetry, the play moves in a serene, renote empyrean, in
an atnosphere too rareiicc for the breatih of human tragecdy oxr the

juickening of the heart's beat“?l

ihe reviewer of krech in e sdioburgh seview, July,
1676 began nis praise oi the «rama by sasing, "It wculd be harxc
indeed, to finc another theme that could be brought into more
erfect harmony with the ureek LIagic JeniuvB... 0 iL iz thet
I Te Swinburne seems to have »fisen tar zbove & sinple imitation
like !xy. Browning's .alunstion. ant to nave acidevedc the ciificult
feat of c . sting @ yenuine creeh tragedy, in tne more cumicrous moulus
of mocern .nglish uictmn‘.sz And then this aponymous reviewer mokes
further remarks, He aamits that human sacrifice is intencely repuge—
nant to mowern feelinys, but ~oints out tiuat swinburne's treatment
is, in itself, far less revclting wuile st.eml; rowerful, than the
representation that often helc the Athenians spell bounac, He compares
wrecntheus witxxté‘:nanim wndcn midght be characterised in the
language of our mocern criticism as oifensively sensationals In
fact, the crama ol Erecatheus is cast witn a ndgn purpose. One may
aiscover its counterpart in the sacred lielrew history, anc say
ti.at it resembles the yreat crowning Sacrifice which is the keynote
of the entire scheme or tne juieter Christian cispensation.
Chthonia ules for her country like the cvaugyhter of Jepntha, out
her weath is tie veliberate seal of a reverent submission to

supernatural cehests insteac oi the recemption of @ reckless vowe
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compared to jtalanta in Calydon, EEechtheus hes more breacth
and gtateliness of action anc a2 more perfect liellenic repose, It
has less sweetness but more gajesty with no frantic declaration
against the Godse #hat it loses in graceful juvenility it gains in
maturity of self-control. Rntlmd”
grandeur of grechtheus lies not in its relation to the past, but
in its relstion to the perennial as.dration of Humanitye. Erechtheus

is not only great but noble because it axpresses love wiich makes life

ie of the view that the true

2 worth living.

The implication of the sacrifice depicted in Erechtheys can
be properly uncerstood if we have a knowledge o: the ancient tyaditions
anc beliefs constituting the folk culture of Greece, Subtle emanation
of bloopdshed in a proper secrifice was regardecd as necessary for a
noble cause, ror avertin. Or overcoming some calamity, Lor helping
pacple in any prectical respecte. It links the icdes that there is
always, at the basis or founuation of any inportance, = sacrifice.
And even in the present day the idea is active in the folke-mind in

many parts of the world.

Ecmunc uosusq' said that grecihtheus is the most organie of
Swinburne's writinys, shat, inweed, is the appeal o. the crame
to us. grechtheyg may rightly o regarced as the ~ork in wadch
Swinburne was most coupletely master of zll his rescurces and most
resclutely bent on securing through them a single effect.
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6, Conclusion

In the foregoing sactions of tiids chapter, an attampt
has been made to assess tie impact of Greek tragedy on scme Of
their Eagliah couaterparts, An attempt may now be made to suUMMOw
rise tine observations maGe in tids connection.

Milton's Sgmson sgonjgteg is cecidedly the best among the
attempts to naturalise Greek tragedy in tnglish, Milton has
reproduced with great ficelity the form of Greek tragedy. Milton's
comp lete mastery of form 15 made possible by the firmness of his

tragic design and tie perfe@t assimilation of the matter of the
Book of Judges, Milton hee reproduced the sinple grandeur and
susterity o:r the Greek traged,, Characters are few anc no situae

