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Tragic Characteristics in Shakespeare’s Hamlet andlliller's Death of a Salesman

Ali Ozgun OZDEMIR

OZET

Bu tez William Shakespeare’inlamlet, Danimarka Prensve Arthur Miller'in
Saticinin Oliimiadl eserlerindeki temel trajik dzellikleri ve aelliklerin trajik evrimini
ele alan kawnlastirmal bir aratirmadir. Bu tez ayni zamanda trajedi Uzerine ofaukli
boyutlariyla kapsamli bir analizdir. Bir edebi wian trajedinin tarihsel surecinde Kralice
Elizabeth dénemi ve modern dénemin muazzam teresil@larak bu tezde temel alinan
iki 6nemli trajik oyunun analizi bir trajik evrimemelindeki yonin kavranmasinigta. Bu
tezin odak noktasi bu oyunlan tarihsel sirec spede en dikkate dger trajedi
orneklerinden ikisi yapan OzgunlUklerini ortaya kmgktir. Ayni zamanda, William
Shakespeare ve Arthur Miller trajediye yaptiklaemel katkilariyla iki 6limsiz oyun
yazarl olarak bu tezde odaklaniimaktadirlar. KealiElizabeth donemini trajedisinin
cogunlukla dgaustu @elerle, tanrisallikla ve Ust sinifa mensup karadder iliskileriyle
ilgilenmesine kagyin, modern trajedi ggunlukla ekonomik sorunlar gibi hayatin gercekgi
taraflariyla, siradan bir insan Gzeringediinyasinda Barilh olmasi icin dayatilan sosyal
baskiyla ve orta sinifa mensup siradan karakterlaitesel bir perspektif icindeki basit
iliskileriyle ilgilenmektedir. Kisaca, bu 0Ozellik buzie butin argtirmasindan dgjer
Ozelliklerin arasinda Kralice Elizabeth donemi édiigi ve modern trajedi arasindaki en

goze carpan trajik evrim olarak agilanaktadir.
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Tragic Characteristics in Shakespeare’s Hamlet andlliller’s Death of a Salesman
Ali Ozgiin OZDEMIR

ABSTRACT

This thesis is a comparative study of William Shegdeare’sHamlet, Prince of
Denmarkand Arthur Miller's Death of a Salesmaimm the context of their basic tragic
characteristics and tragic evolution of these dttarsstics. It is also a comprehensive
analysis on tragedy with its different dimensiofbe analysis of two significant tragic
plays, which are based on in this thesis as montahegpresentatives of the Elizabethan
and modern periods in the historical backgroundrajedy as a literary form, enables to
recognise the way on the basis of a tragic evaiutibhe focus of this study is the
originality of these two tragic plays which makd®em two of the most remarkable
examples of tragedy during the time. At the sametiWilliam Shakespeare and Arthur
Miller are focused as the two immoral playwrightshatheir basic contributions to tragedy
in this thesis. While the Elizabethan tragedy myasdncerned with supernatural elements,
divinity and relationships of members from uppeassl the modern tragedy mainly
concerned with realistic aspects of the life likeoomic crisis, social pressure on a
common man to be successful in the business lite simple relationships of common
people from middle class within a familial perspeet Briefly, this characteristic is
essentially inferred from the whole discussion ok tthesis among others as the most

striking tragic evolution between the Elizabethad enodern tragedy.
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INTRODUCTION

Tragedy is the most favoured dramatic form. Kthr emerged in ancient Greece
and then tragedians of the Elizabethan age followed England of sixteenth and
seventeeth centuries. Finally, tragedy found anresgion in American drama of
twentieth century. Tragedy had a religious chargtie in ancient Greece and England
of the Elizabethan age but then it changed int@@ular characteristic in American
drama of twentieth century. By this way, tragedsahed to earthly matters out of the
church in modern time. The main characteristicdrafedy in its form and content
changed completely from Shakespeare’s period iddadgto Arthur Miller’s period in
America. The present thesis focuses on changeagittcharacteristics in Shakespeare’s
Hamletand Miller's Death of a Salesmafhis study aims at showing the differences

between two different tragedies of two differenégag

One of the most important tragic characterisscsuffering of a hero in tragedy.
The famous German literary critic Friedrich Schillaintains that tragedy is in an
obligation to represent ‘suffering nature’ but reeg on to say that tragedy should also
show the moral resistance against suffering. For, hepresentation of mere suffering
cannot be aim of art. Schiller states that: “Thigmdte aim of art is to represent the
super sensuous, and tragic art in particular aeli¢vis by making sensuous the moral

independence of man from the laws of nature irate sif passion” (METU, 1985: 160).

Schopenhauer, as another respectable critictsnikiat spectators are attracted
in tragedy by the excess of evil doing, the mis&sglf. He also claims that spectators
are not interested in ordinary events of life anokl for something more which desire
can only be satisfied by catastrophe. He, in aesesismmarises the chief theme of

tragedy:

. In tragedy we are confronted with the terribidesof life, misery of

mankind, the dominion of accident and error, thik & the just man, the



triumph of the wicked: thus the condition of the rdothat is downright
repugnant to our will, is brought before our eyes(METU, 1985: 161)

Tragedy reflects sad events and realities otdifthe spectators and they mostly
impress from tragedy because they find their tréiges in it. Arthur Miller, who is the
major American playwright of twentieth century, peets his deep knowledge on
tragedy in his monumental ességagedy and Common Mahle maintains that a few
tragedies are written in the traditional respecmodern time. He mostly depends on
this decline in modern tragedies to lack of heapacity and stature among modern
societies. According to Miller, tragic flaw in aatacter is indeed meaningless but it is
his inherent unwillingness to remain passive in et of what he perceives to be a
challenge to his dignity, his image of his rightkthtus. He claims that only passive
characters, who do not act to challenge againgt Wesak personalities, are “flawless”

as most people are so.

Arthur Miller talks about his one of the most ionfant contributions to modern
tragedy: “I believe that the common man is as aptilgect for tragedy in its highest
sense as kings were” (Corrigan, ed., 1965: 148.wérds emphasise that the rank is
not important in tragedy. | affirm from his wordsat if rank was inevitable in tragedy,
then problems of tragedy would be caused from #éim& and these problems would be
particular problems of tragedy. Arthur Miller condks his thoughts with such an
effective indication that whole problem and reaBmrexistence of tragedy from ancient

Greek to modern time may be obviously resolved.:

As a general rule, to which there may be exceptiorisiown to me, | think the
tragic feeling is evoked in us when we are in thespnce of a character who is
ready to lay down his life, if need be, to secune thing—his sense of personal
dignity. From Orestes to Hamlet, Medea to Macb#th,underlying struggle is
that of the individual attempting to gain his “rtghi” position in his society.
[...] Tragedy, then, is the consequence of a marna twmpulsion to evaluate
himself justly. (Corrigan, ed., 1965: 148-149)



Tragedy is simply caused from a necessity of a todrave a rightful position in
his society. If the man rejects to remain passive r@volts against imperative forces,
then a tragic atmosphere is created to prepardréggc battle with these supreme
powers which will be resulted probably with hisgi@end in the means of destruction
and death.

