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Chapter 1X
¢lassical Tragesiy s+ The Tragic At

1. intoduction
Oacar Mandel begina ais cviscussion of tzeged; in A pefinition
of TEagedy with the following observations “Liscussions of tragedy
are numberlesss definitions of tne tern fews and of those only
one has endured longexr than tie attacks against 1:".1 encel is
right to hint that Aristotle's definltion of tragedy ia, up o now,
the mogt fruitful approach to the subject, Lut, that, too, is not
taken to be the periect by some of the critdcs and theorizts. The
fact is that it is naot easy to have 3 comprehensive and typical
cefinition of trageGr. <N three wycens of Clagsical Greek trageuy,
namely, aAesciylus (525«450 B.la ), sophocles (490-406 B.C. ) anc
Eurdipices (c, 48U=406 B.C, ; were the iirst of the trageciens anc
it wes upon thedr :..vo:im2 that szistotie fozmed his concliusions
sout trageuy in the 4th century o.o. Jdow, if tragedy, liike major
art forms, is to bg taken ag 24 expression anu reflection of mon's
nature and his vision of the unidverse 4nc his role ana position in

it in any socliety or period, toaer the tune as wall as the scale of

tragedy is very likely to vary s tie changing circumstances.

Still Greek clagsical tragec,; is regarved ieo be the model
of Tragic Art. Luring the f£ifth century before Christ, Aeschylua,
sophocles anc puripides wrote tragedies of @ power and beauty
that has never besn equalled. After that a8ll through anticquity
nothing was allowed €O be & tragedy that was not constructed upon
the rttic model, such is the beauty and perfection ox the clasaical
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Greek tragecies taat even in mocern times dramatists who felt their
power and spell, have tried to produce in their languages, the form
of Greek tragedy., John Milton's syngon _sgonistesg (1671), Matthew
Arpold's peropg (1858) and A.C. Swinburme's Atalants

(1865) and prgchtheyg (1876) are some attempta to naturaliss Greek
{1820), &

tragedy in english. PuBe Shelley's
lyrical drems, however, was written not so much as an experiment in

a classical form of arty shelley was determined to write his own
verion of what happened when Prometheus was unbound. Shelley's

imllas (1822) was written on the lines of asschylus® The Pergieng.

In the twentieth century tiiwere were some attexpts on ths part of the
drametists to adapt the stories of ureek tragecies to a contamporary
OFr neer contempoOrary setting or to intexpret them in the Light of
contemporary thought. smone the few drapatists who belonyed to this
category of cxramsticts, O'Neill was gquite successful in his attempt
to ‘translate’ s Greek trilogy, the Qresteds of aeschylus into mocern
{(1932)¢ TuSe Eldot who wrote &
{1935) transposed the actions

(1939), WL

Pagyy (3950) 1he
(1958 ),

The classical stimull accting upon knglish tragedy in its
beginning, however, was the Roman Seneca (4 BC -« A.Ds 65), FoOr
th® var:y clizabethans classical tragedy meant Leneca, The _enccan

OLel produced approximately two kinds of tragedy in kEnglish 3
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acac I Craind vaseu on classical riles anc the mueh more lmportant
Lenre ol revenye tragedy. Juudl ant Jacooean I ARatlists owes many
LBelbts te seneca, whose influence extenceu thiou h Christorherx

~arlowe .nc willian snckespeare to John Jeonster.

Consivering tae luteqnse and _Iuiuse JuUSte O We wngdish
CLanatists .or tie ereer tragecians and ror .enCad, a8 i€ dnuivie
cudd Cases way oe, it is aevessary to cnaracter ize shat kind of
eiisct classical Crageay nas on tiese oetse This atten bt laelils
LOX O Logit consiceration on the LoX:. aw spirdt cf wreek oqc

weneCan X ouucles.

wOd, wWiat 18 t.a essence OX & tragewy proper? H, J. Muller in

aik2 L idlit O ifageGy olscrved g YIn a plstorical view, t.e clue

tu its [o'x uaqeoy] BoSEnGe 1S Not 1ok LLE ConLent O Lriose.
wdbimateldy, it is tie Lrauic spiiit, t.e tragic sense oif iif:e“a.
febe ke KiCtTO Nas & sinilar observaticon. (e ‘nolus‘ thet if we grope
cul way to the funcacental tragic coince_tion ok eacn play or a
wrovp of plays, <€ Can ixiie to explain their forn anu styles in
CThI Wwores, it is the ciamatist's sense oL tne tra dc whdeh yives
reaning to nis orand, bBeiore oing invo any iscussicon of tne iorm
~nd apirit of classical tragecies in sweh a work os the prasent
one, it is, taerefore, ingortant to trace in brosu outlines, e
sulient tradts of the trxagde vision or the first trageulans, namely,
Aeschylus, sophocles and Ruripides.
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The 'tragic sense or life' is hardly reducible to easy formulas,
In a general sense it can be described as a certain agprehension
about human life. The great Spanish (hilosopherxr j~iyuel de ULnamuno
in his mwonumental book, The iragic senge of g&s dascribes it as
an attitucde toward life which i1s latent in every man and may be
evoked by experience. George satayana,while aiscussing the tragic
experience writes, "where life is aiventurous, combative and
rophetie, inspigation must be 30 too. I[ceas however spontanecus,
will then claim to be knowleage of ulterior facts anu will be in
cunstant canger ol oveing contraiicted by the truth, Experience,
frow being Lgmcal will become tragic; for what is tragedy but
tie confiict between inspiration enc truth?"a Murray Kreiger has
useG the ters 1n its relation witih tragedy. In his essay, “Irageady
anu the wragic Vision" (“Kenyan keview", sSpring, 1958) he uses it
in thu sense of tine tomantic, reoeilicus, cemonic spirit which
nee.us, in his woruds, the ultimate scothing power ©f the aesthetic
form wiich containec it — of tresgedy itself —= in order to _r cop .o

for the world a sanity which the vision itself denied".7

Accorcing Lo R.B., sewall tie tragic vision in its first
vhase “calls up cut of the depths tie first (and last) of all
guestions, the guestion of existence“.a it sees man a8 ‘questioner
+ne facing mysterious and demonic forces’g in his own nature and
outsiue, and in "the irreducible facts of suffering and death®.l?
It impels the questioner “to fight against his dast.iny”.11 ulti-
mately this "instinctive’lz phase of tragic vision was absorbed
anc ‘verbalized'ls in tragedy. The artist, however, contemplates

“the thrust and counter tiixrust of man against destiny‘.14 whatever



he fincs man capable of in action or under external pressure, is

i5

to him “*tone truth®, tThat is what constitutes his tragic wvision.

It follows taen that the basic concern of a tragedian is
with the root, nature anu signiticance of human suffering., The
tragic sense of life lies in the sense of the permanence and

mystery of suffering.

2« Greaek Tragedy

Ae Tragic vision of the Greek Poets:

Tragedy was an achievesn ent of tie ancilent Greece, parti-~
cularly oi the Age of wvericles (c, 500«429 b.C.). iilstorically tie
very age oifered a fitting soil tor the birth cf tragedy. Critics
are unequivocal in asserting tiiat tragedy i1s a Greek creation.

The German sciwlar-critic walter Benjamin unhesitatingly cecides,
*"Trageay begins with the Greeks, is extinguished witih them, anc
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after centuries, its 'rulesg’ only are revived". Baith iamilton

Periclean
analyses the temper of the/age in her inimitable style in The
Greek wWay. It was a time when life was seen exalted, "“a time of

thrilling and unfathomable ;Jossibilities“.17

Men were thinking

more anpc more about human life and beginning to perceive that

life was bounc up with evil, that injustice was the nature of
things. These people, — tne Greeks, == hac conguerec at Marathan
(490 B.C.) and at ~alamis (480 B.C. ) cefeating the Persian invasion.
rien knew that they could co hercic deeus. Peril, terror and anguish
had sharpened men's spirits and deepened their insights. “This
knowledge of something immeajiately wrong in the world", to quote
Hamilton's words, “came to a poet with his poet's power to see
beavty in the truth of human life and the first tragedy was

written*, 18
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aeschylus was the first tragecian. (ie was dborn about 5z5

Bele @nd he cled in 450 5.C. The high spirxit of 1ds time wes strong
in Aeschylus. e realisec that life was a perilous acventure, but
the fulness of life was in the hegards of life. Hamilton sums up
aeschylue! outlook on life in tie following works: *Mapkind he saw
fagt bound to calomity by the working of unknown powers, commnitted
to a strange venture, companioncG by cisagter. Lut to the heroic,
Gesperate odcs f£ling a challomge®.)?

hasChylus® tragic vision, however, has & deeper realizé
tion. He seeks to comprehentd the funcdamental issues anc deeper
realities of life and death, Anc all this he oid as & profouni
religious thinker, in his tregecies man*s inorxuinate Gesiree
come into comfiict wich & daivine order waich revesls to man

his own limitation and gives mesning to his cownfall, iHis

phd loscphy enunciates tuat gods do not senc Glisaster without
reason but allow Gisastexr to cevelop out of sin previously
conmitted by man, Such sin i3 fated for man but not in such a
wty that he is absolved of his responsibility. The suffaring
wnich ensuss is the rosd which leads man to recognitisn of the
etearnal validity of divino decrees. To lserrn throvgh suffering
is the road, Xarxes must follow in The Persiens. Thies idea is
also found to dominste Asschylus'® trilogy, The Qregteis. That
suffering lesds to wiscom is put forward ss the meaning of life
in Agspemnon. Wiscom comes te us by the awful grace of God,
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Sophocles' characters develop fror the very roots of human
existence. There is an inner citacel wnere sophocles'® men rule
their own spirits. In oying anc suffering, they cle anc suffer
nobly. ris nerces confront harsh moxral choices or irraticnal
suifering. The transCentent powers winich thney have to face may
crush their lives at any moment, but they will not be perplexed
once tney have realised the linitat%gm of their existence. In
this "calm, truly heroic acceptance", lLesky fincs the secret of
sophoclean serenity .

