CHAPTER 1

INTRODUCTION

The greatnessSwmos n in the works of the

classical traged_w_ ' ®he works of the Greek
masters—-- Aeschyi¥is Flals Acslr : “x\;: ipides. In their
representative U“ﬁ_gn"- man's greatness in

. \
moments of victosy gndf gaofsalmity\but Wost vividly in times

when man reached imes like these when

the depths of hufs thed and explored and

when the greatest' ests were applied. It is

also in times like ed to greatest heights

in human 1;— The TETE Pi¢se great writers

duelled with adversitiesial e mo enmt s decisions made by

¥

Agamemnon, Dadlpu,' and Penthgus affected not only their

ﬂnH:EJ’J YNNI INT mrser, enee

reputations, and their destendants ., A study aof/ these tragic

neroes® ] BolN Tk eAAD MEIABEL oceure:

with analyses of their decisions made at their most critical

periods of their lives is the aim of this treatise.



To achieve this purpose, the origin of Greek tragedy
with the magnificent thoughts and motivations that made such
literature possible together with the environments and

philosophies that existed during the period, needs to be

scrutinized. Then the reader be able to

eek thought as it was
-J

ynts Ot @ and to appreciate
ST

periodwof flowering in man's

=

visualize the broad
during the soaringwhe
the legacy that

history bequeathg e nadt v .“a,- & is the aim of this

-~

treatise to enqu philosophies and

motives in cfear s, the historiecal

background, their 3\ their views on the

conflict between man JAndS — -t\‘*n man and man, how man

S

treated these conflictfi=s+ro ®8Bacs that would inevitably
:ﬁ@%ﬂﬁ
g these factors from

have to be explir

s
#™nalyse the actions

” tant plays written

by them. u ‘o W uﬂ : ﬂn?yse the actions

of Aeschylﬂ AﬂmmEErnm'Eis mar th; same name,

IR TINBAREY i
ANURIEE

Pentheuq rom ter's 3 The decision to choose

the playwrights!ﬁr

H | -
of the main chardcters of the most imp

these representative plays and these characters from among a
host of extant tragedies written by these Greek masters was

because they could portray the best human characteristics



which made them apart from ordinary human beings in moments
of crises, and because they could exemplify the noblest
spirit of man. In other words, these characters are human

greatness personified.

To create suchE rach ith such nobility of
v —o % X ﬂ

spirit, was no A" Was the era of such
ave agreed to the fact
that it has nevepfbedt s aed @enand rarely egqualled
by poets and plg led these tragedians.

It should be cons it is realized that

such a small coun population, divided

into smaller city- forever vying among

themselves for suprem broduce such ever-lasting

gems of 1ite:;i amazing that such

masterpieces t—if;- hnrt period of its

i |
existence. COm;-red to the mudern wor?Y

which had survived

centuries WTich could not

produce ﬂﬁ play oxﬂlterary classic that could rival

those wnra ﬂqmﬁ Bb uniquely
;i{ S!l:tﬁit

productgve in ma ought and creativity. Edith Hamilton in

her The Greek Way emphasized the birth of the miracle:

Something had awakened in the minds of the
men there which was so to influence the world



that the slow passage of 1long time, of
century upon century and the shattering
changes they brought would be powerless to
wear away that deep impress. Athens had
entered upon her brief and magnificent
flowering of genius which so molded the world
of mind and spirit that our mind and spirit
today are differe

. La 5 then produced of art
and of thought ; been surpassed and
Very rarely i ' the stamp of it is
upon allel he thought of the
Western won

Among the Greeks of the 5th

centure B.C. thatsd iffect on the Western

world was TRAGEDY kst taste of aesthetic

pleasure in literagh vehicle by which the

Greek masters prope 3; e i ilélice and later the whole

civilized world inte, of unigue artistic

appreciation. ,;;;_____k___;;___f__”_,ﬁ,_; ld be the very

instrument whi‘ﬂi _f_eation before its

T :
eople are censiderej. The definition,

origins anﬁ uﬁb}r 7[ wmmand the tragic
i ntion

spirit com us as a prerequlsite

e Y0 TN A g

et b S —

effects on

l Eaitn Hamilton, The Greek Way, (New York:

W.W.Norton, 1983), p.11.



Tragedy could be defined in many ways, and Herbert J.
Muller's definition of"a dramatic composition of serious and
sombre character with an unhappy ending,"” would serve as an

introduction to the subject. As we proceed further and

delve deeper into acies of what constitutes

tragedy of the fin 1l factors would have to

_

be considered. ¥ prudent to trace the

origine and the in the 5th century
B.C. of Greece, which leads to the

heart of the matte

The origins gain under  dispute.