William Shakespeare is a respectable playwright wiaole a visible progress in
tragedy as the foremost playwright of the Elizabatlage. The famous French painter
Eugene Delacroix expressed frankly his admiratioBlmkespeare as a playwright: “No
words are strong enough to express one’s admirdtiothe genius of Shakespeare”
(Shakespeare, 1976: $amletis one of the most important tragic plays of Shpkase
which is also a milestone in his career. This pkynot only important in English
literature but it also is a generally appreciatéay @s a traditional tragedy by whole

literary world.

John Cowper Powys, as a critic, attaches importandatter structure of the
play on a single individual as an alternative pahtview: “Hamletis a subjective
tragedy, the whole poignance of which—with Ophelits victim—depends on the
character of the protagonist” (1946, 310). Powyaluates the play as the individual
tragedy of Hamlet. Despite dominant figure of Hamite this tragedy, other minor
tragedies like Ophelia’s, Laertes’, and even Kingudius' tragedies should not be
ignored. The problem and dilemma of Hamlet, whiainstitute the main tragic
atmosphere of the play, do not prevent audience frecognising other individual
tragedies. These tragedies are presented by ptgyvakillfully in the background of
the play. The play has an extensive variety ofextbjthat a large amount of spectators

are pleased to watch it eagerly.

.... The enormous length of the play is diversifigdtbe most varied, and, at
times, most exciting, action. In the common phrésere is something for
everyone—the fight or almost fight in the churadllyathe duel, the final
slaughter scene (simply an exciting moment the rnvetgar)—the pity of all
these things for the sentimental, the poetry ofttier those who can appreciate

it. And, above all, and with all, there is the smpe interest of the character



presentment, which informs and transforms the gwis, and which, not merely
in the central figure, is the richest and most falbe found in Shakespeare ....
(Ward&Waller, ed., 1966: 200)

Shakespeare realises depths of humanity in a rclosgpect to modern
understanding but he also writes drama rather gsychology. Tragedy has changed
from high to low tragedy, or from traditional toya$ological tragedy because of some
trends like realism, naturalism and expressionishiclv appeared in modern time.
Arthur Miller, as a pioneer playwright, changed tbenventions of the Elizabethan
tragedy and created his original, modern tragitedtyat is respected by literary world

through his usage of realism and social mattehésiplays.

A very respectable dramatic critic John Gassnentpoout that realism as a
modern trend enlarged individual aspect of tragédgides its social concern and
challenged conventional beliefs of high tragedyhwita psychological perspective. He
puts emphasis on influence of realism and expressio of famous Norwegian

playwright Henrik Ibsen on Arthur Miller:

The morally responsible individual's potentias and defects are the
paramount subject of Ibsenism; and that this iscte is stil understood by a
latter—day Ibsen disciple such as Arthur Millerthaligh his ambivalence is
obvious when he fails to make up his mindDeath of a Salesmawhether

Willy Loman or society is responsible for Lomanéldre .... (1968, 654)

John Gassner’s words clearly show the influencébsienism” which combines
realistic and expressionist technics on Miller. sSTmfluence is obviously seen in his
major play Death of a SalesmanTragedy and hard times of Willy Loman are
represented by the playwright through usage ofisteahd expressionist implications
such as Willy’'s daydreams, his failure in his dsité fatherhood and being a salesman;
or Biff's recognition of his failure and his authinself in the play. Miller represents to
audience that society is also guilty in Willy’s aallLomans’ downfall. For this reason,

he has audiences confront with themselves and #hareguilts consciously.



Miller has a possible failure to determine whethaiilly, or society is
responsible for existing failure of the play theg¢ates the tragic aspect. Miller criticises
American society, social institutions and valueshils play. He gives the message that
society is responsible in Willy Loman’s tragic endh its wrong values of success but
readers also find a strong theme of love amonglyamembers. Willy does not commit
suicide at the end of the play because of sociesqure on himself. However, he
commits suicide for the sake of his older son Biffl his family. Thus, | consider that
even though Miller attacks to society and its dedive pressure on a low—man, he
depends on Willy’s death to familial values. Foistheason, there is an ambiguity in
Miller's message about whether Willy, or societyasponsible for his failure and tragic

end in the play.

An American critic Richard Zoglin refers to Miller social aspect as a
playwright and his usage of experimentalism asnterral result of his being a realist
dramatist. Zoglin briefly maintains that: “Miller a8 a social realist, yet, it's easy to
forget thatDeath of a Salesmawas also an experimental work, with its fluid lsap
time as Willy drifts into memories of his sons asrtagers and of his idolized brother
Ben” (1999, 2). Zoglin frankly attaches importatcalaydreams of Willy between past
and present that are used by the playwright tecefhner life of Willy as Shakespeare
used soliloquies with same intention. Miller's usagf daydreams of Willy between
past and present to show his inner state to auelieagses because he influenced from

expressionism and realism as popular trends of mddee.

Harold Clurman, who is a literary critic, analydesgic life of Willy Loman.
Clurman represents general tragic aspect of thewiil his description of Willy’s life
in tragic view. Clurman summarises the play asitlévidual tragedy of Willy Loman
that negatively effects his family, too and alscedis his family to a miserable end like

tragic end of him:

Willy Loman believes wholeheartedly in the operatiideal of his fellow

countrymen. Being a kindly man, he speaks not o€esss so much as of being



“well liked.” [...] He has forsworn his modest giforf carpentry to become a
salesman because it promises a brighter futurasd and affluence. By turning
away from himself he becomes an utterly confusedqme He is now only a half
man, a blind man, always in contradiction to hirfjsslen to the smallest details
of his existence. He dreams the American legen@-btbther who walked into
the jungle and when he was twenty—one came out oich. [...] He has
misplaced and can no longer recognize his owntyedli.] Unaware of what
warped his mind and behaviour, he commits suicid¢he conviction that a
legacy of twenty thousand dollars is all that éeded to save his beloved but
almost equally damaged offspring. This may not toagic,” but such distorted
thinking maims a very great number of folk in therld today. (1977, 15)

Clurman focuses on the destructive effect of “Aicer Dream” on Willy
Loman which constitutes one of tragic atmosphefdkis play. At the same time, his
view is clear that whether this belief and its legdo a destruction of Willy is tragic, or
not, this belief of materialistic success has akscome lifestyle of the ordinary men and
wasted their lives like the life of Willy as a meerbof modern society nowadays.
Tragic characteristics and values have changedghaut the time in some degrees as a

result of the changes of social characteristicsvahages.