Sophocles retained a cheerful outlook on life, Jones
explains sophocle' serene vision iu the following words; "lLife's
carkness anu its liyht are not opposed as negastion to affirmation
within toe Sophoclean experience; inceed tne entire antitheticeal
sense is crowned in a vision of salf-poise'n. lesky uncerstands,
*He [ sopiocles / saw into the carker ceptis of life over which we
nove u:,it&ms. ant experienced the sheer joy of the raciance, with

wirdch, the goas suffuse the uorld'a.

sophocles believes in the eternal laws Of justice and
religion. saith Hamilton woulc suggest that tnds is the spirit
of acCeptance. He is an upholcer of established orwer, fajir harpony
anc sobriety. He taoinks divine justice and law are engraved in our
conscience. OGS are immanent in taids world. 1he hero's tesk is

informec by a pattern, hitherto invisicle, which he Ccan discern.

It is founc that in sophocles' tragedies, human su-fer-

ing visits the innocent &8s wuch as it coes tie guilty. The poet

o 28
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oS & TenUUKy to ahoadj@n tie etye of sUifeXinge i nds wOIKs

tiher: 16 @ conviction ouet suffer:ny 18 lausiat o auwan natures

cutdpdces brought trageay wown to tie level O oiuinaay
Huksn existenca. He wos in fine wita tae sophictic thinking, ol
nis Cay in contdcering nan hAmself as tix centie of eventis. In
nis wranas {part.culsxrly in The owcea ane tne Jdpolgtus) «stiay
evolves catirely ovt of man hineselt anu tne stren ti. of s
r3s8icnse. LW ilices cnose for nds trageules situotions @f violunt
stress, s:0Owink, IO oo woled 1o the orip or passion or worn by
venflicting im ulses. it £ir:. pelief in tue travitionsl ¢ocs
nat weClineG anu tne infiveace of inue encent tnou nt and seeliny
createc civinities w.ich were far rore anln to t.e@ hew copcapt ol

man tnan thelr mytidcal srototypes.

Artistotle coigslioered wouri dces “the nost tregic oi tragic
.oets” (Poctacs, Addil, F=10) 00e21n cr:tics, however, thidak tnat
he is, rather, "tne sgsuaest oL toae mets“‘4. cany of nis ext.ont

vlags were procucec wuring the veloppensian dar (431-4G4 b.Ca ).

He looked at war tanrougn oll tie chan (loxzy tc tae evil bencatils
Jacgueline e .omilly writes, "One pi_ht sa; thet in nis trageudes
he loved to e wnit re echo tie sobs of women in mourninyg, as
sretcheo in one cavp, a8 i tie othel, <no a plttefncods Lor a

hapriness £or ever lost"‘s. curlidoes is the great paiator o Lne

carsn vensths of [ain wnat e kaows Deste. in haniltou's wores, "re
teeins, 35 no other writer nes tele, i@ pitifviness of humen Llise

a8 0f chilwren suifering helplessly vast Tty CC Lot know ana
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cannot unuerstanue O poet's ear has been so sensitively attuned

as hds to the still sau music of hunanity"zs.

The Greek tragic vision invariably centres on the suffering
of & soul that can suffer greatly, it is the spiritual suffering
that matters most for the Greek trageuians, — the suffering that
sqyueszes ankd crushes the minc of men o the point of numbness ond
uespaire Albin .Lss.kyz 7. nowever, camments thet Greek classical
trageuy in its greatest perioc wpes oot represent & worldeview
which we may ceil totelly tragic since sucn & view rejects the icvea
of the Absolute - gf o meaningful universe that is civine in origin.
Classical tragedy, on the contrary, presup oses Such an order, anc
its tragic events contirmm it. sut we siwuld bear one thing in mind.
What the Greek masters are ultimately concernmec witi: is pMane in
JedAeie Lhomson®’s worus, "it was man nimself thet interestec the

28. To ,ut it in @ more categorical way, tLhe Greek tragic

ureeks®
ets were concerned with the cdiguity of human scul. Unamuno's
analymza cof tragic vision strikes tThe same note. The tragic feature
of the human predicarent is that it orivinstes in mén nimself; and
secontily, it is not solucle by men .ut cemands the rationaelly
unprovable existence of Goc. Beiti Hamilton quotes one oi the
Characters in kurjpides' tragedies in orcer to point out the signi-
ficance oi the existence of Gou in Greek tragic worlc, she writes,
'Pain coulc exalt anc in tregec,; for a moment men coulc have sight
oi a meaning beyond their graspe "Yet had God not turned us in his
nanu anc cast to earth our greatness®, surdpliues makes the old Trojan
[ueen say in her extrenity, we would have passec away giving nothing
Lo mene ihey wouldl nave Iowk o theme Zor s50ng in us NOr mave Jgreat
, 30

Loems Lrom our sorrows® ', e 28
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Jhan each/lus bega to write his slays, there was oo
com_ lete torn of tragedy moue ready for hime 8 o malier or fact
gquestions of form @k technl e are rully resclvew oniy when
iully ralated to the nine © the artist w.o malies ance uses tham,
The technical history of Greek treyed is largely an acCount of
tie efforts to roke an iueal pettern to wshich the tragic vision
ot the incivicual writer may Con.oline AesChylus, —ophocles and
suriplues = cach nave a gilifereat fasaion of tragic t .cught,

A5 wWwe have sceail. i invehtec ond moulded the Lolm because it
enabled then exsctl,y what @y santec to <O, that is, W prosent
tieir conca,tion o. tne .rinciy les or Iorces tuat operate in
ife, 8 & 1eceult, reak classical trogedy, curing its sears of
cffloroscane, passec throuwg. few cistinct ifoxmse Yhe pre=
;s@schylean Cramé was enactsc by ong LCtor ana Choruse Jristotle
says in tne roeticg that eschylus introduced the seccnt actor,
recucec tis part _layec by tie choics amx attav.n€ j-rimaxy
irportance to tie sioken WOIte SO lwcles intrownced the tulru
actoxr witi: scmo jaintin., . suripddea, howevar, d@stroyec the
inher itec myt jcal inzrastrwctare, retainia, the myt.ical
ficures and drastically -ltering tie le.untse (j@ went back, in
nearly all his trogecies, to tle Jrand ol the generation before
ragcn.lug® ctine —= o Gramd of sinmple strle, wsidch oaly neecec
a new ieaveuing of suripjcean rabionacdds ¢ becue in his hagow

an instrument of pro.ayanwa Eor tie Iifth cuntur Illumination,

23
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B, Greek Tragedy : the iHatter

For the Greek tragedisns the myths were toe source of
the tragic matter. The subjects were regularly orawn Irom the
legendary past, especially, that pert of it wiich recounted tie
fortunes of the House of , treus, the House of Labdacus and the
House of priam. HNO Goubt, the tragic poets often wsent cutsice
these three cycles for their subjects, vut there was & marked
tencency to keep to them. The old tragic legends were very useful
for more ti.an one reason. First, the legendery pest was heroic,
Secondly, it was known toc the audience anc at the sere time
removed from contemporary nistory. In the typical Greek tragedy
the hero is found to walk unconsciously to his doon, the audience
watching him in helpless foreknowledge. fhe art of che dramatist
is enployed in arousing and maintaining tids suspense ... this
waiting for the blow to fall without knowing just when it will
fall — until the soul or the spectator is . urged by pity and

fearx.

The tragedians cyew on the ancient myths. But owing to
limitless varistions down the centuries, very little was
immutably fixed about the myths. The Greek tragedians weye,
however, not the obedient servants but the imperious masters of
their sources. Aeschylus and Euripides, in particular, gave the

old stories radically new meanings and adapted them to tne vital
concerns of their fellow Athenians. The great German scholar-critic

30



Jalter venjamin saows how tragyic poetry 1s a tencenticus re=:ilig, dng
cL the legenc. tie wiites, “e..e. the Ire-=cha dny oi t.e legend is

not uotivated oy the searcn for tragic situations but it is
uncercaken witn a tencenticus urjose” 3} .he tragic poetry, in

nds view, is basea ou the idea of sscrifice. 'lhe pur o:e' is to
brin. @ fuller si.nificance oi tihe sacriiice cf tue tracic nero

to tne auclience. Apaxrt iron being "an atuning sacrifice to wie
legencvary yous, w10 are upinoluing an ancCient rigntaz, it ac ui:es
the sense of "a re rcsentative acticn, in whica new aswcts of tae

Life oi the nsation bec e nanitest" .

Besides the Greek tragedians made the mythic stories convey their

own thoughts about the political, morel anc religious iscues of
thne fiith Century ,.thens. lt, nowever, does not mean thiot Crfagewuy,
in the nancs o1 t.e GIeeks, was & cognentar,; on iiie witn an
Pacifying .i.uea"Bf widcn tie urmaetist woulc work up in fds clay;
or, that the entire work was from the start suborcinastec to
"vedagogic j.nt‘.ention"a? it means that the play woculc be set up
within a iframewcrik of acce.ted iceas w.alch woirlc recedive "iresh
strenytn anc sign.t:’icaxx:e"36:ron toe Llay. lhe Greek cvraiatist
was, after all, an artist. ne felt, thouvyht anc workec like &
alnter or aB?usician. not like & puilosopher or a tesClel. As

ilobekFe hitto 1Ilwlcs, eac:: of the plays is a work Of art, anC

tuocrefore unigue, eacl: obeying the laws 0i its veing.

ihe real basis Of a classical ureeh tragedy, owevel, is

not tne storye HOr 18 it tie pecple wino figure in tie storye. :rom

2



tie m . terial tie Gregk uramatist selceCtec onldy wiat sas immeciately
relevant %o uis task, anc tie tas. was o recreate "the ianex
rea.iit.y“B? sotn neschylus anu LophocCles believel in a worloeolcer
wadch is ultinately rationale in Case of JesCiylus Lhe inher o
vindf sing xeality proves to be the conflict between toe two laws

O- tue Like Or worlce~orcer anc iiybris. Jpen sescaylus ce, icts s
confdict Letween wne YoOU ance another, k& ig e, ictin,. a8 worlce
orderx in toe proCess ol evelutione in toe restede t.xrc is a
ioywarc nmoveneat fron oontljct to ifurtiner coniiict anc to an
ulticate reconciliation whicu ensures te establistvent of a moral
anc soclial oxcver cut cf chaos. Wit LSophocles tiwke is & Choanye

in t.e concefcion of t.e 5&. It is scnetiing inhereat in e
nature ¢©. tie universe, =nG O man; it is scmetniny eternil. Jikn
S0, nocles rfe. rewents Vel us a8 Le.iny Gestroyeu ticuyn essentially
inaocent, e is oot presuning & flaw in e unlverse but recogni-
sine thak its mejeStiC orcer “may Cut the threaa O a sangle lizie