Aristotle informs dy grew out of the

Dithyramb, sung is hon"\ i @d Dionysus. Although many
scholars have| g e

\ 77

~oy ] # obvious that an

there are a few who

dispute the

Aristotle could never-be disputed,as later

scholars cﬂﬂﬁ'ﬂj ﬂﬂm?w Hmj the documents

authority such as

that Aris made use to assert thecry. Even
Mistqﬂl r]ﬁqn m cﬂma“'ﬁdiscnvered"
later. ler in hm supports this
view:

Aristotle informs us that tragedy grew out of
the Dithyramb, sung in honor of the god
Dionysus. Murray and other English scholars

MBEUANAY umumnuu:m:
nmwwn nnay |




developed the thesis, by now widely accepted,
that rites of Dionysus in turn grew out of
the pre-historic ritual of the year-Daemon,
who annually died and was reborn. Other
scholars have demonstrated that this ritual
pbattern was common throughout the Near East,
and that it is at least six thousand years
old. Its object _was to assure fertility the
growth of new 1i£&/ spring. Although
the pattern LOSKWMeS S Forms, involving many
i ] : geverywhere centred
—rie _ aciang” for the god, who
was annuw ~¥ =L e rEEI rected. It was
this idgaetWE L0 =¥s *omglh the centuries,
' i ' y the fabric of

The ancienfbaliftE T3 Thyuth ° igin of tragedy was
generally accepted' ihere have even been

incidents of modg ang this theme of the

.\{
ruler adapting the® i i mncient monarch who was

forced to give up hi province is affected by

drought, in:ef;k" ‘__;‘Tflvhilip Loraine, a

contemporary nov:ﬂis , reghrrent theme with a

provincial French iﬁﬁFing in hig,book Day of the Arrow.

ﬂ‘IJEI’J'VIEWIﬁWEI'lﬂ‘i

Werner aeger in his Paideigy Gree

curcurd) Wb T34 SH4 QT T X ]

e e e e e L S —

2 Herbert J. Muller, The Spirit of Tragedy, (Oxford:

Oxford University Press, 1983), pp.20-21.



rituals as the origin of Greek tragedy. He asserts that
tragedy was myth reborn. His arguments depart from the
traditional dithyrambic festivities that gradually grew into

tragedy and traces the background of the era which made the

tragedy incubate and erge from the womb 1like a

butterfly from the eas bear looking into:

Sixth-gg regcs g8n by the fall of
the o01d a¥ el ghie gime and of its
ancest i ‘ d disturbed by
the ri to unimagined
spiritef® OF a new moral
standard I ; P _ And nowhere
was thfrgl LiCRer gonbitet®en of delicate
sensibilj A ] energy, still
unused 4 ture and a vast
variety o iBellectual talent.
That w Yl 25 ek brought the
marvellous ged¥ to ripeness. It
was fed a B o0ts in every region
of the Gre ¥ but its taproot was
plunged dest- i : subsoil of all
the (phe HEShigher 1life of
Hells 'k’—_“_'_ﬁ_'—"" in age which
sSeame Ter away from
heroismy : : M|l liferature shows)
exerci®€d its greatest power® on reflective
thinking; d h91ghtengﬁ emotinnal perception,

and more
uﬂ %1 whlch was
Y an undamental akin tn myth. It

ed new life dnto mytl]&al forms gand gave

ﬁr life
amsmmwma
d of sacrifice Without that

sacrifice, the miracle of the myth's

resurrection could not be understood.3

3 Warner Jaeger, Trans. Gilbert Highet, Paedeia: The

Ideals of Greek Culture, (Oxford: Oxford University Press,

1945), pp.244-245



Jaeger's ideas on the incubation of the tragedy was

definitely plausible and it resembles those of

Hamilton's quoted above.

accepted theories was when he deals with the origins.

But where he departed from

The attempe . OAEFA™ECholars to trace

determine

true ¥ this question.
In fa 5 | el the problem,
by derigdf¥ic < = A tragedy,

some #arife i Lterary type--by
believig TSt 3 }at the Dionysiac
dithyra#fib goo k™ fons \ f8rm' when
inventiv 5 Tl & with subjects
from = Fo ,“‘ yirding to

view, A L \ ing but a heroic
myth dr#me: = 31 la®e® by a chorus
Athenian gfftizes =But though the medieval
literaturé & : ized nations is

of dramatiza lives of the saints,
none _of i o _tragedy until
they [ ¥ SDESEReSatidient models.
And :;;——»-~~-' €| Greek sagas
would=CE 4. an ephemeral
innova'inn ' Mith no interest

l i¥ |

for ™ and nn pnssibilit

developmg hg, sagas had not
% he heroic
Tl N«Eﬁ“ﬁﬂp
E!r acqulre new artistic pcwer
creatlng charactér. 4