First chapter of this thesis deals with tragedyiténh every particular aspect.
Definition of tragedy will be presented to inforletreader what tragedy is. Then tragic
characteristics will be stated to evaluate trageaiyprehensively and discuss changes
of it throughout the time from the Elizabethan &genodern. Some important sources
will be used in the discussion of tragic charasters. First book is Northrop Frye's
famous workAnatomy of Criticisnthat is a total guide to study on tragedy. Tragiarf
is evaluated through this work as a form. Secondkbis Robert W. Corrigan’s
Tragedy, Vision and FormThis book is used as a chief source to deterrriamgc

characteristics and evaluate their changes.

Second chapter analyses Shakespedtgmlet as an Elizabethan tragedy.

Shakespeare’s life will be stated briefly withinfew paragraphsHamlet will be



analysed with its all tragic characteristics toresment to reader characteristics of an
Elizabethan tragedy. Two very important sourced & used in this chapter. First
source is the booamletwhich is edited by Martin Coyle. This book is usedefer to
tragedy of the play with its different tragic dinsgons. Second source is A. D. Cousins’
article “Shakespeare’s Hamlet.” This article pr@gda different point of view on
Hamlet as a tragic hero and it studies inner thtsugh him. This chapter presents an
opportunity to readers to have knowledge aboutBheabethan tragedy before they

understand well changes of modern tragedy.

Third and last chapter focuses on Arthur MilleDgath of a Salesmaas a
modern tragedy. Arthur Miller’'s life will be presieal briefly in a few paragraphs.
Death of a Salesmawill be studied comprehensively with its tragicachcteristics in
order to represent modern tragic characteristiceader. Finally, tragic characteristics
in Hamletas an Elizabethan play amkath of a Salesmaas a modern play will be
compared with each other. Naturally, a direct camspa of these characteristics from
the Elizabethan to modern tragedy is not possibtetliey will be compared generally
as far as such a comparison is possible.

Two remarkable sources will be used in this chagtest source is Leonard
Moss’ book Arthur Miller. This book is used to represent the tragic ratatq
between a father Willy and his older son Biff. Se¢ource is Terry Otten’s article
“ Death of a Salesmaat fifty—still ‘coming home to roost.” This artle shows major
changes in the means of an evolution in tragic attaristics from the Elizabethan to
modern throughout the time. This chapter represhetvalidity of whole discussion of
this thesis in the context of tragic characterssaad proves its claims which are based
on a possible evolution in tragic characteristrosf the Elizabethan to modern with its
last comparative part. To conclude, it must be $aéd this thesis studies on a tragic
evolution as a different process from an Elizabettragedy to a modern one in two
different plays in relation to historical aspeat fiagic view.



CHAPTER ONE
TRAGEDY AND TRAGIC CHARACTERISTICS



1.1.The Rise of Tragedy in Ancient Greece

Theatre started to sanctify Dionysus who was goaviok in ancient Greece.
The plays were performed for only divine purposed ¢heatre was as divine as a
temple for ancient Greeks. The chorus of men weexl o sing hymns for praising
gods in festivals for Dionysus. Prime time of anti&reeks started with Aeschylus’
tragedies (525456 B.C.). These tragedies wer¢ewrity him in the form of a triology.
However, each play of this triology was a wholelitsit had same subject with other
two plays.

The problem of qualification of tragedy was consédieonly studying on its
source for a long time. Beginning with Aristotlewls thought that tragedy appeared
from lyrical tunes of chorus in festivals for Disuys but recently specialists and
anthropologists of ancient Grek civilization regadidragedy as an extension of burial
ceremonies and legends about agriculture in ardiiterespect. In this respect, a
Turkish author and literary critic Turan Oflg#o has an informative view about roots
of tragedy:

The dynamism of every age is formed with the reacthat is shown against
main and settled values of the previous age. Andnduthis struggle many
things that are taken from past that these therorhecan equipment for
reconstruction of new. The trend of sceptism, whiobgan with some
philosophers such as Bruno, Erasmus, Montaigne Madhiavelli, awakes
subdued and even frozen potential of medieval sig@ds with wonder against
static beliefs, which are transformed through gatiens, and these fights cause
tensions. In this way, an extremely proper atmosplge created for tragedy to
begin to develop .... (1999, 20)

Ancient Greek tragedy reached a technical pedecwith Sophocles’ plays
(496-406 B.C.). His tragedies had a unique balase beauty. This important
characteristic of his tragedies separated him father tragedians of ancient Greece.

His tragedies were defined as masterpieces in oespect. Sophocles was the first
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playwright who used setting in his plays. Many &digns influenced from his tragic
style in the following eras including Shakespeard Wliller. This study primarily aims
at studying on tragedy comprehensively by discgssimanges of main tragic
characteristics through an analysis of Shakespeétamletand Miller's Death of a
Salesman Third important ancient Greek tragedian was Edeg (484-406 B.C.).
Aeschylus, Sophocles and Euripides wrote playswleie based on Greek mythology.

These playwrights influenced from Aristotle’s pripples on tragedy:

These three playwrights then wrote plays converterihe rules determined by
Aristotle in his book “Poetics.” One of these ruleas unity in time, setting and
action that’'s why the rule which a line of everdke place in same setting and
one day or to form series of relevant events wdisl va. (Temel Britannica,
1993: 211)

This chapter deals with tragedy with its charaste$ and their evolution
throughout the time from the Elizabethan to modeynfocusing onHamlet as an
Elizabethan sample arideath of a Salesmaas a modern one. Ancient Greek tragedy
will be stated mostly when it is needed becauseetisea strong potential to influence
from ancient Greek tragedies both in the Elizabetaad modern tragedies. Firstly,
ancient Greek, the Elizabethan and twentieth cgn#imerican tragedy will be
discussed briefly as three different prime times taigedy in historical tragic
development. Then in second section of this chapagedy will be discussed with its
main characteristics. Third section of this chapdeals with the change of tragic
characteristics from the Elizabethan to modernetgggenerally without referring to
two mainly—focused plays of this thesis.

1.1.1 Tragedy in England of The Elizabethan Age

Tragedy showed a great revival with Renaissancéwitwvas limited in former
ages. The age of Queen Elizabeth was the primenaost prolific age of English
literature especially in the field of theatre. Ghopher Marlowe and William

Shakespeare were the most important playwrighteisftime. Marlowe’s most famous
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tragic play wasThe Tragical History of Dr. FaustusThis play is shortly the story of a
doctor who sells his soul to satan to have powedrlkarowledge The Famous Tragedy
of The Rich Jew of Maltayhich deals with the desire of wealthiness, is IMae’s

another major work.

William Shakespeare was the greatest playwrigtliheétre in Elizabethan age.
He influenced from Marlowe and Marlowe’s clear effe on him were seen in
Shakespeare’s early works. Shakespeare left hik arathe Elizabethan theatre. His
plays researched the nature of human beings witin@edible wisdom, besides their
extraordinary poetic quality and imagination. Bamison, who was a contemporary
playwright of Shakespeare’s period, stated afterdaath: “He was not of an age, but
for all time” (Bardweb, 2004).