39
and regudte venlal unwiscom wito utterly wisipforortioncte penelties®.

in nds plays, tie dnnocent co suilfcer; toeldr suiferiagy is seen to

e cart of a worlu=orcer waich is cef.nltely intelligible, Jith
sukl, dues the inner realit; is siditec w tne imner worlc oi

contrery passions in mane.

laken &5 a wWhnole,tne Greek uraratist presents a problem
or & Juestion in such & way that we see what it really ncans for
4 LUUMAan e inge e asserts thet tue forces w.aich snope or cestroy
cur Ltives liec outsice tue governance Of reascon or justice. There
re 4iso eround us uencalac energles which prey upon t.e soul oac

% It



turn it to mauness or which poison our will so that we intljict

L2 putrages upeon ocurselves anc upon tinose we lovee Greek
tragedy, in general, holes up che mdrror to a cisintegration in
the liie or an incividual wic feels himself a victin or antagonise—
tic .orces, cieans of a newer oruer, but is owerless to initiete
it, resists ance struycles against the doon LUt is crushea cut of
existence by oppo:.cnt fOorces. :or /xristotle Lopnocles's Ceai us
iyrannus vas the nocel tragedy. It is "the (reat cremé oL the
cvefencelessness” 40, as Fibin 1esry has CnareCtoxrisec it. in it
every step seens to be a wrong step, beCcuse it entangles Ceud. us
more ant more in t.£ coils of nis cGestiny. 1t is, so tc say, an
overvhelmingiy terri. le cencnstratlon of Luln, of Leatn stanc iln
at tne elbow to strike; cut it is, at the sape tine, the wenonstra-
tiou O. thne strengtin ¢f the huwran s.-ul to Gaere all, see all,
suifer alle. 1t is in ccurse of tunds kince of suffering that the
wreek urotsgonist gets tne trith about himseli. ihe essence of
tie hero's pe«irscnaiity is brouyght out by the suifering, e uncer-
woess "1 surfer, I will to sutfer, 1 learn by surfering: therefore
I am”, In tne wWOIcs of veorge steiner, %,.. in the ver/ excess
of nde suizering lies nen's clainm to clenity «eee s8n is ennoblec

Ly

the vengeful s.ite or injustice o. the LOLS. It (Oes uot make
fnip innocent, out it hallows nim &8s il ke hed passet tiucough
Llame"ﬂ. e spectator is alsp toucneda by the cicndty of scul in
agonye e fell ¢i the hero arfects Lim, comes Close to nim,
C..cnye$ ine e is ceeply stiirec when ( expuilencegs tie essential

trageay inhereut 1o tie fall.
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ihe protagonist of tie Greek TrageGy, «aughit ia an
inescapable cunfiict, is fully aware of LAS Situaticne i@ sutfers
0o Goubt PLt e su.ters kaowingly. iesSky .aas o verly imgortant
cbservation in tiis conn<Ction : “.rageq; Jas a iowuct of Greek
WJay o tainking, anc cae of its components is 'tie peec to ex, lain'
ees +itat I8 wny tiw great Laigures 0i tie LLIC stage never tire
of ex.ouncday, in long uninterrujted S, €eCied tae lgascons Lor
tneir £ts, T« agony ©. tuelr cecisions anc t:e powers tae, have

42
to conuence with* .«

{he herc (ets @icat znc he ics cltimetelye. zut his is
a prouc ~nd crancilojuent «cceptance of cefeat and geatile 4dn lils
essay, ".rayic rhniloscophy®, -eorye canteayana ex, leoins the uitimaste
vicnificance cof tne ceat.. ¢f tie treydC herc in tihe icllowing
401083 "Jrageqy must enc in geatii, 10: any dmoortality wLich tie
ot or nls nelo mey ctherwise beileve in 15 irrelev.at to tie

acsion tnat nas &bgoIibeu nine Liat passion, ab least cies, ang

all ne cares rol Gies wita it, Tie possibility of ultericr lives
i alden interests westineu in fLture to ayitate the worlc makeg
no uirference to tiiis craca in tuds soul"és e Whe monent ciL toe
aectii 0L tie tr ylc lero, € uesCri es, as "tie supreme Moh+-nt,
wién a man is entering eternity, hie neasuie taxken, .ds hcart
revealed, anc nis price entire"” 44.

At the core of all creek tragecies is the strucile of man

. axnst s @tee Ahe action oi the trauedy involdves tie ¢ocs anc the
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cosric orcer of which both mortels and yods are part. In trageay
gocs anc mortals anG wods and goGs interact, ex;licitly or
irmplicitly, sometimes to reaffirm an olc orcer, scnetimes Lo create
new relations. ips an¢ a new kinc of consciousness in the COSmOS.
sehdnce these _ods is ! ate, cGeterndling the cestiny alike Oof men

anc gous, ant against rate it is useless to conience

it is, hwowevel, DOt i ate wut Nemesis Chot ic tihe prevel iliag
note or a Greek traged/e Nemesis appears stronyest in JescCii/lus,
as a prophetic and awful law, mystericusly ielt ‘ncu terriily
revealec, sopnocl:ss uses it to poinc the cee; noraiities w..Ach
_overn human lire. in wuripices it cegenerates into sometning
nore akin o a sense Of vicissituces, :t Decones moie sentimen-
tal — less 2 religious anG noral princCl. le than a phenonenon

inspiring fear and itye.

ihe unceniacle yowers of : ate are clearly recggniZec in
Lreek tragedy but they are not axnirec. .hne Gieek tragecians
lookecu to supernuman forces, personal or inperscnal for & jurpose
behinG catastrophe. Ut this pur_ose woes nct, within tue wikcle
conpass of & crane, precluce the free will c: tie cuaraCters or
tiedr res;onsibility, (ost ci tihe time Ciey are presented as free
agents working cut their own westindes. In Oliver laplin's worcs,
*never, are the characters of Creek tragecdy portrayec as auvtomata
or marionettes" 45. Jalter Benjanin shows how in trageay the nolc
cf cemonic fate is even broken by the hero: “Not, however, in

tie replacement or the inscrutavle pagan concaten. tion of uiilt
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and atonement by tne purity of men, absclved and reconciled with
the pure god. It is rather that in tragedy pagan man realizes
that he is better than his gods, but this realization strikes
him Cumd, and it remains unarticulated", 46 George santayana put
the matter in the following way; "Fate was inhumanp it was cruel,
it excited and crushec every finite wish; yet there was scmetiing
in man that ... triumphed in that ruthless marcn of order and

necessitye something superior, not m“xot"."

Ihe tone anc tenour of tne Greek tragedy were detexmined
by the fact of its assceciastion with religicn. aeschylus was a
profounc religicus dramatist and he was radical at the same time.
He pushed asice the outsice treypings of religion to ssareh into
the thing itself., He realisecd that pain and terror are the steps
of the ladder of knowledge and in God rests the meaning of the
world; in the knowledge of Him all wisdom is contained:

“Cry alow without fear tie victeory of Zeus,
You will not have falled the truth". (m)“

sophocles believed in the eternal laws of justice and religion.
70 him all thet happens is gode-given, Livine justice and law are
engfaved in our Conscience, Sophocles' religious essence Comes
closer to the percept of the Lelphic oracle , 'know thyself’,
wadch shows mép ds human limits.

Attampts have been made to £ind invariable ritual elenrents
in Greek txaqndr‘g. 1here were certainly some ritualistic procecures
during t.ae course o: the events of the plays, for examplae,

suppliication, ghwst-raising etc. Lut they are not
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imposec f£from witiout. .Ocern critics taink that Gree.. trageuy
reflects and ex.loits tac rituals ci the real worlc, of course,
Lut 1t is not itself a rituale Gliver raplin observes iu tuds
connuCtions *it was a necessar; e coa.ition oi the great zge
of .reci tragedy that the urane sbould not have been a ritual,
It hac to be human anc various, beyonu the conirol of repestec
superstitions, ancestra.l taLoo, actiovas StyliZel anc conlitions
Leycau anytndng mimetic - it hau Lo exyloit ritual, not just

conserve or subuserve .1.t"".s°

Ce The lxrmmatic ixrt ang Patter. or Construction

sXagely, says ~rictotle, is the reprcesentat cn of & serious
2ction periorned by charocters suificientiy like us to arouse
our sympathy but better than we ke, The awotion in a Lreek tracecy
sihows tie change in the hero's [ortune. 1hds Chnanoe@ L5 LDon YOOC
to vai. The incicentes comprisec in the tracic act.on are inuisso-
lubly linked, sunittine noti..n, extraneous to the «Ctione Tihds is
what is callec tie Undty of ACticn in a «reek tragedye. /Aristotle
seys that plot is the scul of tragedy. ith a distinct beginning,
middle and endly, the plot is tirst corp licated zud then resolveds
~he com lication conslists of the wrouvp of incicente which recece
the déecisive twrn in the action, nd the reselution of the yroup
of incicents which tollow it. .he complication culminates 1n Ythe
turn of fortune® wnich is known as 'peripeteia’, meaniny & chLange

Lrom goot iortune to bad or from bad fortune W _O0de It ma; Le
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accomianica with recoynition or, as it is callec, 'anagnorisis’,

t..at is, e chenue from ignorance to knowleugee.

in orcer to ensure perfect palance and narnony of cesiyn,
tae Greek tragecians observec certain basic principles. .hey
insistec on sinplicity in ctne evolution ot plot, w.dch is thne
patcern tnat shajes the action arount & particuler moaent 180 latec
tron tie current of life. ovreek traged; gives us ai intense aonent
0f lite. :£len Bacon's proposition in this regard may be guoted:
“irageuy reenacts, not tie whole event, cut the ronent o Critical
cacdice t.out nas direversible conse uences, usuall, ior everybouy
on the stage, tie noment Ltast 15 t:e culmineticon ol wany peast
events, tne turning point aziter gnich everytiing is permancntly
L 1;texent"51. ihe critic clsc notes that tie magnitu.e o. tie
traydc event 1s such tnat “spectrators, <ven reéa.srs two millenada
leter, zre participants® 5;': Lhis is way Greek trage.; woes not end
in @ uisaster, Ihe se&ic critic pucs tie maetter in a beeutiziul
language : "ilray®Gy 1s ... an o€t of assimilation. ot only ctie
ocCurrence bit its inplications murt oe liveC thrcugh on the stace
anC by the aucience. ihnds living-=thrcough .s pert oL the event,
its completion anc valicaticn, tie means by wnicn, 10or all its
orevity, the trayic moment becomes a permanent possession of
nman.’l.t,r"SB. Greek trayedy, thus, coes not ceal wicth the whole ot
life, but witin & mythical moment, the monent LOetween the ueec wnc

te sxpiation, tle Crime anc the ,unisnment.