QW’]Nﬂ‘iﬂJNWYJﬂ&H@B

of further

Jaeger s assumption that tragedy grew out of the hearts

of the Greeks when the time was ripe for it to appear and it

e e o

IE'-;I'ae«;;(etr:,, p.245



was myth revitalized is plausible and novel. It may be one
of the origins of tragedy, an important one, nevertheless,
but not the only one. Aristotle's definite assertion that
tragedy grew out of the Dithyramb could not be discarded out

of hand. Aristotle haiﬁg" Jources and proofs. In fact,

more than modern s hope to find. He was

very near the periwe !; ;"‘ t;uﬁﬁukzgdians wrote, and all
of his proofs and pevealed to the latter-
day writers and g fact, his works were
rediscovered more er during the Middle
Ages and it cannoj much was destroyed

never to be found

It remains for the different virtues

attributed to trhged t r this pér

- e

icular piece of

e

\Z AY J
art changed th:ya» cnfepts of heroism and

What are the ingrediw‘ts of tragedy which

made ﬁtyﬂ ﬁand 2 swEﬂﬂisaentiu on the

|
W

human greatness.

audiences o ences ar all times?

TE!SES; and the tragi¢ spirit has been defined and
dissected by a host of learned scholars from the time of the
Renaissance to the present day. Almost all of them have

agreed on it as something unique and something incomparable.
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But from that point onwards, each offers diverse views of
its greatness and uniqueness. It is often asserted that
Greek tragedy is fatalistic,-- that all the events are

predestined, that the characters are helpless in the grip of

fate, that they await ths)

or statement of this'f“‘%'h it *¢u$; even for Aeschylus,
fate 1is not evenmeTwsE: ‘mpau.xéu;‘ element in tragedy.
What is true is thale® Y a»\-\if esmall, of the action
in most plays iQ ?ﬁ?ﬁcrh‘ from causes beyond
the control of ty A4 fi PUt Chis is also true in

real life, althouy e free. Conversely,

as fate sinks into fiman characters emerge

and control, or saj -;.'e f @le situation; in such a

case, the struggle be;;iiaégﬂg smore wills or the struggle

of a will tg X B frovides the chief
Vs A

i ig8le of a human being
B il
| . |
@nd god, is the source™

¢

SR 1 13 1
P R TRAT IR I AN Y

...the finest and most profound tragic
effect comes when the poet is not content
merely to set forth external events, nor even
the fact of guilt, but exhibits also the
moral attitude of his protagonist toward
events and toward his own action. He answers

interest. For

or between human of tragic effect and
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the call of honor, come what may; he endures
what fates the gods send. His act may have
caused his down fall,but he remains noble; he
learns by suffering; and there may be a final
vindication of the sufferer, though of an
unexpected kind. Such tragedy, though
lapsing now and again into traditional lament
and pessimism, penetrated by the feeling
of fifth centwW gece that life is a game
played for ‘A '

WSPFeE, in which man may
nobly win , -'“Pf#*s' nobly 1lose. The
greatest @s : Bther words, rests
on the IWES¥PISy UEtwE8Bf rate and character,

betwee
remains

fhange and what

It is the aj hshow that the Greek

masters, in now chosen, have

exhibited the mo: protagonist towards

events and towards hjs W 80T hen he answers the call

of honor, come what his very attitude of the

heroes of Aeschyl ; INd BURibides that made then

L 7
worthy to be "&&] a¥e all endured what

a? have caused their

downfall, ﬁuﬁﬁﬂ?ﬁWBmee nobler for

their very agts er or during the event of their downfall.

me A RVAIISALUTRTY) B G oo

Oedipusq and there was a final vindication of the sufferer

fates the gods™ send. Their acts m

which he never even hoped for and which was of an unexpected

T T o o T

5 W.C.Greene, Moira: Fate,
Thought, (New York: Harper and Row, 1963), pp. 91-92.
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nature. All the plays chosen namely, Agamemnon, Oedipus
Rex, and The Bacchae rest on the interplay between what man

cannot change and what remains within his power.