tion presents more than two characters on cthe stage, wihich is
occupled always only by the choruse The unities are strictly
observed, Milton's crama specialises in ' eripeteia‘'y, ‘he end is
guick, swiden ancd total reversal == a preversal for Manoa, Samson
ant Philistines. Sgmson Agonistes ~1sc bears the moral effect
0f Greek tragedye. But the su.irit of tie crama is Hebraic. It
aiso lacks the tension of Greek traged,. The conf licts in the
dram@ azre less urgent and the subordinste characters are more
shadowy than in Aeschylus' Propetheus \inctug The real beauty
in mMileon's drama lies in trne full yet bare statement of a noble
theme, The form of classical Creek tragedy waes tne right cioice
for something Milton wanted to say,
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Shaelley in pPrometheus Llgbound, arnolc in jeroie and
Swinburne in /talaanta in Calyoon ana grechtheus enjoy; an advantage
over Milton, shey finu it certainly easier to make their plays
Greek, as the themes of their plays are Greek, althou.h one may
Certainly gjuestion t.ueir success. ushelley, however, cid not cast
rrometheus Unbound on Greek tragic rorms I'nds is ex.ectec of
Shelley 28 he was never an arue:.t imitator by the nature of his
temperanent. He sought to recreate Aeschylus' prometheus Uubgund
(wiadch is lost) within tie Iframework of a new icealis:, present-
iny a new myth anc @ new ritual of faith, strug.le and fulfilment.
This he voes in s own manner ana the way of sheliey is certainly
not t.e Aesciiylean way. Shelley's play; strikes one a8 like what
the Periclean cramad mi ht have bec nc in che hands of a great
lyrical poet, :ellas, however, is on tie lincs of AescChylus'
versians anc it has much wore oi tha form and style of Greek
tragedy than tie Prometheus Lnbound. The inf ivence and inspiration

of Greek urama on oshelley's lays are uncveniable.

Anola's l@rope is morc Cuan en indtations it is a
re, lica of sophoclean tragedy. It captures tue seschylean .cre-
boding zna irony. The Greek elerents in ctne play are t.e gnomdc
chorus, the unities, the tirade and relief oi stichomythia,
Arnold*s trageay is written in a subdued and low=toned way
designed to reproduce the guiet concentration of the pure Atiic
style. But smolc completely fails to thrill vs with che story
wodch has neither philosophical mor emotional weight. ile could

not use the methou cf tragic irony in the ureek way 48 tne mouern

-
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reacer is not femidiar witn the story of lgrope, / nd seconcly,

arnold wantec to dismiss a romantic subjectivism by turning away
from it to its seeminygly oprosite classical objectivity. +Jhat was
naeced was to minimise the romantic mooc by tne compreiens.on of

that mood itself in a severe form and in action.

Swinburne's Atalanta in Calydom «nc wrechtheus aave the
likeness of a Greek tragedye. 1he Greek for was imitated not
because it was Greek, Lut because it was tie best. Again imitation
was the self-imposec rule, although nis singular poetic gift mace
at least ;talanta in calycom in his justified worcs, more of true
poetice lite anc Chamm tnan MeICp@e “he Greek roxm alforded
Swinburne the opportunity ior £full esployment of nds highest and
more natural faculty of lyric utterance anc soOhge l1n the choruses,
where Arnclc falled, Swinburne succeewed becsuse he saw by & true
intuition that to egual tne effect of the Creek chorus full tnglish
lyric with rhyme and musical swee; was required. In its roetry,
Atalanta in Calydon is seschyleang in its thoucht and characteri-
sation it is bBuripicean. .-he philosophy of life as presented in
this play is @ negative cne. Caught within tihe trap of a hostile
deity man himself becomes ungraciocus, a sacrificial victim to the
essentially inhuman orgies of existence. wwinburne presents t.ds
sense of life in a moulc so self=consciously antique as Greek
trageay and thus Conveys a suggestion ol the perennial nature of
thds cilemma. Erechtheus «lso presents a8 world in which men £ight
against the sombre background of merciless cestiny. sut the play
is plannec with a too=consciocous regard to exeact conformity with

Greek tragedye.
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It goes witiout sayiny, that 50 yreat work of art is possible
by mere imitation. nvery work of art amd asn asttic tragedy as such,
is living ana follows the rules or its own being. Any 3sttenpt to
write tragedy on the mocael of a particular Greek tragecy 1is,

tixreiore, bounc to meet fasilure,

There are other factors, too, to be con.icersec in conmection
with the question : is it possicle to naturalise ureek frageuy in
inglieh? che form of a play is «eterninea by its own vital iuea
and by tne limits fixec by tne concitions of performance. The
wreek dramatists were conscicous citizens, .hey founc a perfect
form in tragedy to express t.elr anational gplijit. The Greesk
tragecies were, in o sense, res.onses o tna culture waich sus-
tainec €t @ Greek (e0ils. In trelr characters, lanyuage enc action
toey gave articular form to tie submergel _ommmael cesires of the
roek people. fhere is another sice ox the pdcture. In ancient

concerned
wreece, tragacy [/ oot cniy e yreat artists vut the

entire ,e0,.le as well, wio teit e avpceal of the ctrageuy to
such a uegree tnat they would gather in a largs number to ses a
erformance. ‘Yhen again, vreel trageu, achiaeveu a syntnesis
between icrm cm content, Phe .ol =0FKVeB its reptraining and
equilibrating function by interpos.ny ot every <¢ritical turn the

coienta of tne chorus.