1.1.2.Tragedy in The Twentieth Century American Drana

American Drama went towards realism in twentietntegy. Eugene O’Neill
was one of the greatest playwrights of AmericamdraHe affected dramatic art totally
in America. Some of his plays are based on psyddb observations in 1920s.
O’Neill’'s major works areStrange Interludg(1928) andA long Day’s Journey into
Night (1956).

Tennessee Williams with his playfe Glass Menagerig944) andA Streetcar
Named Desir¢1947), and Arthur Miller with his playBeath of a Salesmaii949) and
The Crucible(1953) are the foremost playwrights after World "ila Arthur Miller
combined realistic characters and a social agenldie wvas also writing modern
tragedy. This is most notably seerfOrath of a Salesmanhich is a tale of the life and
death of the ordinary working man Willy Loman. Anoan playwrights were under the
influence of Norwegian playwright Henrik Ibsen amd view of psychological realism
in twentieth century. British plays were copiedrbgst American playwrights until the
early twentieth century. For this reason, somdcsritlaim that American drama was
not born until the end of World War I:
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American drama has only gained popularity and pnemce in the twentieth
century when dramatists such as Tennessee WillamdsArthur Miller began
writing about the predicament of modern humanityai complex, pluralistic

society. (Geocities, 2004)

Realism continued as a primary form of dramaticreggion through the major
playwrights such as Williams, Miller and O’Neill twentieth century American drama.

At this point, it is very useful to summarise tpeyiod:

Such renowned American playwrights as Eugene OINEdnnessee Williams,
and Arthur Miller reached profound new levels ofyg®logical realism,
commenting through individual characters and tis¢inations on the state of
American society in general. As the century proggds the most powerful
drama spoke to broad social issues such as aWitsiand the aids crisis and the
individual’'s position in relation to those issudadividual perspectives in
mainstream theatre became far more diverse and closely reflected the
increasingly complex demographics of American dgcig&ncarta, 2004)

1.2.Tragedy : A Dramatic Art

Tragedy basically contains an event, or a taletdilst about sufferings of human
beings and ends unhappily so mostly with deatlsitarger sense. As a literary term, it
means a kind of theatrical art that appeared aneéldeed in religious ceremonies of

ancient Greece. Tragedy is also described in the & an encylopedic definition:

Tragedy is a theatrical play which is based on d@hnoy history and aims at
arising pity and horror on audience by by puttingportant characters on the
stage and revealing human beings’ passions wiih dlestructions and disasters
as the inevitable results of these passions ....ti(Icaire Larousse, 1993:
2343)
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The aim of Greek tragedians was not to arrangecavsh a contemporary
meaning. These tragedies were based on mythsatiorelto gods and heroes which
were known by everyone. Playwrights showed new anqtions to myths and let
people understand well laws of god and state. Thagebased on the belief that people
are free for choices which will effect their fateBhis choice is generally between
religious laws and social rules in a play that r&ten in tragic form. Tragedy appears
when a flaw in personality of a man forces him take a wrong choice. This wrong
choice results with suffering and death of the h&réamous ancient Greek philosopher
Aristotle, whose determinations on tragedy formsskeatials of ancient Greek tragedy,

was the first person who defined tragedy:

Tragedy is a representation, an imitation of aroacwhich is serious, complete
in itself, and of a certain length; it is expressedspeech mode beautiful in
different ways in different parts of the play; # acted, not narrated; and by
exciting pity and fear it gives a healthy reliefsiach emotions .... (Lucas, 1957:
24)

Thus, | infer from Aristotle’s definiton that heasts in due logical order, first,
what tragedy is and represents; secondly, the formploys; thirdly, the manner in
which it is communicated; and, lastly, the functiofulfills. Aristotle puts forward that
the line of events in tragedy is more importaninttharacters. According to him,
tragedy has a great purpose. This purpose is restde suffering of a hero but to make

spectators know their identities by living feelimfdear and pity.

Tragedy does not form itself in the place whereelebis dominated, besides it
existence of a suspicion that prevents the bediefieécessary. Nevertheless, it is not
proper for tragedy when only a suspicion is dongdafor instance, Jesus Christ is not
tragic when he trusts in god to help him in eveiffiaiity but when Jesus Christ sees
that no one helps him as he is crucified and heases that “why did you leave me? my
god!” This means that he passed into a tragic dsmen Tragedy need not end in

disaster for Greeks. It must include scenes of pathsorrow but it need not close with
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one though it usually did. The essence of tragedy that it handled serious actions of

serious characters.

Tragedy at first had a religious characteristicikenlits narrow terminological
meaning; the term of tragedy consists of theatréopeances which seem as different
from Aeschylus to Voltaire but it also has commamgs. The evolution of tragic form
continued with intervals and its prime times swimgly lasted short. A French literary
critic Rene Girard explains his determination aboertral points of tragedy which is
mainly about the role of violence in tragedy:

The remarkable aspect of tragedy is the contradictif symmetric elements.
The presentation of a violence, which may causgelafor people as a show or
tragic struggle, is a special fight style in whshliord changes its place to word.
People reflect a violence special to them outsidey think that god wants a
sacrifice and then they start to believe in thisutiht. Tragic hero blindly

submits himself to a destiny which is formed to faom an end predetermined
before .... (Dictionnaire Larousse, 1993: 2344)

At the Renaissance the word’s connection with dramsvived; but its
association with a sad ending has remained. Th@gedy” has three meanings:

1. ancient — serious drama,

2. medieval — a story with unhappy ending;

3. modern — a drama with unhappy ending (it is disasstenough for audience

to feel it “tragic”)

The essence of tragedy is more comprehensive thaasi mentioned before in
this chapter. This essence is generally a herdisgb&gainst an entirety. The entirety
may be a crowd of people, a social structure, worldven a thought in the form of an
obsession. Tragic hero has to suffer and this gnffas also a test for him. Results of
such unexpected situations are almost arrangedles of a ceremony with a total care
and an exposition of a hero. To sum up, problerragfedy lies in the explanation that

how such a special problem reappear mutually itageperiods and far civilizations
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which have different social, political and econonsituctures. The answer of this
problem was researched in two different directidnsstly, it was researched before the
history of human thought and with the occurenceeskaling new social structures.
Secondly, the answer was researched in transfansativhich were determined

historically.

Tragic point of view changes among societies amgté$i that reflect tragic
aspects are evaluated from one age to anotherHoweever, tragedy originates from
same myths in every period and this aspect givésagedy a universal quality despite
its entire characteristic. A fight occurs under sideration many times between a man
and religious principles, and this fight providée tman to be in a conversation with
himself and things beyond himself. Sometimes, ttagi¢ makes audience think
situations end with death and people who are seetlif But tragedy is mainly humanist
and it also means the hope of a man who standghi@gainst the universe, challenges
to this world, in which he has difficulty to und&msd, or defies to divine justice,
opposes to laws of the state and supposes hinsafranger than he is indeed from

time to time.