., however, that it does

— —

el i wencﬁ or a moral order

Hoe | to reXt t from most tragedies

not necessarily re
for pious critiés -
the lesson thét - =g But spasserts that there
would be no traf" dsson were perfectly

clear:

...the tg
order in®thg=
fate, but th-

ccognize some kind of
d"of logic in man's
hat this order is not

simply bepefie Wi 'e. they show how men
can (Hdhg about EheirNowHh fownfall, they
~r‘_—'—"—'"“‘— Q:"d ering is not
whol M S¥sproportionate

to the Iwr- 'tr 2an result from
good %5 well as bad intenffons, that the
innacentfﬁy suffer fgo--in shnrt that man's

% mﬁm ﬂ essentlally
s ic. though again it need not deny

the interests dhd the c}gims of Gu it is

man.
Q R I d that
he ole du y was to nve and sar?a God.

It 15 in this respect, paradoxically, a proud
spirit. Thus the hero of Greek tragedy is
usually a proud man who suffers because of
his pride; but he is a hero, and what makes
him a hero is just this pride. Aristotle
said, pride is "the crown of the wvirtues"

for it makes men aspire to great things, seek
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the highest good they render the gods--honor.
The humble man, he added, seems to have
something bad about him from the fact that he
does not think himself worthy of good things.®

Muller's lucid inte:-_atatinn of the tragic spirit
seems one of the most. ;?v 2 -7?l=e and satisfactory of the
genre because the _r curse) of the hero
is highlighted. gén bf ~"Qi ®% spirit and heroism
could never beco ragedy . Pride, which
is the very es¥% of the wirtue in a
tragic hero is »uld frequently be
interpreted as " o cause for the gods'

jealousy and anger#

the beginning of his" 4§ ﬂﬁ:?ﬁ@
=

‘ ““j,*f it

ons his downfall, or
a"'timid and humble person
foresees this and hings he is obviously
meant to, th ;———_ Bt and the wrath of
the gods, but hé]wi ) . .--rl-”g and unheroic. As
Aristotle very apgly remarked gy that person would "seem to

nave  sonecfflubd Bhe) RYBINE A Totetne <o en

better things in life. #e has definitely ndblace in the

ranks Qe BT S Eheadel 11241021 10 ,EL.:E gty

roles nf protagonists in Greek tragedies.

bMuller, pp. 14-15.
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Greek tragedies have personified heroism and nobility
to the very highest stage and all the heroces possess pride
or was marked by the gods to have pride to earn their enmity

and punishment. In this connection, a few instances would

illustrate this poin ‘,ﬁ ' hero Agamemnon was
accused of this pride When 'hcld purple,the prerogative
of the gods. s-; =155 + S01DlUs was accused of this
crime also when h g id Creon (Oedipus' own

brother-in-law)

Bsuspicion. Euripides'
hero Pentheus walf & ‘;F’? A\ WRuMey monarch and was
accused of pride ‘ entreaties of his
grandfather and Tfrdsies “E agh & more a soothsayer in
this play but a géo« f.f}rq ?i ‘ dante to his grandfather

and was still a gﬁ*,.w
family), and f3b4CHOrUS on Dehalf esL Jnew religion. But

L ‘.l' |‘rd'
had they all b-yut‘ Br'oes would have been

ordinary and n® R types of human bain-s who would not be

criticized ﬂﬂtrta ﬂﬂw?wm ﬁﬁulso be admired

for these safje types of behaviaur Wthh ranked them with the

CrTRRIARN IO VNV B =

posterify.

person to the royal

Muller has further defined the tragic spirit as an

affirmation of positive values as the great tragedies in the
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past do not end in sheer terror, horror or despair. He

asserts that there is a basic rythm of the tragic action:

-++,; the basic rhythm of the tragic
action is Purpose Passion, Perception. The
hero's purposeil ted, his passion is
harrowing, & BOFgh his final perception
he comes 144 o is fate--or if he

doesn't, A There may be
such cle his tragic fate
as pur uffering, the

defeat
order ..

@pation of social
human good to
place inst the evil,
even _ bals e "8eldom, as even or
stable a ri€ics \1Y \\«E make it.7?

The tragic sp ines is very clearly
perceived in the play asters especially those

of Aeschylus, Saphocle:% T BT 3 . The purpose of the

‘L_________;;_____*_w“ #2kn in Sophocles’

hero is always .
: ']
Oedipus Rex, 'y:'.i. =@Ve his country from

il il
.I.IJ |
‘J nnly effect L [T ough a thorough

investigatim UEJ ’Inw f]ﬂiﬁhment of the

ruin and

perpetrator was met with ahstacles at the

3 “1?#{'1&*&11‘5@14%%‘:7121%% %

entreat to aba the gquest His purpose was

defeated because the investigation ended with him being

.—.—.-.-.-_———q...-.-———-n.-_-——-p...-—--—.—.—...;---—————...-_—_—H..-_—_.-q_-_-————_—-—.——.._-—-——.-,.-.--——-p