K}
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lowaras the sane enc, Lreek tragecices allowec only a
iinimun number of characters. Aristotle insists tnat character
is t.e seconuary tning in the tragecdy. hHe means to sa/ that plot
is of more inpoitance tnan the cnaracter because plot 1s but the
ceployment of cnaracter in actione. In a ty icali Lleek tragecy
tne centre oif interest is fixeCc on Lae protagonist wno is an
intermecliate sort of personsgye —= a man not too ycoc or too bac,
but esseatially like cuiselves, wiac is to teke Cie initisl step.
cince this step woult eventuslly leac w catastrcophne, it is seen
eventually to e taken witi: insutficient knowlecye anu in ignoi ance
0. C.e ccnseguences. Iinds is what is callec tne *hamartia® in
sreek tragedye. It may also be sxplaincG as the intellectial failure
tc grasy «<aet is right, & tailure of human insight anicst tuae
confusion ot llfe wnich surrouncs us. ax;, laining tie nature of
nemartiae wesky writes that it was & type or guilt lor which no
one was res;onsicvle, out "which none tie less was objective, Jas
real, @ horror in the eyes Of ¢goCs anu men, capable of affvcting
an entire country like & pestilence"54. Ceaipus / in vecdous
Lex _7 is & concrete ana tnorougnly reek exarple. it is within
the scopre of tnies type of errxor cr guilt that we tind tragecuy

at 1ts most impressive on tne Attic stage.

zut it shoulc not ve too reacdly assumec thet thne tragic
hero or heroine is necessarily atfiictec with a *flaw'. /ctually
inuocent _eogle are also trippec by traceay like rniloctetes anc
~untigone. it should be rencmberea tiuat trageéay is ceeply erfect.iay

pecarge it projects the glory anc gool in méne
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The so=called Unities of Time and Place were the consew
gquences of the focus on the critical moment in the Creek tragedy.
it is natural thet tie more concentrated the moment, the less room
there is for long lepses of time ox changes of scenes, nelen
bacon explains tne significance of the tragic moment in the
follewing way 3 "Because the brief tragic moment is the summation
and fruition of all that has led up to it anc determinant of what
is to follow, most plays encompass much more tnan they enact sees
It is the concentration of meanings, past, present, anc future in
the moment enacted on the stage, not just the fate of the indivie
Guals, that gives tragedy ite impact® > Aristotle himself admirec
this intensity of tragedy, its ability to achieve its effect in
a small compess (Poetics 1462a-1462b)e It goes to the credit of
the Greek tragecdians who let the action play out within a strictly
aefined area oif brilliant illumination. The Creek cramastist, in
Kitto's words, "uses only cne £0CUS se.+ The mind of the Greek
cramatist is & £4xed light : there is the one area of illumins-
tion, ax cutsice that, 2 carkness which nothing tempts us to
explore, for we lLnow that it conceals nothing which concemms
ua,,.u

The magnitude of the event degdcted in the Greek tragecly
ig such as to effect, as we have already noted, pecple other than
those directly involved, It is an event significant epough to call
for the presence of 2 chorus. A choral performance is a res onse
to an event that affects a community's sense of itself and its

relation to the gouse The Chorus in Greek trageuy not merely
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womicnts on the asction Oor comnundcates unaversal truths out also
e resents thie thwunt of tie zlayge & _rougp O0f persons occupydny
¢ .lace below tne stage, it koows tie pest, Obseives tie present
20G nas @ shrewc sense of tie iuture, «nu it (lves L.e awlence
act incivicusl jucgen=nt Lut the Cccllective wisuom ©i the conmunity.
bBut it is not & (etaChet spectatoi; it jartaiCipates in ciae action
in tie -ense t.at it suirers it. conseguences. Jlts wiscon is
rocotec in Lie a&Cticn ok seens LO emanste Ltrcin Lae Cclial eCtelSe
ihe Chorus is one cof tie cevices by whicii shat woule ctherwvise
re@in an incivicuval experience is mayniiier anC generaliiecte The
»tatic, almost tiie rilgic presence oi tie Chorus thnroughout toe
aCtion, oOversee.ng, inciting, praising concerning every novenent
0oL tie psotagonist, symbolises & sccial fou.maticn in wsnicn tne
1nneritec fanily anc scelal striucture must be maintainec at all

Coste

The Chorus, peing in a sense '"tie iceal spectatoir' on the
one nanu, helpe the protagonist to contrcl nis passions by
sympeothy, awrcndticus ant instructiong -ng on the cther Lk, oy
thelr sonygs and cances, Liky ptoviue an sestietic reijef to the
overChargec feelinys OL tne spectator. by rulfilling tnese fLunctions,
the Chorus, thcu ll not part oi tne «ction, beCcane an integral
FaLt of tne oreek trayeuyse daeking t..ds role of tioe clorus into
acgounc, Arisctotle says in e POctics tnat it shoulce e an

inteyral part or tae wicle, anc maeke a snare in the actione.



rattoew Arnole in .is Freface tO i @XQpEe s..0WS (0w the
Crnorus in & Greek trageq, nelpgo’r.a safeyuarc the preservation of
eyvildbriuwm ant mocer ation —2L combine, to harmncnise, to weepen
LOor the spectateor tie feelinys naturally exclited in hin by the
sight of what was pessing on the stage -— tiis is tine cue _rant€ erfect
CEQCUCEC by tie Chorus i wreek trageay, e writes, " fter tragdc
situations of the yreatust intensity, & cesiie for relief anca
ielaxation is no coukt, naturael, both to tie poet anc o the
s, ectator, ~ut tie -iner feelings or tie CGree:s fournk this relief ...

57
ia lyrical song / o. the Chox'us_/,

Chorus is tihe most remarkable f[eature ol Greeh Ll &agecye.
woplhwocles, unlike surd dwes, was careful to secuie the unity and
symmmetry in the structure of nis choruses, 80 tiat eech chorus,
aaCh choric ex,resgion of the lyrical elerent, procouces in itself
tie sare harmonicus eftect s tne wurama, ia totality, piocuces,
+hus by the systematic emplosment or 'strophe', 'anti strophe!
ant 'epcde', a regular corres, oncence of part with part, a valanceu
cntithesis of ticught TO tiwuent, of exoticn to enction, is eifectec,
ahile In an ioce encent rinzl stanza t‘rﬁ'\z‘gme’ ¢ LiE Lal.unce of

the whole i1 strucke

~@xt to contjcer 1s the frugalidty of expression wndcn is a
vec18ec feature Oi Greek tragedy. lhere is & severe economy of
cetails in Zeek trhgg%xis are not extrane.us but oryanic to the
whole. 1he ureek tragecians make evér,f cetail & siyniticant part
o. the illurinstin, design. ihere are wo bypaths, no cigression

i'l',
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ok weviations -= the yoakt to catastro, he is rigorously straliuht.
in Greek tra
Whot wos clnec at/das sinplicify ‘a0 C.nEent:a8ticne ..6 a result
wreehk troweGy is vely S0t ia its Cong asS. A8 18 SalG by ..it'.tcss,
t.e findciea stiwcture of Aeschylus' tiayeGy has tie Cletity uzna
~orce of a sinyle statenent, tne Lirmuess and t.e cohesion w.ich
we £inc in & mathematical wencnstraticnie ~Opfwocles 15 a8 austere
a8 JesCaylus in 1ds et oes. e never arays Cuaraclter 4iere ciglaCw
ter 18 not necessary. .ihe Greek vranat.sts nac alse a natrec of
excess in stetement, in colowr, in corna ent «s t.ue excess in any-
cuin , t.ey thouont, weckenee chie total eifect 01 a8 work 0f art.
soralcles' or mas axre cdstingulshec by te purity of form anc
singleness of artistic purpose. AbOut Lopiocles' sense Of propor-
Sophocles
tion waith Hapilton ¢rites in her essay on é 1 "LXCESE =-— tLig
WwOIG is not to Le mentioned in hNls presence. .esctraiant is Lis os
0o Otnel wiiter's. ceeuty Lo udn «oes aot inhere ia color, ©I
lignt snG shau® .. it has its oot act idn the mystery it in

clear trutitfulnesgs®. 59

Cclassical vreek traged, is not ouly siost in its conpass;
it is alsoc perfect witnin lindts. The limdtations set by its
reliclious ordgin were =£¢c. ted as .dvens tie iorm or tre play
20 the treatment of the myth might develo, anc evolve, vt aluays
within tne ocunuing line crawn by traditione Lreek tragedy is full
wvf varied erotions, It allows a charecter to m«ke a great, long,
ricen, continuous speecly, witn emotion cuiry:ng and welling anc
felling baCk =na slIying upWarcs againe . ut the enction and lmaginae

tion are coptrollec and discivlinea by reasons Lhe enoticnal, cthe
F 4
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incomprehensible elonents are valancec by the known clarity,
exactituce anc mathematical precCisione. sot.. the strivin. tor
vltimate intellectual clardty ang thne wesiie to Le consumec in the
tire of pesgicnate encoticns are "profounily «no funcanentally

gmk‘.m

wreek traegeGy ingarts not only siunificance out also oruer
to suifering. #e feel an overwhelping conpassicn LOr L€ w0 wWno
unoeryoes tie tribulstions and waste w .ici are the sturf of tragecy.
cut the experience of & Greek treged, is,lLy no means, & rancom
ceries OL sensations, .he events or tie tragedy are in an orcered
se _Lence, & seguence which g.ves shape ant compienensiclility co
.ot we feel. besices, the ativities of the characteir s wuich move
us are _latec in & noral settiny wiicn is argued and exploiewu in
the »laye Cliver ieplin puts it in t.e following way 3 “uy entnralle
iny its cucience tragedy unites erotion and reanin. 80 as te Jdve
us an experjence wiich by creating @ pers oCtive oo the nisrtorxtune:
oif human life, helps us to unceIStanc anC COpe witn these 1i18.0Ke

tunes”. 61

ihe el auc e of trageay, a8 conceldvec O tCige Greeks,
is the purgetion or catinarsis ci tne enotions of ity -nc feear.
+e cannot appreciate a trageay idightly, it we are too nuch uncer
tne sway of such emoticns as pity wnca fear. .in tiids vicw too rnuch
cf vity end fear are consicercd to cestroy tae harmony in the numan

enotions and cr-ate & concition 0. mental imbalance. 1ie catli rsis

‘4
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oL tliose croticns, tierefore, is neCessar,; before the . inc can be
restorec o harmony ac balance anu can ieassert tne owels oOxi

correct juugenent.