Tragedy has four “prime times” in western theatrige. First prime time of
tragedy was in ancient Greece, in fifth century BS€cond prime time was in England
and Spain, in sixteenth century. Playwrights ofsthime aimed at showing how
suffering developed personality of man. Shakespaadk Marlowe in England, and
Calderon and Lope de Vega in Spain revived tragdayngly in this time after ancient
Greek tragedians. Third greatest age of tragedyiw&sance, in seventeenth century.
Tragedians of this age chiefly Corneille and Raamituenced from ancient Greek
tragedies in their plays. These tragedies weracpéatly about love and honour since
most of them dealt with dilemma of the hero betwdeve and honour. Fourth
important time for tragedy was in Europe and Aneehetween the end of nineteenth
century and the beginning of twentieth century. &tunately, no tragic play has been
written as proper to traditional models from antiéme to nowadays and any studies

on this area have not reached beyond dramatic guetree.
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1.3.Principal Elements of Tragedy

Tragedy is generally a dramatic genre that evokgsapd terror in audience as
it deals with serious themes and dignified charact®evelopment of a conflict
between a protagonist and a superior force, wlscfate, circumstance or society, is
typically described in tragedy. Tragedy also reachesorrowful, disastrous or violent
conclusion with death of one or more principal euters. As society becomes
increasingly middle class in modern tragedy, doindsagedy has appeared as a new
kind of tragedy. Domestic tragedy emphasises tragitagonists from lower or middle
class with their downfalls and there is a persdaatilial affair rather than an affair of
the state in this kind of tragedy. In this resp&tiakespeare’slamletis a traditional
Elizabethan tragedy and Arthur MillerBeath of a Salesmais a modern domestic

tragedy.

The famous English author and literary critic Noogh Frye analyses tragedy
deeply and indicates about tragedy that it is itteoh of fall of leader. He explains why
tragic hero falls: “He has to fall beacuse thathis only way in which a leader can be
isolated from his society” (1957, 37). For Fryagic hero has to be of a properly heroic
size but his fall is involved both with a senseh&f relation to society and a sense of

supremacy of natural law both of which are iromiceference.

Frye argues that central position of high mimetageédy in five tragic modes,
balanced between godlike heroism and all-too—hunaauy, is expressed in traditional
conception of catharsis. Two words —pity and feaay be taken as referring to two
general directions in which emotion moves whetberards an object or away from it.
Frye also maintains that in high mimetic tragedty @nd fear become, respectively,
favourable and contrary to moral judgement which eelevant to tragedy but not

central to it:

The particular thing that called tragedy that haysp® the tragic hero does not
depend on his moral status. If it is causally edab something he has done, as

it generally is, the tragedy is in the inevitalyilaf the consequences of the act,
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not in its moral significance as an act. Hencepliadox that in tragedy pity and
fear are raised and cast out. Aristotle’s hamastidflaw,” therefore, is not

necessarily wrongdoing, much less moral weaknéssiay be simply a matter
of being a strong character in an exposed posifidre exposed position is
usually the place of leadership, in which a chama exceptional and isolated
at the same time, giving the audience that curiersd of the inevitable, and the
incongruous which is peculiar to tragedy. The pplec of the hamartia of

leadership can be more clearly seen in naive highetic tragedy .... (1957, 38)

On the contrary, in low mimetic tragedy, pity arehf are neither purged nor
absorbed into pleasures but are communicated eterms sensations. According to
Frye, the best word for low mimetic or domestigady is, perhaps, pathos and pathos
presents its hero as isolated by a weakness wipijgbads to the spectators’ sympathy
because it is on their level of experience. Frg® dbcuses on irony as a tragic mode.
He points out that tragedy in a high mimetic semsegles the tragic with ironic and
maintains: “lrony, as a mode, is born from the lowmetic; it takes life exactly as it
finds it” (1957, 41). He naturally regards irony asophisticated mode and the chief
difference between sophisticated and naive irorthas the naive ironist calls attention
to the fact that he is being ironic, whereas thehsticated irony merely states and lets

the reader add the ironic tone himself.

Frye states that tragic irony, then, becomes sirtiystudy of tragic isolation as
such and it thereby drops out the element of spease which in some degree is in all
the other modes. Its hero does not have to havetmgyc hamartia or pathetic
obsession. He is only somebody who gets isolatu tiis society. Thus, he refers to
the central principle of tragic irony to concludes lown discussion on this issue by
saying that whatever exceptional happens to the $tesuld be causally out of line with

his character.

The sense of authentic natural basis of human ctearaomes into literature
through Greek tragedies. In full tragedy, main ebtars are liberated from dream, a

liberation which is at the same time a restrictibacause the natural order is present.
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Comedy tends to deal with characters in a sociaugr whereas tragedy is more

concentrated on a single individual.

The protagonist of a tragedy is called as a trhgio. This character is generally
from high social and moral standing but not perfedhe Elizabethan tragedies. In this
respect, he is a member of upper class and areictigl type in these tragedies. In
contrast, tragic hero is from lower or middle clas&l an uneducated type in modern
tragedies unlike the former ones. Although therénés conception of a tragic hero in
ancient and Elizabethan tragedies, it is almosossjble to call tragic protagonists of
modern tragedies, who is a common man, as a ttegi. Therefore, the concept of
tragic hero has changed throughout the time asnéens of an evolution between the
Elizabethan and modern tragedies. In modern tragednain tragic characters do not
behave heroically unlike tragic heroes of the Hethan tragedies. On the other hand,
tragic heroes of the Elizabethan tragedies havéalsptrrposes and they sacrifice
themselves for the sake of their states, while mod®gic characters have individual

purposes and they sacrifice themselves for thaiilies and personal reasons.

Moreover, The Elizabethan tragic heroes are irsthrgice of divine powers and
gods, while modern heroes are under control ofespcand social pressure in the
materialistic world of twentieth century. Conseqtgnaudience of modern time
witnesses tragic hero to have a deep evolutiohensense of his position, purpose and
supreme forces, which he obey, in modern tragedges& changes in main
characteristics of tragic hero from the Elizabettmmodern tragedy are also essential

changes and evolution of tragedy between two diffetragic periods.