TMuller, p. 15.
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branded as the perpetrator of the crimes, the arch-
villain who was the cause of all the ills that befell his
beloved country was ironically himself. The purpose that he

would himself emerge as the hero to his state was defeated

in the end. His passiopiwe eby harrowing. A spent and
broken man, blind a -:H:;L: 4 ‘thought of the plight of

others before he canc be 7 b 1] s fate as a wandering

He finally p'lé L-f that cATeN vhat he was ordained
to do to bring ﬁn g P : = N C fu- people he loved and
‘ 2 \-~ ication of the ideals
of the tragic ;ction that Muller so
believed in.

(7 o
By pragre:%‘. f% set of guidelines

iF |

asserted by Hul

r. Wwe can nntlce that the spectators have

already guﬁﬂ Hn'a wﬂmw m ﬂﬁsthaticns long

before OedipWls did, whlch is also ahead of Jacaata and the
otne: QAR TFTRFEAA THEN Fhkier. o
incest §and the king are one and the same person and that he
will have to suffer some kind of punishment commensurate
Wwith his crimes. Oedipus, however, was noble enough to take

all the blame on himself alone and bear the burden in
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solitary penitence. There was clear compensation for his
tragic fate at the very end of his 1long and eventful
career, when he was rewarded by the gods, and when even his

final resting place became hallowed ground. But even

without this purification/AWEB# gtory has a moral. Evil in
the sense of parrici!j ,ﬂf fe - @S punished objectively.
Never for a momeWE™AIRTther falES"HESIitate to find out the
nobility, the herg 4 ke cna eter of the perpetrator

of these horreng Gf Iifle etbhSradid the punishment

AR\

{P\viﬁg. It was justice at

N\

the highest level Jf alFfd **—: arahifanth relentless. It was

%,

A\

for wrongs done. This

lessen, in view of

pitiless, no douk the audience could

appreciate its unre

is the human good to plag social scale against evil
=

and it was fullgh } the audiehol jof the time. They

ol

V; ]
would realize th& =Fimes of this order

]
d for committing it

meces gt g el Sqpepn pegpemseaunces o

wrongdoing. q] Whether th&re was criminal intent present or

LN N e L IUEL L i

represefijts became richer through the sufferings of a great

and magnitude a‘# man must pay in the

and noble man.

The influence of tragedy on the audience of today can

be measured by the reverence placed on plays and the
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tragedians who wrote them. Every time anywhere on earth
there 1is a place where the revival of the Greek masters'
plays are performed, published or re-interpreted in the
languages of the countries of the world. It would be

inversely proportional tg 't I’/ i lation of the country that

originated these t 1d be quite normal thus

for the citizens a"'?-n—f n—sry Eep Y ccece to look to these
tragedies and theaF .gfdid e them with awe and
respect. But w d not fathom is the
amount of awe and idiences heaped on the
writers. They weny \dars of their country
not only in aesth: elds but also in all
aspects of their 1liye: hel reason why Plato looked
to the poets as "ds ’%; 2 ?f he cause of their being

regarded as sutplds ne { 1fficult td.; scertain.
e
1‘

The undispu' d supremacy Of Attic ¥ ragedy, which lasted

"ﬁﬂm’ﬂ ) ﬂ*ﬁfwaj P, e

spiritually qwith the rise. g‘reatn&ss, and declin& of the
= RN TH AT TN F e
attaine® that domination over the Athenian people which we
see reflected in the allusions of the comic poets. Its
power over the Athenian people was an essential factor in

creating its far-reaching influence throughout the Greek
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world, for the Athenian empire made the Attic dialect
understood almost throughout Greece. Tantamount to this
influence over the Grecian world was the supposed, imaginary

and actual influence of the poets over the populace. For

the men of that age nevex MElRJthat the nature and influence
of tragedy were pureiy ,f's*u;,d afsthetic. Its power over
them was so vadt™FEE =] 1;‘A responsible for the
spirit of the wholgs :’*ET
even the greatesifpg /1« BUE\ Bhe™Eepresentatives, not
the creators, o : fohal St rgt Jr belief cannot alter
the fact that the miko be their spiritual

leaders, with a

greater and graver
than the constitutig successive political

leaders. Jaeger aEfETEﬁﬁ?ﬁﬁi and:

only ?’ i hind can we
underst " the freedom of
poetry.iin PTat REPULlic4H attacks which
seem inexplicable and epulsive to a
liberal ¢ pind. Yet gbhe idea that the tragic