In creek tragedy, catuarsis is cuy, led with the KOIwOS
in wiich mental eyuilibrium is tinaily restorec, «iC the specirator
teels tnat there is no neecu to pit, nu fear. In tais state nhe is
uririec of sucn cisturiing experiences; in 2 eicntenec MOOG (ds
ranc is tranguiliseq, “calm of ming, a.l passion spent®. % The
flexry orceal tixcuynl wuich trne virtue oif the protagonist is mace
tc pass reconciles us ultinately tc all the suiferings causec and
the final irpressicn is "All is best, thouwn we oft coubt, 23

inds solemn «nc stetely finale is whal the recks Colled KOMnOSe.

Ln the Attic stage tineXe was & rigorous cistinction CIawn
Loty en traged; - comeQy. liowever, thcere is no objection to
humour
evanesc nt touwches of L even in he nost sombre cf Greek
tragecies. vreek tragedy, besices, nas never any admixturect prose.
Lvery chnarecter speaks in a wiction majestic anu remote irom

orcinar,; conversation.

Lhe oi tie remarkable fteatutes oo ti.e .reek cramatic cesiyn
is tne crametic Jdrcnye. It is tie expressicn of contrast between
things as they seen to Le anc things as they reelly are; it may
reveal itself ia circunstances anc it may reveal itsclf in speech
and dn speecs 1t may Le either conscious or uncoascicus. 1he latter

rinc ©f irony is particularly notec in S0, ocles' tragecies.

i5
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Le POetry aonc Versitication

Creek tragedy is ver, charocteristic of its versiticction

and stile, The 17ric measu:es e lpyelG were VeLy vurious, an
axuisitely augpted to express ot caly every hose of elotion

and thoug..t, Lut every note of Loti, It is, iuceecd, 4n its lsric
that wreek trugady is in any other laagiaye unaupioal.ec and
mapproachables in the dracatic jportivns o. the Rlays, o very
different £forn ank s/s5ber 01 verse aus ongsloyec. This 48 know: o8
lacbic Lrimeter cataiectic, a metre .articulacly appropriate for
arivi.atiC dialo ue anu soldilo juye it 1s of all metrcs t.e nearest

to tie lanqguage of nature aix. idfe, «no i is o tuc same tipe [
suscetiible, wiith certuin modlficaticus, o. tie utinost cigalty \
and najesty. +he wIeeks nae also 3 beautiful language for tiw
expression of beautiful thuu.uts in hds weiinition of troyecys
Alistotle cnaract2rises Lne lanyuays i crueh Wageuy enrichat

by a variet;y of actistic devives, appropiriste to . several perts

of the rilaye. |

agpchylus, sophocles and suripliees were octa of the filrst
orcer. ~aschyius® Cresteia is not only one or the greatest of the
LEQRK dramas, but also onpe . tie 1inest oons. vharsctoers :iike
Caedlus and rnatiyone are gyraj..leda inwardly and it 1s the absglute
ani essential contoct with the psychic self of the characterp thnt
facilitates ;oeiry in ureeX trageGye (uSiC was also an aessential |
part of ti® jroduction. ihe creek trageaians triea, therefore, by

interveaving musica: accom-andmoent with dranatic wec jasation onu

8
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iyrical comrent, toc hei.nten t e euction o. the entire Tt oo,
«e circ.mstaices or t.e Gree. T U2 - goe open-alr-theatre with
sume forty thousane pen anc woumen anxicus to follow every wort =
asked for & massive articulation. For t.is @ rhetorical style was
@mn loyede Ihe ¢.aud recitative jo.-tions have the dignity anc sub-
idmity of epdc poetry. gain, tue .dgh debates with constant
references to religious anc  hiloso.aical iceas intensify toe
intellectual apeal in sicnificant wayse e stichomythia injects
into t.e argunent a shar, cis utaticus ulaio_ue that varies the
tengion of the cebates, wita retorts and railler,. sony and dance
oi tie chorus mingle freel; with .dghe=_ditcheu argumente /LU Goe@
whole cla. woult acvance to its enc witu messurec and stately

movemeite

Le ine Stage Lusiness

«lassical Greek traged; is marked by sone jeculiarities of
ite owne Changes of scencs were ver, seldom necessar; in Creck
trageaies. The trageuies are sc wonstructec tnat t.e speeches anc
acticns of walch they ore mainl; comjosec,ildyat, witn perfect
G AdCle pass on cne spot, anG, inceed, gu .t yencrally to _ass
dn Cre court in front oi the foyal usee Lhe actions o wnich no
sjpeech is attachuq, anc which o 0ot serve o cevelop thouclts and
feelinys are imagineu toc pass veudnu or witicut the scene, oOu are
only re ortec on tie stage. The Rralus or 1 ©SsSeNgers &reé in‘“Ioe=

uucec fo: tne ulpose.

[T
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To prevoat noaotuny, tne Characters in creel tragecies
are founte to express tiedir feelings by corres;onainy bocily
pOve ents, i@y strutteo anc stalked; tuey knelt cown in preyer
or jrostrated¢ themselves in aooraticn? taey neld thneir nawse to
ndyn heavens or ..aurlec aefiance &t tielr edversst leS. olCh zovee
rents el ntened tre passion, beccnoly, tie cds ogition oi the
chorus in iropt oi tne stage eitner in a sicgle roup or symnetrle
cally crranved, zac toedXr rnythrlc cance povemaents, auec o The
aroticaal anc intellectual agpeal or the ylay by sirultaneous
s@estietic appeals o L@ 3enses b tie mincs aidruly, tae ly:rical
auG the choral oces arply civersitiec tre clauloyue, W ACh was
statelse ibhe ulialoybe o0 €O cchiorn to Lue e plie wnts of tue

situation anc the Cnaietel oi Lhe cpedkelse

sreel. tragecy cic aot permlt any senswt_caal or horrif, in.
act on the stage; curcer &nG Llootshec were conm letel)y 1tled Gute
Jhen they occurred they were reCIteC Ly &8 [essenyel. The sulrier~
ing oi tie roteagoni:zt i1& not shirkec tor it ives realit,; to
e rehtel suftering. Lut there was no room L0l phgsiceal wrutality
el the stage, since 1t (nnecessarily outraged civilived numan
te@lin Se Jlw aCuworg wwore rorunal costumes, inclucing wad Cresses,

anc nigh socled buskins. sctora S0 elaloiately srxrxayed, cuulc aot
64

*

eesily maiaye & physical combat On LR Btagee

“he actors 2130 wore masks tuet iloentiticc then tc the

£ eChators 1. the tartnest rows. ine mieshs in tura strenythened
Vs
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the oiiginal tenwency oi the playuwrionts Lo ,oxtra, tyjes retiex

thon incdvicuals, elemental ratier than conpdex eqotions,

Greek tragedy in uni uve in another res;ect. .wowhcre :n it
is there sny cirect aturess to the aucience or any other reference
to it. lowhere in Greek tragecy cces the cramectist use the first
rerson of himself or refer o Dimseli in sns way ad Osherc is

tiere any reference tC any kine of theatre.

Fo GIeeh Tragecy i Jhe Ltruwcture:

Greek tragedy lLce a cefiulte structure. There are four main

perts to @ tragecy : tne rrologos, tie peraccg, tne L godia ancG
Lie LXguos.
I} £10logos: it is tie incrIocuctor; sCenc of monoloyve

or clizlogues uls exposition establizhes tie su ject anc tnome

of thw play anc portrays un€ or mwre character.

;‘m raravog: it is the scoy wiln waich tne Jhorus wou Lo
enter in a pProCession. vriginaily, 1t was [refasCeu Dy some
ana, sests veiivered Dy whe coryphaeus, oy the ieacer oL the
LhHoruse Lien the me.dc ait was sung Dy Che wiole CaorIus grouped

ounu tne altar in the midcle ¢ the crchwestra.

The upeisouias it consists of € ur or five episodes w ich
constitute the main action ci tie playe vne O mOre characters
take part in these with the Chorus. ihe episcoas i ht contain
iyrxical passages, !arentations etc. They are of about the s e

ienytn, =zre uniforr in tcne (as cistinct frv: feeling/, never

18
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acmitting prose or comedy, &nC ére conpocec in the sane strict
metre anc the same elaborate diction. Lach eplsode 15 separatec by
a choral ove or stasimop (song of tine chorus in cane place). In
some plays, 2 part cf the episoce mey inveolve & KOmmeS ~ &

kind of lamentation in w.ich both the charecters anc the chorus

take [art.

Each complete chorsl lyric is civided into strophe, antie
stpopghe o c¢owe In its netzical struCture the sCIC: e COLIES~
jonds wit: the antistrophe not mexely line by line but syllable

by sylletbles, [0 (088 e e «1th €00,

LHEAOB It is e comclusdon, waienr Lcllows <& last o
oLty anc Caneel by tho civruse i LUOUBS 1ucilL.C3 two tedlaeldy
toe aessencer's Soeed) oo Lie geus ax gacidpns or e Intezicnence
e$ valy wees Dy Luripnlves,

DL TIE U0AE) LBUS (R mBoh




Ge (reek .Lragecy s Final sppeal

In Luropean literature tragedy starts with the Greeks aonc
tine theory or trageuy with /ristotle. ..ristotle bases nimself on
tie examples of tne Greek masters. 0 wwes every theoretician,
critic am philosopher. Jhat they cobserve about tragedy applieg
primarily to Greek classical tragecye In tragedy, ;-“qristotlass
says, a yooOG man must not be seen passing from happiness Lo miscry
or a bad mén irom misery to happiness. The 1irst situation is not
fear-inspiring ~ut singly ocious to use. Tie sacoau is the most
untragic that can be; it wes not appeal either to the human
feeline in us, or to cur _ity, Oor to ocur tearse. Cr, on the other
hand, shoul: an extremely bat man be seen falling irom happinesgs
into misery. such a story may arouse some human feeling in us,
out 4t will not move us to either _ity or fear; pity is ocecasicnec
by unceservec misfoitune, anc fear Ly that of one like curselves.
There remains then the internediate kinc of perscaaye, & man not
pre-emnimently virtucus no just, wiose misfort.ne, however, is
brought upon him not Ly vice ow depravity vut by some €rror of
Jjweerent, of t.e numier of t.ose in the enjoynent of yreat
re uation anc posterity, e€ge Gecipus, inyestes and the men of
similar familjes, "Ihe tragic _leasure®, says tie master, "is that
oi pdty and £ear"66. not of either _ity or fear . ut of ooth cop-
bined.