Chief aspect that makes the hero tragic is whehdsea tragic flaw, weakness,
transgression or excess of arrogant ambition #edd to his downfall. Northrop Frye

regards typical tragic hero to be somewhere betwleane and ordinary human:

The tragic hero is typically on the top of the wihafefortune, half-way between
human society on the ground and the something egréathe sky. Prometheus,

Adam, and Christ hang between heaven and earthvebata world of paradisal
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freedom and a world of bondage. Tragic heroes@rawgh the highest points in
their human landscape that they seem the inevitetheluctors of the power
about them, great trees more likely to be strucHidpytning than a clump of
grass. Conductors may of course be instrumentselisag/ victims of the divine
lightning: Milton’s Samson destroys the Philistitemple with himself, and
Hamlet nearly exterminates the Danish court iroks fall .... (1957, 207)

Tragic hero was mostly used in ancient Greek trpgad convenient to
Aristotle’s characteristics of tragic man. Thesarelcteristics were treated by ancient

Greek tragedians as if they were a common law.téttess seven determinations for
tragic hero are listed as:

1. A belief in his own freedom. He makes choicé®mwhe faced dilemmas, and
he has the faith and courage to accept the outcofrtes choices.

2. A supreme pride. The pride seems a reflectioarmgance and conceit. It
seems to demonstrate a superiority to fellow hutreings and an equality with gods.
But it gives the tragic hero a unique power anchityg

3. Capacity for suffering. He suffers because éleebes in what he is doing and
because he feels both guilt, and guiltlessnedseasame time. He justifies his actions,
yet is not convinced they are just. He has thengtheto endure the pains inflicted upon

him. He has no fear of death. He questions theefowith and without him that drive
him to the actions that destroy him.

4. A sense of commitment. Once the forces of thdlict are set in motion, he is
committed. There is an inevitability that moves honthe resolution. He can stop the

movement by a change in decision, but his dedicdéiads him to assert the freedom to
let the process follow its chosen direction.

5. Vigorous protest. The tragic hero objects widhemence, logic, and pain

against the situation in which he finds himself. des not accept his fate meekly. He
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cries out against the gods, against his own weakraggainst the world, against the

forces that placed him in jeopardy.

6. Transfiguration. The suffering of the tragicnm&fines him. He learns from
his agony, and his awareness lies in his deepegratahding of the human condition.
He is ennobled and softened by his experiencesdhddgens to see more clearly in his
place in the universe and the greatness that ishymtential. He rises from the ash
heap a wise and more humane individual, and hithdeaot an obliteration because he

leaves a memory of glory.

7. Impact. Out of the tragedies of life faced ealtly and questioningly, out of
the desire to know the why of pain and suffering, af the frequent nobility with which
a few heroic beings face the punishments of lifmme® a deeper understanding of the
human condition, not only on the part of the traggco but also on the part of the other
characters in the play, as well as the audiencepalhticipate in his agony.

Aristotle’s influence is seen on the Elizabethagédians like Shakespeare. The
Elizabethan tragic hero has the belief in his fomedand he makes choices when he
faces dilemmas even it becomes too late. He alssinareme pride which prepares his
destruction like ancient Greek heroes. The excesgide of tragic hero is called as
“hybris” in ancient tragedy. Hybris prevents a h&éam facing with himself and leads
him to his tragic downfall. The Elizabethan heréfets and believes in what he does as
well. But he is also afraid of death unlike anci@reek heroes. He is against his fate
and situation, too. He also refines after his sufieand learn from it by reaching an

awareness like ancient tragic heroes.

Modern tragic hero, who is a low man unlike théleoman of ancient Greek
and Elizabethan tragedies, believes in what he doesnsciously without reaching to
an awareness and maturity. Modern hero does na Aavendurance and capacity to
suffer unlike former heroes. He does not have aesue pride, or hybris, because of his
personal inadequacy as a basic characteristigpafalyman in a materialistic society of

twentieth century unlike former heroes. Finally, isenot in a unique and powerful
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position which makes former heroes to be in a digghiposition between supreme and

humane.

The concept of fate is stronger than gods in amciereek tragedy. Hence
ancient Greek tragedians believe that gods existgpily to approve the natural order.
The sense of Greek tragedy also implies that if pessonality, even a divine one,
possesses a genuine power of rejection over lagniost unlikely that he will want to
exercise it. In Christianity, much the same is tofi€Christ’'s personality in relation to
the inscrutable decrees of the father. In Elizadrettnagedy, there is same concept of
fate like in ancient Greek tragedy as its influeriCiee fate is also called as “moira” in

ancient tragedy.

Shakespeare has an innovative characteristic ahtgibution to tragedy with
his concept of free will among the other Elizabathagedians. Typical Shakespearean
tragic hero has his free will which provides himindicate his own fate, or moira, with
his mind. On the other hand, the famous Englisth@utind critic Northrop Frye
maintains traditional view of Shakespeare on thecept of fate as ancient Greek
tragedians hold this concept in the same way with inlike his innovative view on

this concept:

Similarly the tragic process in Shakespeare israhto the sense that it simply
happens, whatever its cause, explanation, or cektiips. Characters may grope
about for conceptions of gods that kill us for thgport, or for a divinity that
shapes our ends, but the action of tragedy willalmtle our questions, a fact
often transferred to the personality of Shakespéa8s7, 208)

The vision of law operates as revenge in revenagetty. The hero provokes
enmity or inherits a situation of enmity and retuoh avenger constitutes the
catastrophe. Sudden happening that causes gréatirsgif destruction and tragic end of
the hero is called as “catastrophe” in tragedyemiinas of tragic heroes force them to
make choices. Their wrong choices as a resultedehdilemmas cause heroes to suffer

for a long time in tragedies and this period offefig directs heroes to a tragic
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destruction or catastrophe. Revenge tragedy isnplsitragic structure, and as most
simple structures can be a very powerful revenagetly, often retains a central theme
even in the most complex tragedies. The originglalich is the main crime and cause
of a possible revenge in a revenge tragedy, progpltie revenge sets up an antithetical
or a counterbalancing movement and the completioth® movement resolves tragedy.

However, the frequency of device of making reveogmes from another world
through gods or ghosts, or oracles. This devicaedp conceptions of both nature and
law beyond limits of obvious and actual. Tragicddisturbs a balance in nature—nature
being conceived as an order stretching over twesnipforces of the visible—and the
invisible—a balance which sooner or later must kiesgdf. Greeks describe the righting
of balance as “nemesis.” Nemesis is a divine punésit for heroes in ancient tragedies.
In this repect, the agent or instrument of nemesy be human vengeance, ghostly
vengeance, divine vengeance, divine justice, antidate or the logic of events but the
essential thing is that nemesis happens and hapipgmarsonally, unaffected, as

Oedipus Tyrannuss illustrated by the moral quality of human motiga involved.

Revenge tragedies were mostly written and audienggyed watching them in
the Elizabethan age. Shakespeaktasletis a major and may be the greatest kind of a

revenge tragedy that has ever written.