P EEIMEIIES EEm T’ colunes

diiception of his function; for the age of
Pisistratus thoWght of moetry purnﬁyas a
the

A VABSEIRA TN ET

S "

8 Jaeger, p. 247.
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Prior to the advent of the three great masters of
tragedy, poetry as it existed in Greece, was valued for its
utility-- something to be enjoyed, not as the spirit of the

whole state. Aeschylus cpuld be regarded as a pioneer to

bring the latter conceg poetry by his wversion of

the tragedy that s ¥ld off its feet. The

seed of traged sy these tragedians

reached its he?q = greatest of them

all. The seed B by the fertile soil

TR

L "
of Greece espea _xa\xa ripe to receive the

\'a
gift. The Gree - ' \"'{' 'th centuries had long

been brooding on :‘i'HT 'problem why does . God
T '

send suffering info Ehe=lifs man? The force of this

question was ng : Eifred” presentation of human

suffering to fﬁr- Brgpectators at the
tragic festivaliﬂbr 8l ardofirs which the chorus
expressed throughd dance and sgng, and which through the

encance orflebdl) SRRV HLEL Hdine srecontation

camplete episode off human f . spectators
shmﬂm@smmma DR e crome
benaath the thunderstrokes of fate (which Solon compared to
a tempest), they felt their highest spiritual energies
called out to resist the storm, and were driven by pity and

terror, the immediate psychological effects of their
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experience, to fall back on their last defence-- their faith
in the ultimate meaning of life itself. The specifically
religious effect on the audience of sharing in the terror of

human destiny, which tragegigs succeeded in producing as an

integral part of e, the essentially tragic

element in the drimas eqérts that this is the

element which u( hgid ich transforms the
RS
¥ jinko :-nx& ng which replaces

ordinary wutilit

the spirit of t

To appr : Uef, abandon all modern
concepio £ it ::\* \:7 f drama or the
essence Brar ' Bect our attention
to that \

The Greek pnets.gg;;*-Jf ad taken the traditional

legends and p;,~~u-~- he ¥< ges SR len/in accordance with

v R )

| =%v'not make needless

their own conce

changes in the vents as ﬁescrlbad by tradition, but in

rounding cﬁ uﬁaﬁamﬂ m wzjr] ﬂﬁlete character,

they could Yot help transfusing inta myth the modern ideas

=i T RIA FUNITNY N s = o

true offthe characters and their speeches, it also applies

to the tragedies as wholes. Until the appearance of tragedy

e e

9Jaeger, p. 261.

[ " L = I
HBMIANGIY SN UINLUTI
4 =
qmmnmummma’h
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no type of poetry had ventured to use myth as the wvehicle
for an idea, and to choose or neglect myths in accordance
with their fitness for that purpose. For it must not be

thought that every part

the saga-tradition could be
¥ ; a

dramatized and automgy ‘l‘; ,“‘ﬂﬁ

had pointed out the : hat

tragedy. Aristotle

the subjects of the

whole realm of i'ks\a&k“ﬁﬂ ed to be dramatized.
Tragedy then wHE s \\;:j?hap' etry to apply the

AN
etruntita principle-- the
PN

1 of human destiny,

¢ Q\\\'\ catastrophe.

mythical tradi ‘ gul

conception of th

with the sudden 1s.d 55
DAL
If Jaeger insiu amjléfii ng in the terror of human
destiny as the eleme ~”'”J,fJ es _tragedy, then Edith
Hamilton's vi;;:___________________“r&] be presented to
complete the th" ry. : Pras thl the tragic sense is

I¥

somewhat similar g Jaeger's ¢gut her elucidation on the

sense or B TN DUIW Y AT ssseree enae

tragedy was created at a®time whenmmen were @hinking more
ena nob) Wl NEL AELHMN 1d VIEIAR &L creve o
so much evil and that injustice was the nature of things.
Tragedy belongs to the poets as they were the ones who
brought the age-old myths to life. Her theory of the poets
being able to transmute pain and could make the people exalt

in it by writing about pain is novel:
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None but a poet can write a tragedy. For
tragedy is nothing less than pain transmuted
into exaltation by the alchemy of poetry.