Next /ristotlie stresses the . roper function of tragedy.
in section 6 of his Loetics . says that tragedy must ceal with
“incicents arcusing ~ity and fear, wh.rewith to accomplisn ity

caetiuarsis of such aaot.ions".(ﬂ In section 13 he auds that "it pust

&
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Lindtate actions arvusing pdty anc fear, since thot is thne cistinctive
function of tids kinu of 1n:1tation‘.se ~ection ié4 reitexates that
tregecy has its specific .leasure 3 "not overy kinu of pleasure
stwould be required of trzgedy, but only its own proper pleaaum".ég
AnC he hastons to aGd that "tne tXagic pleasure is that of Jdty and
feax".70 vhe obwlous fact, then. 4is thst tregedy has z . lesswe of
ita own, which is jnceec not o little curious. For trageay in life
merely pains while tragecy in ilteracvure surely uelivhts. whot may

ba the expisnotioa Lhereof?

aristotle ives . 1s answer by gayiag that the pleasure of
tragecy oonsists in tne cathorsis of Aty ax feafs. By c2tharsis he
neans urgation, € wash ofi, an elicdnations The plessure of trogoeuy,
thereiore, for aristotle cousists Ila the rlessure of ralief from

the oppressive burcen of tze painful feelinys of Jdty oau foarx,

feellngs arcused in traged,; only to ve worked oif, It is in reply
tc rlato’s charye that tragea. shoulde be bagnned from tine iuveal
Republlc bacause ft encourages painful an€ cepilitating emoticns
which impede tiwe Jdue performance of caily duties, thst Arisuotle
propounds his concept oif catnarsis. Aristotle's defence of tragedy
consists in admitting &ll tie charges and turning thern to the
accused'’s credit, Trageay generates pity ond fear, 2 mind heavily
charged with then is thereby unfitter €nx uractical lifie. Aristotle
says tie emotions genersted by tragecy are not in fact allowed Lo
remain burdening t.e minc of the aucience. They are cischargec in

toe sxperlence oL watching tue brageuy. The esotional vefecating
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leaves the awience's mind finally lightened of rdty anc fear, The
effect is the opiosite of what Plato hac suj 0sec, 50 in Aristotle'’s
opinion, tregedy is e safetywvalve through wnidch those painful and
morbid feelings of 4ty <nc fear finc a comfortable cutlet, &

happy release, ant in tids resulting calm of xelief lies the preclise
nleasure of tragedy. 4@ pass throuyh the storm of tragecy only to
egcape at the end into @ sense of soothing serenity. Lhe rest we

feel is silence anc peacee.

There e ciitics, however, wiv wlc that ity is €he
principald pession erouselc by trageoye Wi itolldan ienescence
critics £all inte Cids crtegpry., ~CLori iny Lo bandello Lrxagedy
shpule arouse wae pagsion of gxdet in the pdoce onG S0 e wiltes,
"HOor does ol Geny Lhe £ig.t fic Ule tragic jcet to lower himzelf
woaen w wisheg, W husble sgecc. in ordey W wesp anG Lonent®,
;-:i.ntu:m’gg tipulse, nolos that we ore movec by the fear onc
LAty o Che unboppiness ©f othwers =»nd o tiwr Lo passions pity
i of stronyer ferce in our r.uks vostelveltro sinmilsrliy observes
thut "Lragedy without o sed encing Cannot excite and woes ot

2% . o
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excite, as exexdence sivws, either fear or pdty'.
enciny is Chaxecteristic oL tisgeuy; oo it generates uhe passion
0f grief acooruwinylye The Lreixn henascence critic, “homas
sibilet emphasises tiat tihe ending oi trageuy is invariably

v gad anc c‘-omm".u Jean e la Taille uncerstands that “the
true provinuee oi LrageGy is the e dclion O .e.e¢ TEAIS and extreme
mimq’u."s Lhe great Frencii cramatist, hac.ne also puts ureater

emphasis on tie passica of pldty as tie principal emotion roused

oy |
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by tragedy, iHe writes, "He / aristotle_/ coes not want them

{ tragic characters_/ to be extremely good, because the punish-
ment of good men would excite indignation, rather than pdty in
the awiiences nor that they be excessively bad, because there

can exist no pity for a mmdn.l'."‘ In Germany such renowned
critics 28 GeEe lLessing (172941791 ), F.V. Schiller (1755%«1805)
and A.We Schlegel (1767-1845) have made valuable contribution to
the discussion of dramatic theories in general, Acocording to
lessing, "every tragedy must have some forr of aufforing'" to
awaken fear =znd pity. He hagstans to add thet the tracic poet
should toke Care €0 create the scenane of terror by spectacle £ull
of sorrow ané not by terrible and horrible incicdents only. Schiller
very categoricelly mentions that the duty of a tragic poet is to
arouse the emotion of [ityr. He writes, "Tragecy might be cefined
a8 ese &N imiteticn wiich shows us mén in & state of suffering
anc whici has for its end to excite cur ptty".m The concept of
the true spirit of tragedy has been trenchantly expressed, too,
by Schlegel when he writes, "wWhen..,. we contemplate the relations
of our existence to the extreme limit of possibilitiess e.s when
wé Ccnsicer how weak and helpless, =nc coomed to struggle against
the encrmous powears of an unknown world, see7 oW we are subject
te all kinds of errors amd ceceptions, any one of waich may be our
ruins that in our passSicns we cherisi an enemy in our bosoms; how

avery moment cemands from us in the name of the most sacred duties
the sacrifice of our dearest inclinations, anc how &¢ one blow we

may be robbed of all that we have acguired with much toil and

f



Cdd 10 ultlys eve when wa tidnk Won all Lids, see GVEIY HEAXL Lee
must be over, owerec by an inex.ressible melancholy eee™ Lhis
it ©he €ragic tone ol miﬂi“79. it a pears that schlewel consicers
tie tone of sauness as the only pervauiny tone of tragecs anc

nence ctne passion of jdty as the only pession aroused by tragecye

The Lnglish czitics, nowever, mostly suprort Aristotle's
doctrine of tragedy. ACcoruing tc oLir Philip Ldaney tragyecy
*stirs t.e affeCts o: aumiration nd commigeration, teachetn the
uncertainty of this world, amx u.on low weak founcations ¢iluen
rogfs are auilum'.ao John Lryuen accepts aristotle's cveiinition
of tragedy. :ie¢ accepts /ristotlie's doctrine that tragedy aims at
Sarging vie pessions of fear aw ity Ly cepdcting examples of
hunman miserye. Lryuen, owever, 20opts tiw theory of ~a in, the
Freancii classical dramatist, in oruer to explsain tie rocess o
catharsise John ilton suports /riscotle's woctrine of catiarsis
insisting that traged; arcuses t.e emotions of 4ty anu fear in
tie mind of the spectator. Joseyh /cdison writes (in gpectstor
Hoe 40) that the principal dvesiun of traged, is to ralse commi-

seration anc terror in tie mink o. the asucienceé.

roGern scholarghip has shown that tie word 'catusrsis' is,
in t¥uth,2 me jcal worc used in tie Poetics wmetaphorically =nd
that its exact sense is tuat ol purgation in the signilicance of
‘aperient’. l... wuCas, in uLis sragedy in relstion to Aristotle’s
oekics (1926), Las cemonstrated that Aristotle uses it alwost

with the mouern icea o- riucing curselves of repressicns, ank

e
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uses it, too, wit: the object of replying cirectly to Plato's

Puritanic strictures on the art of rnetry.

The sclplape=ciritic, Allarcyce ilicoll, howover, uces not
sup, 0zt Lucas' theory. He writes, It may be toet in his worde there
is som€® Lruth, but ws oy belleve that in itself the theory is far
too moralistic o be & complete mmswer To our juesticiie sEter alil,
we uo not go to witrness a trageay with t'we icea of taking o meuical
xuauj.cme'.m dicoll coes not support Aristotle's cictum either.
Accorcing to him, there is uncoubtedly something feerxrful in ctragedy
but fear cannot be & permanent feeling in tie minc of the auwcience.
4e are not likely to shec tears for rrometheus or Orestese. They are
far asbove us ip nobility, .ersonality anc in tne sublimetion of their
character,iragecy, in his view, nhas for its aim, "not the arousing
of pdty but the conjuring up of a feeliny of awe alliec to lofty

granceur®. 82

’ . 2 83 ; i i
JOSC L 006 KotkCll T, autixsr 0L the contloversial ass Oy,

s eqines that the naln gentisent arposec by Lrogecy

iAo nXOiShle Dy, 4 NAS Vier, Lo 20t Lix indtoticr of ootiions
Wilee Are 083 Cr ere Culsieeiod obhlee It 40 oh o e conftused
WA Cadngs wedeiy mlgecable wu pithetice Joe final Ampressicn

w5 vic 0f exudtation and txiuaphe illg exi lonation 1s thet trageay
CaULe dn Periclesn Creece o klivealethen saglendé when a jeo; le
Lully aware oi Ghe calumitics ox ldfe, is nevertheless verencly
condddent 0L tiw guertness ol wah, w.0se mighty jeszions o gupeme
Lertotute ~fe feVeodau when ol e Liwese Colemitivs overt kes hime

ih ClaQuly Dol iy e s ellaClie o misely 4% € L0 mov heve been



executec in Che happlest, most vigorous and most conficent ages
wodeh the worlc nas ever known, tioe ayes whicn gave to the world
Hescehy lus, o hocles, swripiues and Shakespeare. pPity, iear, pain
are merely foils to the main sentiment, that of herocism. Hence
tragedy is essentiall; an expressiocn, not of wespair, but of the