There are two general formulas which have ofteenhesed to explain tragedy.
One of these formulas maintains that the omnip@&esfcan external fate exhibits all
tragedy. The overwhelming majority of tragediesvegeople with a sense of the
supremacy of impersonal power and of the limitabbimuman effort. But the fatalistic
reduction If tragedy confuses tragic condition wiidgic process. The fate is normally
external to the hero only after the process has betin a tragedy. The Greek moira is
in its normal, or pre—tragic, form the internal dating condition of life. It appears as
external or antithetical necessity only after i lh@en violated as a condition of life, just
as justice is the internal condition of an honeahjrbut the external antagonist of the

criminal.
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On the contrary, the other general formula of éthgputs forward that the act
which sets the tragic process going must be prignarviolation of moral law, whether
human or divine, that Aristotle’s “hamartia” or &WN” must have an essential
connection with sin or wrongdoing. Greeks call itaffpw and weakness of a hero,
which constitutes tragic aspect and leads the Hherdiis tragic destruction, as
“hamartia.” A large number of tragic heroes possésdris” —a proud, passionate,
obsessed or soaring mind which brings about a myaratlerstandable downfall. In this

sense, hybris is the normal precipitating agematdstrophe.

Hamartia of tragic hero associates with Aristotlethical conception of
“proairesis” or free choice of an end and Aristdtienks of tragedy as morally, almost
physically, understandable. However, the conceptibeatharsis, which is central to
Aristotle’s view of tragedy, is consistent with mbreductions of it. The purgation and
releasing of strong feelings like pity and feacadled as "catharsis” in ancient tragedy.
Pity and terror are moral feelings and they arevat but not attached to tragic

situation.

Karl Jaspers, who is an American literary critic tbagedy, determines basic
characteristics of tragedy. He points out that kadean and failure reveal true nature of
things. He states that the reality of life is rastlby failure in tragedy, on the contary, it
makes itself wholly and decisively felt. Jasperesses the important role of

transcendence, which refers to supernatural anditosy elements, in tragedy:

There is no tragedy without transcendence. Evemame# unto death in a
hopeless battle against gods and fate is an acamdcending: it is a movement
towards man’s proper essence, which he comes tov lkas his own in the

presence of his doom. (Corrigan, ed., 1965: 43)

In this passage, he focuses on an extraordinargcagp tragedy in which he
connects with a transcendental characteristic. Timeans that tragic heroes look for
superhuman forces and they revolt against supreeed which are beyond their

limitations in tragedy. But this transcendental dmioic characteristic of tragic man,
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which Jaspers extends beyond limitations of humamdnrand bodily power, is not
possible to find in modern tragic world unlike fa@mages because of a clear transition

of tragic character from a noble hero to a comman.m

He maintains to necessity of tragic consciousnessama. tragic consciousness
gives body to its own thought. He claims in relatim tragic mood that it is only
through tragic mood that tension and disaster ents affecting people directly or in
the world as a whole. Tragedy shows up in battlesictory, in defeat and in guilt. For
him, it is measure of man’s greatness in breakdamdhfailure. Tragedy reveals itself in
man’s unconditional will to truth. There, tragedveals as the ultimate disharmony of
existence. Karl Jaspers also insists on the impoetaf tragic atmosphere as a basic

tragic characteristic:

The tragic atmosphere arises as the strange arslesifate to which we have
been abondoned. There is something alien that tdmreaus, something we
cannot escape, wherever we go, whatever we sedewvenave hear, there is
something in the air which will destroy us, no reattvhat we do or wish.
(Corrigan, ed., 1965: 45)

Tragic atmosphere is prepared beforehand with appea of a guilt like a
bloody murder or an immoral behaviour in a tragaypThus, after occurence of such a
guilt, which is committed by tragic protagonist,ettplay has a tragic meaning,

atmosphere and tension.

He refers to concepts of the individual and unigktbat these concepts are
naturally in all tragedies. Individual opposes taversal laws, norms and necessities.
Untragically, he represents mere willfulness oppgghe law; tragically, he represents
genuine exception which, though opposing the lagt, has truth on his side. In this
context, he stresses on the role of individual soaety to arise tragedy:

General principles are concentrated in the forcéssaciety, in social

stratification, rules, and offices. Hence socie@gyngive rise to tragedy. on the
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other hand, General principles may be concentretdtiliman character as an
imperative of eternal laws which run counter to dnees and the personality of
the individual. Hence there are also tragedies twase from character.
(Corrigan, ed., 1965: 47)

Jaspers claims the existence of a battle in whialm i against the gods and
universal powers in tragedy. For him, this battkels place between the single
individual and powers, between man and demons, detwnan and gods. He gives
characteristics of these powers to be incomprehinsiThese powers are elusive. They
escape man if he would grasp or just understanch.tfidney are both there and not
there. The same god is helpful and vicious” (Camiged., 1965: 48). Man does not
know. Unknowingly and unconsciously he falls preytihe powers that he wanted to
escape. Furthermore, he admits strongly the existef another battle in which gods
are against one another. He points out that théeliata combat of the powers, of the
gods themselves. Man is only a pawn in these terglhmes, or their scene, or their
medium; but man’s greatness consists preciselysiadét of becoming such a medium.

By this act, he becomes imbued with a soul andtic&nwvith the powers.

| observe frankly that the battles of the Elizabethragedies were between a
hero and a supreme power like god, or divine ordéaereas this battle has gained a
very different meaning which is namely a battlewssn an ordinary man and a
materialistic society as a new kind of power in mwdtragedies. Furthermore, | claim
that tragic man cannot fight his battles in a tiadal sense because of an existing

social pressure in modern tragedies.

The concepts of victory and defeat are exist intralgjedies. Jaspers asks the
guestion who or what conquers in tragedy? He arssteehis own question that men
and the powers are crashing. The result normalggests decision in favour of the
conqueror and the losers are wrong. But he saysishinot true and claims that:
“Victory is not his who triumphs but his who faiis defeat. In suffering failure, the
loser conquers” (Corrigan, ed., 1965: 49). Jaspensiders that tragedy becomes self-

conscious by understanding the fate of its chara@se the consequence of guilt and as
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the inner working out of guilt itself. He also &aithe social dimension of the concept
of guilt rather than its personal dimension as sidb@agic characteristic: “The question
of guilt, however, is not limited to the actionsdalives of individual men. Rather, it
refers to humanity as a whole, of which every ohasois a part” (Corrigan, ed., 1965:
50). The concept of guilt is generally as a blooadyrder which is a functional and
concrete act in the Elizabethan tragedies. In eshtithe guilt is generally as a more
symbolic and abstract act like a disloyal, immooal wrong behaviour in modern

tragedies.

Tragic knowledge as a tragic characteristic exdsthe end of every tragedy as a
result of tragic hero’s suffering and failure. Mover, tragic heroes reach a degree of
maturity and knowledge as a result of their sufigsi and failures in the Elizabethan
tragedies but tragic characters do not reach sutdwvel of recognition in modern
tragedies. They are unconscious and another trelgacacter has tragic knowledge

because of his suffering instead of tragic protégierat the end of modern tragedies.