--. It would seem that tragedy is a strange
matter. There is indeed nothing stranger. A
tragedy shows us pain and gives us pleasure
thereby. The greater the suffering depicted,

the more terxip! e events, the more
intense our pleasil ae most monstrous and
apalling &gl TTE g gkhiow are those the

Pheee " the spectacle he
"e‘.-u;__:ved to a vwvery

It is Hamil#®n; ';';.f?, 8Llo%eal " be transformed into

tragedianh_;
thus of
passio

exaltation by thapg is pleasure and the

more the pain the Mo is is a utilitarian

point of view offa 3 S¢holar 1like Hamilton

recognizes this as-;cxﬂfﬂigﬂz

AT !
the circumstances igp vl éme' aok _root. There is,

iterature while accepting

however, one ot) ;

the other scholla

o

7;?& goes further than

thi

i¥ |

s, theory of tragic

pleasure. For if iﬁnés only thgyterrible bloody events that

acptces  enfl] RELDYDELD WIS srenes o e

next civiliz;{icn, it surely cannotghe classif@dd as tragedy

saenond ook SR 35U S AILNER) Bl oeceacre

as it arouses our severe instinets even in the most

civilized amongst us. Pain, disaster, and sorrow are always

e e e S

10 Hamilton, p. 166.



24

spoken of as depressing, as dragging down-- the dark abyss
of pain, a crushing sorrow, an overwhelming disaster. But
speak of tragedy and extraordinarily the metaphor changes.

Lift us to tragic heights say, and never anything else.

agedy. Always the height

of tragedy. ragedy which marks it

off from other 4i in our common speech

Wwe Dbear witness cdith Hamilton sums up

her definition of

Pity,
are the
pleasure
call them
-+« traged
dissonance

iltation-— these
Mmake up tragic
agedy that does not

above and beyond the
t what it is that

causes a ¥-to g i those feelings,
what _4s the essential Emept. ) in tragedy,
Hege Ifvg hr‘.r In a notable
passdge (¥ ragic subject
is a $piri™ n Wilich each side

- alm upon our sympath <11

Indiscﬂwulyq nﬂunsﬂygﬂ; the audience
AR TO] HT TN ppeceros o

the innQcent. On the other hand, the death of Cordelia in

has a

Shakespeare's EKing Lear is tragic which makes it rather

difficult to lay down guide-lines or hard and fast rules to

e e el e e L L ——

llygamilton, p. 168.



25

follow. It is true that different categories of innocent
suffering can be tragedies as witness Prometheus the
innocent sufferer in Aeschylus' Prometheus as contrasted

with Cordelia in Shakespearg Lear, who has nothing in

common with each other. "HWvgvle the heroine of Sophocles'
play Antigone, urial of her brother's
body is the oppoas ambition-mad murderer
of his king and gWes o SSDERL facbeth. These two
plays call fort ' eemlngly so totally

¢ pleasure of the

unlike. Accord

greatest intensi both. Undeserved
suffering, tragic. Death is also
not tragic Of the beautiful and the

young, the lovee ' the bel Jeath felt and suffered

as Macbeth F¥|Death felt as Lear
feels Cordelia'g|jdea . Opfielia's death is not
tragedy, says Hamidfgn. She begng what she is, it could be

o oty (PRlbEEd REUIWNEIZ. crasic srer.

she adds. The conflicting claims &f the lawhf God and the
o o QlledV P B SR LR e 1 o
Antiqcne herself so great, so tortured. Hamlet's hesitation
to kill his uncle is not tragic. The tragedy is his‘ power
to feel. The suffering of a soul that can suffer greatly-—-

that and only that, is tragedy, says Hamilton.
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This definition of tragedy and the tragic pleasure is
comprehensive and the examples shown by Hamilton is 1lucid.
We can be sure from this that the events are not that which

makes a tragedy but only play supporting roles in which the

tragedy is the suffering x\i £ Sft soul. This is the main

thesis that I would

Man is the centre,
the main characte ' that makes tragedy
and a truly guet . :“j. ?msaﬁhu fect a course of
BRI
action that ¢ ndtd=f iy f‘ edy, and so doing brings
forth the nobilir A = ,”}f-: 8 g®eatness of man and
all the inherent, : » Tragedies, as
such, are the greatifst i&é,ll “WGreeks to the Western
world of literaturef: | to the literary world

i

'ﬁg-, as we are the

of today. The world is now, nor would

we be what webe

y'. |

inheritors to fhe , degs and literature
L

iF |

bequeathed to us Qggﬁhemt Edjth Hamilton's eloquence in

sunning up il biho) ) Bb W2 MhE AT Fermicce:
Y ¢ o )

AN RIRIYAAII NI B

q for « the highest reach of their power

Wwould be unknown. The three poets who were

able to sound the depths of human agony were

able to recognize and reveal it as tragedy.