triguph over cespalr and of cunficence in the value O0f hunian lifee

The inverjretstion Gf te Lpirit of TIrageuy by tne plualio-
scphers like hagel, .chopenhauver aw Nietzscine also uaserve
mention in tds conhectione. It was nis study of sSophwocles?
catigone «i.icn lew Lhe LEIndn palloSoplier dih CLILIC Gews gL
(1770=1831; w zyiess tie imortance of moral conf lict in cragetye
megel's analysis 0f the spixit of tragedy is quallitatively
cifferent from that of aristotie. L0s substence ol tragecuy, in
his view, is conf.iict. c‘he countlict is between Cwo rigats. In
sophocles® play of hexr name sntigone was cauyht between doing
the right thing rrom & religious pcint oL view, by gaving proper
buriei tu her brother, -nu doaing «e right €thing, irom the poant
of view oi tne law, Dy obeying Creon's orders. creon ounself
was cauyht between !ds cvuty 48 8 ruler anc a protector oi the
city, anc nds duty as the uncle and protector of Antigonc, Jitn
the exa vle of this tragedy [iegel wants to siow that the conflict

in tregety is betweern two ethdcal Concepts or hetween two Chayac-
toxs whe become icenticel with twe ethical concepts, wooC is set
up agalnst OOGe The wooc chogen by the hero is only a partial
gooL tiwuygh the hero treats it as though it weke an Lbsclute

good. in Jatidgone ilegel fincs tds uncompromising clash of the
5"



abso tutes. 1ln tie end, neithexr the claim of atigyone nocr that of
creon is ceniequy what is wended is the absoluteness or the claim
of each. Ln tix cestriction ol both, mat is estabiished is a
feel inc of reconciliastion wnicn springs fruw the sense of eternal
justice. .his sense of eternal justice is, in his view, tie true

spdrit of tragedys

The ex_ lanation or t.e tra,ic spirit ,ut forwarc by /xtour
schopenhaver (1768=1860) in the thirc boow. of The Jorld as 4ill
ax Icea (1819) if equally interesting. sccording to him tragedy
represents the territle sice of life, tnhe unspeakable pain, the
wail of numanits the triumph of the evil, the irretrievable f£alil
of the inno-cent anc the juste it is the strife or tihe will with
itself, “he true sense of tragedy is thot the hero atoncs, not
for nds individual sin, but for *'tie cr.m of indivicual exis-
tence', as .chopenhoner nas callec ite .he rejresentation of 2
great misfortune 1S essential to tragedy., The misfortune may be
cve to a character of extraordinary wickecness like idchapd 111
in shakespesre's ;lay or thrcuv.h blincé fate, chance or error, as
in the gedipus rex of Jo hocles. 0r, anc this ._chopennaver tadnko
the best for. of tragedy, t. e nisfortune is cve to tie mere
_osition oL the charactexrs wit.. regarc€ toc cach otihier, without
any cne beiny entirely in the wronye (Or such tragecies show us
great misfortuncs, not a8 exce, tions to the general rule o:x life,
but as arising easily "m oi thnemselves out of the ordinery acticus

and characters of meéne



what schoenhcuet®s resent | hilosophy eX.oouncs is caab
liie is & thin. oi misery -nu the wise man is e who fimx s,
before destnh comese, @ vilimess of gririt ox, ressed in resignation
and in renunistion of all tne fleetin, ane terpeating joys of
exi,tence, 1ids calmness oi gpdiiit,erfectcc by the resignation
of the joss of oxistence, 184 in 15 view, tie triue spirdt of
CXagoedye

in his monuncntal work, The bi-th ot Traogecy, F.we
jdetasche (1844-1900) used the terns *spollian® and *Diony:sian’

to ex;.laln tne nature of tragedy. 'spollian'! is ticuliit to
signify the 'sunny’, 'serene’, ‘calm’ anc ‘orcered) whereas

tie "Lionysian' su,gestes 'stoluy' anG ‘vurbulentt. Jdetzache
argued that thesge alenents furmec 8 unity in Creek trageay where
vialogue poviced the AMpollian element anu the iitiyrambic

choral sonus, L@ |Jcnyusimme {he creek tragic ;oets illustyratec |
N
AN

.

.
"

tats combination on «ilfferent levels of culture.

ALCoruing to .iletiZscue, trogety is tihe art of metayhysical
comEort, a metaphysical supplatwent w Lhe reailt; of nsturce The
tragic exuitatiocn lies not in t.e herc's triumph over desp-alr
bUC ratiex In the spectator's purce,tlon ci the ultimately beno-
ficial effect o the hero's suifering. ihe moral orcer may be
uestIoyed tiou & tle hero's «Ltion syt tlie spectator is mue
to fteel that throu .. tae suifering of the hero & nuw world woulc
be built on the ruins of the world. ihe spect®osr is tuus sitlec
withh a8 profounc human joy and @ towh of surassing cheeariulmk:sSs

i8 comminiCateu to Loe wanlde laye

h3


http://spii.it
file:///ihaxe

The interpretation oi the spi:it of tragedy by the philo=-
sophers follow tielr respective philosopnical vipion, ieecless to
say thaet mere hilosophy camnot proviue the proper guicelines to
ex,.lain the function, spirit anq effectiveness oi the literary
fori: of tragedye /. Seccncly, what tie philosophers have observec
méy apply to a particular traygecy but may not be common to all,
The ultimete feeliny arocusec in cour mindu b, the sac full of
gedius is certainly not the sensc of eternal Justicve as nelc by
Hagel or the spirit of resiguation «s enuncisted by . chopenhaver
oz the sense of eternal joy as recCoynised by vietzscie. O far gg
some oL the critics' views are cumcerned, it is fear=d, they
have Loedldec Lo cato. the Crue dmadcaticn oL tle “0rc, 'Lity’,
ag it is uBeu Dy Aristolic in conoeclion witi traygelye pPity woes
NOt dopdy simply *to sled tears’. ity ultimetely generates tic
feelin, Of awe ailicu W Wily Januell. viL; Or Coupassion
Tunarily Connects the spectator wit.: tue traydc elve iruve

tragdce dmpression is oot pousbikble witi.out ite

1)



3e se@neca's Tragecies : Llemciots affccting the inglish
Playwri hts.

wecigs /anaeus weneca (¢ Lite = /ela 05), mOre rencownec
as @ philosopher in koman ndstorxry than as a cranatist, wrote
nine tragedies in .is ycuth, wiadch fifteen huncrel years ol
nis ceathn, were o have & consicerable influence on Lnyglish
tragedye. The subjects cf als trogecies we taken from C.e whole
£2.14 of Creek cramze /mony t.e tragecies, .@rcrles lurens,
recea, Troadls aw . naecra nay be Lasec on Luriploes; Lgamenon
is basec on Meschylusy Cecijus and .ercules yetaeus cre basecd
on <ophocles; :hoenissee is based on Sopnocles ane cocheXx sources;
the source of Thyesteg, t.ie most iniluential of nis tregecies,
is unknowne The _lays, however, show ce artures in etall fra:
tieldr ureek origineis, shwey also -.o0ow wiifereat conception of
tribulation and aisastel _yxo. that wnich a; pears :n Aeschylus
anu Luphocles. cenece's sense of yatalism is ciifereat from that
of Aeschylus. [t is _.nilosophic instead of religicus. The plays
aye brilliant works s/wowing seneca's cleverness in sententious
rhetoric a2nc is philosoirnic views. Lut 5 draw@ they have
"gross anc ,,alpable"s“ faults. .ony ago uchidevel in als lectures
on irame .cinted cut that vencca'ysg _lays were eyon. a.l vescrip-—
tion bombastic anc r1igiu, utterl, wevoic of nature in Character
anc action, full of the most revoliting violations of propiety
and so barren of all theatrical effect, Gthey cricics also, by
an@ large, share Lchlegel's opinicne Je Aeive Lhomscn, iLOr instance,
writes, "‘."."ney['rhe ;:la;{:_? are full of blooc, cruclty, natuxal,

unnatural and supernatural horrorse. _here is haraly any truth
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te Wdie either in the inciwents or in the character-orawing, mda
Lthere 4s a great eal of rapt ane bombast in the stgle“.es W
rlays are hueavily vurcenec yith an excess of uecClanation, fmorai
uisgqudsition, mytholoyical lore anu clever argumente hey lack
t:eatiical gualities becausa, as is yenerzlly cgreedq, tiey were
intencec not for performance but for reawing or recital at
private gatherings. inat .encca o acthing like  uvelic per-
tornaace in nank is strengthaneu by tne fact thot in A5 laye
wepece represcnts perscuns talking In a wos ia which mo iiviny
JeLBun orinarkily tuiks and suygests evenos woich cannot witeroily

take ,.laCce bolore tiw: ages 9f an aw iunce,

rMetlon, tierefore, in tie reaiistic sense is not tiwe
moain sprioyg, ol eneca's teChniguwo. 1n 1ds trageuies tinere is,
incsteat, "an iliusion of action evukeu by woms".BG “here is,
of Course, an attexpt on tie part or tue ara:tist tc create
a vrauatic te.wsion out 1€ is wone b,y woIcs and wit: the mindruws
of visual ald, .<¢neca sus; enus action for tne recital of a
oo logue waich 1ls entirely relevant t0 tle charactar o toe

s;eaker or ;ds moou at that momant in the urande

LaleCay . DWGVEL, B Coujenseta-. Lol the cecuction of
action by tihe awdition of the riretorical descriptions. Jhe
speeches oL Lie messengers in ods pleys may serve -8 & narrative
almost wetacHat from tae aCticn. . hs CesCriptive , assages
e Of great charm. Leneca, presumably, seems to pack the

rmaximun effoct in vt e spoken wort s. i@ rhetoric o toe ocenecan
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stuge with its far-fotchoeo anc £frigic e, dgrams, Captured the
sorular imsginations Toe 8tr. ng Bituations in als plays ive