The form of Greek traged,; is an archaic art. The concept
of tragec,; has also greatly changec since the cays of tie Greeks.
With the re .44 growtis of civilisat on, ©.8 jpolitical, sccial,

economic and theolo.lical valuas have usurpad tie place of goas

AT
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of Greek tragecy. Man is no longyer & victim of cruel Lestiny but
a victim oi the eccnowic necegssities, e is a2 creature of reflexes
and complexes. :e is sometimes presentec as & slave to the uncon-

scious. ihe olo crounu of religious faith is gone.

The Lnglish poets well knew tihat Greek tragedy was the
characteristic mrouuwet of social anc olitical concitions and of
all that suwch conditions involve anc imply waich have no analogy
in mowern times anc that consequently, its re;rocuction in exact
counterpart must necessarily Le an anachrondism in art, Yet they
believec in tne effectiveness and permanence of the form of
wreek tragedy. udlton thou. nt the Greek tragic form to be the best
rule to all wio endeavour to write tragedy. /nd he nas reprocucec
it in nis drama. .ut what vitalizes nis dramé is nis theme which
unfclds sSameson's position and ceestiny asna in which Milton realizec
a tragedy analogous to the tragedy of his own .ife. Lhelley modi-
£fies nis models to such an extent that he can scarcely be called
an imitator. swinburne's plays are in structure closer to Greek
prototypes, but nothiny could be more un=-ureek than all that
constitutes their attrativeness. /onolc was egually aifected by
the jower oi Greek poetry and ci the consummate iocrm of ureek
tragedy. in his Merop@ e reproducec witnout the smallest modifi-
Cation the exact counterpart of Attic tragedy in its most perfect
shape. in the art which had cast its spell over nim he woulc
confide. Sut how could he confide in the spectators of his day

who were unfamiliar with the story of the Greek myth?


http://vi.ct.iin

There is yet another vitel consiceratlon, Greek tragedy was
cont:itioned by the nature of tie Greer theatre w.ich was Gesigaad
to accommodate the bulk of the town's citizenry, Ia such theatre
grand style was natural, W4ith the astcompaniment of dance and
music Greek chorus made ossible graud operatic effects thak one
can scearvely sppreciate in readin. and never reproduce exactly
since Greek music ana choreogra.ny have been lost. Gresk wramd
had always a vital meening for the Cont&upOrary 2ucience. The
Greek oramatists wrote :Lor tae stage; ublic perfcrmance was &
must, otherwise t.e Gramd woult have lost its total meaning amt

effect,

The Engiish plays ,mnuer «iscussion, on the contrary, were
not written w.th a. avic eye t tie stage. Nilton's Samson Agondstes
was written for the stuuy anc not 10r the theatre. helley owned
tiat a urame must be for tne stage anc not for tne closet.
frometilvus .nbounc, however, is more a dramatice poen than a crama,
It 18 snelley's testament of falt. in man. Both ,rnolu and
Swinburne ptt oetry ilatc cranati¢ form without any effort on
their part to yive 1t & test of the theatre. swinburne wanted a

stage of antijueted time,

It appears then taat none oif the Envllsh plays on the
Attic mowel have bean suceessful in prouucing the effect of the
Groek tragecy or in cvokine its spdrit. vt 1t will be wrong to

ass. e that tie imitztion of the Aattic mowel have rencered these

nlays dull and ineffective. All tnat vitalizes idlton’s crama is

ATES



what is implicit in its tee e in what lts Checime jaesents in
sybols It is Loelley's own version of man's suffering ank suess
in rrometheus nbound anG nis superb lyricism wnich constitute

the impressivencss of ids pleye Arnold's iRIope is a tragedy
sincare, moving anc hom:st in such feeliny ag it evokes, Swinbyupma'.

abclanta in Calywon stands in its owa right as a true work of art.
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