The mystery of evil, they said, curtains that

of which "every man whose soul is not a clod

hath visions." Pain could exalt and in

tragedy for a moment men could have sight of
a meaning beyond their grasp. "Yet had God
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not turned us in his hand and cast to earth
our greatness”, Euripides makes the old
Trojan queen say in her extremity, "we would
have passed away giving nothing to men.
They would have found no theme for song in us
nor made great poems from our sorrows."

Why is dsagh) pof the ordinary man a
wretched, chidl :' Y8ng which we turn from,
while the dg@ . lero, always tragic,
warms us with = , uickened 1life?
Answer tHEs=CEue : gnd. the enigma of

tragic "Never let me
hear the= shed in vain",
said si ends an impericus
challefige ; \ generations.
So the g o Fay e Nallgnges us. The
great ™ s fpai 4 \\ieatn transforms
pain aj F i . 3 S we catch a
glimps g ‘e S . ﬂﬁx O, ' Dear City of
God, off gfq o e %D‘\i Bl timate reality
than in#% I 8 13 ed. 12
. \\\
7 f;{:‘ .l‘ :, ! ' h
Tragedy has been tEsced £ ts origins, its taproots,

its soil and to “1ngredi ave nurtured its
growth. Variols wiews f?f:ve been explored

and the best ‘g stances have been

brought forth. ¢ Mhe Greek Qfasters t wrote these

masterplerzeﬂ uEEJ 1%& ﬂg‘:ﬂﬁ’l hat have been
found intact have been éiﬁ audiences
from tﬂ wtfvl ﬂtﬂﬁ ﬁﬁinﬁﬁt ﬂenaissance
up till the present day. Since it is necessary to study

concrete examples of the best of the extant plays of these

12 Hamilton, p. 172.
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masters that would show man at the greatest and noblest
instances of their lives, a play each of these greatest and
acknowledged as unequalled by the world of 1literature, is

selected to be scrutinized

The plays of Nes s and Buripides, the

three Greek maste onsidered the elite
of the genre these tragedians
alone would su # Jobtedn \re sssary  insight into
tragedy, its po ‘would be impossible
to evaluate a e masters due to
limitations impofed “'Jgi i es this nature, a
representative 8 selected amongst the
extant tragedig ""”“’H" ght the views of the
tragedians wi;;% h 7,&fss, nobility and
heroism of man'§ Frof S WOL RS of'g“eschylus the play

Agamemnon was chof en. This ﬂady is the first from the

trilogy u%yﬂlwrﬂni &’Lﬂi te portray the

agnificence of his herd Agamemn § of conflict
betweeﬂﬂ'Jﬁﬂﬂ ﬁmﬂq aﬁrﬂ}i The story
starts with the victory of the Greeks over the Trojans but
it flashes back to the past ten years ago when the armada of

the Greeks assembled at Aulis. . It showed the crises which

the hero faced and the decisions he made and the
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considerations and deliberations he wused to decide.
Agamemnon is considered his masterpiece.
From the works of Sophocles, who was adjudged the finest

311 time, the play QOedipus Rex

playwright of Greece and o

was chosen. This so agreed upon by most

:4" Aristotle cites this

critics to be the b
e ..'

particular play etry in defence to

Plato's condemnat

in general. Apart

from the very m a1l of suffering of a

noble,heroic and® '"eftia b .,‘1‘ itself, with its
reversals and irg by a past master of
the intricate ploty #ail, is a delight in
itself. Here Saphc. ce shows man at the lowest

point of his life, Bdly riches, respect and

dignity, the h{;? F“|Fjance and the world
at large his hejgism : MY and fhe selflessness of

his final actiogigs, remove remaining doubt of his

mawnmcencﬂ YUINLBINEIR T
ARSI AR

critics but praise for its hero's resolution of the conflict

-

between the new deity and himself, on behalf of his people,
forms the basis of its greatness. It is also the choice

from among the extant works of Euripides, the rebel, who
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sides usually with the underdogs. It is a story of a man's
futile struggle against a god--with its inevitable result.
But what brings this play forth from the usual assortment of

sordid confrontations was attitude and the suffering of

a great man who stuckg ples, come what may. It

is yet another st&m down his life for his

country.
These thre P2 DESBANFed kogether with relevant
observations a ; ic sk S5 frhh; ities. Stress is

placed on the reasons behind the

making of these dfciBio; lieved that these are

what makes the he neiéiggggg 8. It is divided into

LA T
three chapters d his hero. The

_tu'—',_ff pa

final chapter-yj ) It sums up my

contention that:!the Cree f=ters d8ould portray man's

nobility, heroismf gand greatndsk. lﬁlrks are still
i

s U EANE S WEETH
fi’ﬁi“iifiﬁﬁ SRS ELATg R

n magnificence.
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