an oprortunit,s tor souncing rhetoricCe

senecs Jas, most notably, the (oot Of watreme situation.
iaver calls him "the xojector of the terricie nupent when the
hammer blow of tyrannical forge brangs man to tie ecye of
'“-'}uurance".87 3ut between the situations in his ;.lays tiere
iz no organic oonneCtion. e have toe feelin, Shat the wvents
in his plays just hapen tc Lhe charsturs. Lhe ciaal acters are
no more tihan tne emboclimeats of a ruling passiwa or nouth-
vieces of Lenscan eloguence. 1n homson's Wworos, "they are too
prone to rant ox rave".bu in Leneca's Lragawles tie Charagters
nave little sudtlety and no private lire. but wwe characters
re not Linfd figures. They move anc expraseg themselves with
4 cartain tragile sutlimitye (03t 9u4 tie charactexs in his plays
are foun., to choose, on velny impelled, & Course of cestruction
lgaxxiing to tnedir own woom. Ic if anygulsh taat arjves figures
like Atreus in nis Inhycgtes to insandt,y widcy lem:g to his
cestruction, - treus ceclares nimself a5 a monstere ihis recoy-
aition impels hin to icenkify nim, anc to acce t, with this
iuentity, & npeoc o comnmlt Lourtier crimes. shea tie Thydstean
barjuet .48 being jpreparcG, . taus sScens to e 0356539 Dy &
kind of cexnic forCe.  treus is aware of waat is aa, pening

to hin, though he has 0 contrcl over vie catastro.he, indtiated

by his cnoice,

ho



ine caaracters in .eneca's tragucies are, therefore,
rersons given to self-exarination. Pheecra, nercules, (ecijus,
leued, streus -=— all axre pre occuvrded with their own iueatity,
absorbec in watchimw as well as experdencing tielr own moral
strugyles, until at the moment of cholce they triumpnantly
recognise themselves for what they are. Lie chnaracters are
impelled to try to realise t.eir icentities b, an asceading
serjes of crines. fter Atreus naes tricked .ds trother iato

eating the flesh cf his own cnjiicren, he crieg outs:

"0 1 am loftiest of all te gods, and king of kings®,
{Lhyestes, Sil1)

senecCats tragecles, whus, <20 be cescribed as simply a
cisastrous cvent gursucu ruthlessly te its enu, They ara
parked by a pervasiveness of bloody and unnatyural xXtg. Leg-
criptions 0f weath, disease wk hysicarl afrlictions are
lenythy ano cetizilev, Characters anc choruses res_ on to tiem
with intense (Orror and cismiuy. sometimes Lhe horrors seem to
be snected voon the stagea. 1 tne _loy after ner name, Meaea
a.carentiy stais ter chiliren while stanuink on 2 roof top
are. then f.ines their bocies sk Jason's feety in Lhyegtes
Abreus uncovers toe heas of Jhyestes' chilcren before uis

fece. cenecats plays abounce in WOIrors, pilet oin IWIXOXrSe

inds foniness LfOr wIrxors accounts Lor wencca’s clvni e
ol themes, 2regnant with Lhe spirit of revenge, 1.e three main
ticmes 01 sveneca's tragecdes are iessons on the laconstancy

cf fortunes as in .Lroau@s «inu in L.ae tragic story of cedipuss
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portrayalis ol great Crimess anu exaples ol toe evil result of
muruer, ag ia shgegteg, . Co@d wk ogamamnon? anu j-leacinys in
tavour of sirplicitye ot joverty, ana of cixaptity aB in

aercules etseus ~aa ridppolstus. £ tie three themes that wnich

trectec revenue & muroser is e rost importa.t ana inevicwbly

nax.@ the groatest Lnpression upon tie olizasbethan aramatists.

veneca struay .y amphasises vloot=revonye for muruer
or flagrant njury, oI 3 selicvus revenge rom motives of
jealousy. ~@venge is locked upon as a sacrad cuky and 1t 8;;oars
as the tra.ic rotive at least in twoe of his ;-lays, nameiy,
Thyestes o peced. in these ylays tae execution of Lie rovenye
ig kept in mind tran the start anc let up o the end with little

or a0 faltering in the course cr the action,

in orcaer to nedighten tiwe stios . here of horIror seneca
mmtroouces gists in hise layse il gosts in aweneca, in acul-
tion, Prompt revenee s8;ixit. Iy may e real, or Ik times,
more hallucinationse The ghost of Wwantelus in inyesteg 13 a
rpal giwst. @ is there to mourn tne misfortune tiat will come
to his h uyse., ihe ghost of Thyestes in Agamernion <nticipates the
traged,; and eightens the atros inre of orror. ine revengexrs
are occasionally spurred oh b, the hallucinstions tnat they
see the gnosts cf thie deat. [.ouea visuallses the (host of
mer mangled brother, Ceigvnéimiuees . ishijione risin, o ueuanG

ITavenge

Leneca borrowed not onl, the them:g of murcver anc

revenge from Greek trage.ies, ut 2leo cevicas like coorus.

-
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But in Senecan trageuies the ciorus is no more an iategyral part
oL the events of tie playe It exists merely as a “purveyer of
immx'J.ns.ms".s9 seneca's use of tie chorus is for the most part
“flaccic and moomincinta".” ihe chorus in his plays — the
labours of Herxcules, the lovers of Jupiter, etc.,— is servec
upe in sligntly varied forms, on more or less approyriate
occasionse. The long Chceral cdes are often declamatory and
wearisome. In Thyestes ti¢ ciorus cannot inform tie audience
of the gruesome murders t.aat are gouing to be committed. In aCt
1il ccene iii of tioe play tiwe chorus sings a long declamatory
sony that heigatens the spirit of tie play and reiterates the
spirit of stoicism, But the Cchorus is no more 'tie spectator
idealised’, Seneca has civiced cach of his plays in ~ive acts,
and, therefore, tie function of the chorus uas been drastically

curtailecC.

venece nas used scme other devices of Greek tragedy in
hds tragecies. .ie nas introuuced tihe character of Liwse in sone
of nis plays., ihe liurse is a type character wio consoles and
acvises tie heroine. Innoccent or Ceceived accom lices are
sometimes used to help the revenge. .ecea sends her children
to Creuvsadwith e poisonec robee. Amcn the other devices the
Messenger is of a vital ingortance in Seneca's tragedies. lhe
speeches Of tihe iessenger fall into a stereotyped pattern -
the description of = Llesce, t.e honour of the act or the

stoical courege of tie suiferer.
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Seneca also borrows the ‘stichomythia® of Greek tragedy.
seneca's power of mimx. showed itself chniefly in epigrammatic
aphorisms. 'ctichomytiia’ has been lavishly and exaggeratedly
uset by seneca. Seneca also made use of tragic iromy in ids

. lays. it is present both in situation and dialogue.

The most remarkable element in _eneca's tragecies is
tie stoical attitwe, Inis attituce is mingled with his con-
certion of tragic exjerience. veneca rejectec any eviwence of
justice in tie natwe oi the goCs, who were indeed harcl,; more
thaan names for the destruyctive urgyes in the cosmos and in man
himself, secondly, with SeneCa tie very nature of thinus was
cisastrous ax the calamity was irresistible. In .eneca man
was sure tec De beaten by tihe biince anc mallynant forces of
Fate. Lhere was nothing left Ior man cut uduranCe. Man coulc,
by learnin., tc be indifferent both tc lite anc death, rob rate
cf its triumph e beCunme & victor in attituce in nis ability
tc resist or mcet courageously. erein ijes tie essence of

S foard 5wl

seneca's stolcal philosophy. / waa‘ "the literary reprecsentative

cf Roman .vstcl.c.l.m"”‘

o« &8 TeSe o.liot (@8 called him, in The
srojan somen, .@cuba, sncaromache anc Polyxens ere all emvodi-
ments of stoicsl rortitude. 1n tie Jloenissae, Cedijus is a
stoical hero. In Herculeg Cetasus, iiercules is & stoic hero
who, even in the throes of mental agony, retains his aiynity
anc courage anc faces death guietly. In gercules iurens, tihe

nero rises above sufferinde

be



The gtoical attituce in weneca's tragecies is best
expressed in ds treatuent of ceat!. arx. suicide. Leatn is seen
in nis plays as having a positive value anc meaning. suicide
could mean a chosen withdrewal irom the transient chaps of
thds world to another oxdexr of creation, the eternal provicence
beyonc nature. cenecs sympatilses with sulcide wien it saves
honour or gives an a@sceye fror a life toe full of paing yet
ne feels it more coura.eous to combet misioitune than o
suyccumb without a strugyle. Leata is a part of the order of
pature anu a part ti:.at uoes not lie within t.e reaim of human
corruptione. Leat: is the culnination ©. the self=discovery that

Caans on most of tihe Sanece's leroes.

Seneca's men anc wonen as; ire ifor oeat:, ut, when death
cones, they defy it anc triuaph over lindtaticns awc suiferings.
in .ife tuey are glorious; .n uweath they Lecone wore glorious.

seneca uid not regard deat.. as t.ue Cudmination ci tragedy.

Seneca's _lays &re characteristic not only oif the stoica.
philosophy but also of oratorical anc lyrical ceclamatione
seneca's language is full of fine metaphors anc ornanentation.
sSeneca strove to extract tie utimost erfect fro. the s, oken worke
The centre of value in his plays is, tuerefore, shifted irom
what the perscnage says to the way in which he says it. Jatling
has noted the significance of seneca's language in the follow-
ing woras 3 '[ Senecan L.anguag.] flamboyant with every rhetorical
ocnaent, remained as a conpost=heap to enrici: che svil of

Lnglish Cramatic verse for a couple of yenerations®, 92 seneca
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also possessed an authentic lyrical gift, e was the master of
the moralising lyric. ihe oCes sung b, t.e chorus are graceful

and have an ethical flavour.

Seneca was not a constructor of tragic plots. But nis
plays have a five-act structure with a chorus. Bowers has given
an analysis of tne comyosition of .enecan tragedy wulch is
wo:th guoting : "Ehe senecan drama starts withy a nonologue <.
cisloyue which eitier cast: Dpack to previous events or antie-
cipat-- those to cong. {lx ghosts w.iich sometimes speak tie
prologue, take no part in subgseguentc aCtion ... ihe whole of
Aet 1 is thus exgcsitory, since tie play begins just atter the
crisis 0: the story and the ramd is little nore than the
elaboration o: the catastrophe. 7€t 11 consists of di-locue
wherein the chief agent o. tie catastrophe plans the axecution
cf his revenge. At 11l brings the antegonlists face to face arx
almogt on equal terms, with the ascencant force of the chief
agent growing swiftly. act IV provides cither a lull in the
action or else a partial fulfilment o1 the catastrophe. In

Act V tne catastrophe is cam;;.lated'.93

fnl:
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