Jaspers lastly points out that the cause of mamallsess and undoing is
because he is not god. But he can carry his hurossilglities to their extreme and can
be undone by them with his eyes open that is ldatgess. Therefore, what | essentially
learn from tragic knowledge is what makes man sudfed what makes him fail, what
he takes upon himself in the face of which realjtiend in what manner or form he
sacrifices his existence. Karl Jaspers concludssdeterminations of basic tragic

characteristics by showing positive and negatidesbf tragic man:

The tragic hero—man heightened and intensifiedmar himself in good, and
evil, fulfilling himself in goodness and cancelingt his own identity in evil. In
each case his existence is shipwrecked by the stensy with which he meets

some unconditional demand, real or supposed. (@orried., 1965: 51)

The tragic hero is driven by his resistance, stuttess and pride into the
“greatness” of evil. His endurance, courage ane Imise him up into the good. He

always grows in stature through the experiencéf@fak its limits. The playwright sees
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in him the bearer of something that reaches beymigidual existence, the bearer of a

power, a principle, a character and a demon.

It is proper to the aim of this thesis to statessieal, Shakespearean and modern
tragic characteristics in a comparative way atethe this chapter which is about tragedy
and tragic characteristics. The famous Greek pbylber Aristotle determined
characteristics of classical tragedy. These charatts were followed by later
tragedians like Shakespeare as the main tragiciplas and they are briefly listed as:
1. Tragedy is an imitation of a single, unifiediawctthat is serious, complete, and
probable, and has a certain magnitude. 2. It coscéne fall of a person whose
character is good, believable and consistent. 8.fal is caused in part by some error,
or frailty in the protagonist, and not by a vicedepravity. 4. The language is decorated
with each kind of artistic ornament. 5. Tragedyissented in the form of an action,
not narrative. 6. It arouses in the audience thetiems of pity and terror resulting in a

catharsis of these emotions.

Next, characteristics of a Shakespearean tragedichwhas been followed by
many other tragedians in the following periods, ksted briefly as: 1. Although a
tragedy may have many characters, it is preemiypnéimtl story of one person or at most
two. 2. The story leads up to and includes theldebthe hero. 3. The story depicts also
the troubled part of the hero’s life, which preceded leads up to his death. 4. The hero
is a conspicuous person, a person of high degre&h& suffering and calamity are
exceptional, of a striking kind. They are as a mexpected and are a strong contrast to
previous happiness or glory. 6. The suffering aathroity extend far beyond the
protagonist so as to make the whole scene one ef worhis scene becomes the chief

source of the tragic emotions, especially pity.

Finally, modern tragic characteristics are listatkfty as literary terms: 1.
Status—it concerns the plight of a character fittihe classical model in temperament
save for the fact that the tragic man is not nerédgsof high status. 2. Society—it may
serve as the oppressor for the modern tragic mathow the means to fight his battles,

protect himself or his family or to seek moral/ilgetual guidance, he may have been
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poorly served by an uncaring and unkind societyAldience—the audience may feel
empathy for the tragic man because his story isevedble and common. Unlike
classical tragedy, where the tragic hero is callett and publicly mourned, the

modern tragic hero may pass away without recogndiad ceremony.

To conclude this chapter, | assert frankly thatdhere some possible common
points among the classical, Elizabethan and motlagedies. First, the death of tragic
man is in a way in most modern and former tragedsesond, the audience feels the
emotions of pity, fear and empathy in these tragedBesides these common points, |
also maintain some evolutionary characteristics regnthe others in the classical,
Elizabethan and modern tragedies. The tragic manchanged throughout the time
from a position of high degree in former tragedeesa position of low degree in modern
tragedies. Furthermore, the modern tragic man sliestly and simply without any
ceremony unlike the classical and Elizabethan fi@ravhom a striking ceremony is
held. Another important tragic change is in therof the supreme forces. These forces
are divine and religious powers in the classical &fizabethan tragedies while they
became materialistic society and business worldseharessures and wrong values

direct a low man into his own destruction, nam#ig, death— in modern tragedy.
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2.1.William Shakespeare : A Revolutionary Playwrigh

William Shakespeare was born in Stratford—upon—AWarwickshire, in 1564.
He was the son of Mr. John Shakespeare and Mrsy Meden. His father was a
tradesman and he suffered from financial probledis. mother was a land—owning
heiress from her wealthy father. Shakespeare prasiynattended Stratford Grammar
School, where he acquired a respectable knowleti¢sio, but he did not proceed to
Oxford or Cambridge for a college education. Laker,married Anne Hathaway at the
age of eighteen in 1582. He had a girl whose nam® Susanne and then the twins, a

boy and a girl whose names are Hamnet and Judith.

Later, he went to London to make a place for hifmsethe theatrical world of
this city. He achieved his ambition to be a wellewn playwright since an author of
that time Robert Greene refers to him resentfudly“An upstart crow, beautified with
our feathers, who, being an absolute Johannesthattds in his own conceit the only
Shake-scene in a country” (Abrams, ed., 1993: 8®hakespeare joined in a theatre
company, which is The Lord Chamberlain’s Men, by45This theatre company
started to use the theatre of The Globe, whichhés Host of Shakespeare’s greatest
works, in 1599. Then they changed their name ag’KiMen when James | came to the
throne in 1603.

Blackfriars was rented by King’s Men as a new treeat 1608. This theatre was
smaller than the theatre of The Globe. Shakespearte his last plays in this theatre to
a middle—class audience. He brought his careen tend because of a dreadful fire in
the theatre of The Globe during the performandeiofast playHenry VIl in 1613. He
died in Stratford and in 1616. After his death, I&ispeare left a lasting legacy to the
world in the form of thirty—eight plays, one hundrand fifty—four sonnets and two

narrative poems.

! Johannes Factotum was used to define an idle armhderer person who has no business in England of
Shakespeare’s time. Greene mocks with Shakespgausifg the names of “Johannes Factotum” and
“Shake—scene.”
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I will focus on the analysis of tragic charactecstin Hamletas an Elizabethan
revenge tragedy in this chapter. It will be dividetb two sections. First, Shakespeare’s
biography will be mentioned briefly in the firstcd®n of this chapter. Next, tragic

characteristics ilamletwill be comprehensively discussed in the followsegtion.

2.2.Hamlet as an Elizabethan Revenge Tragedy

Hamlet is one of the most famous and important tragicyplan English
language. It was written by Shakespeare, approgimain 1601.Hamletis a perfect
example of tragic mode. It is a milestone in Shpkase’s dramatic development as a
tragedy. The playwright achieves artistic matuiitythis work through his brilliant
depiction of the hero’s struggle with two opposfogces: moral integrity and the need

to avenge his father’'s murder.

Hamletis a tragic story of a prince whose king and fati&s been murdered,
whose mother has been seduced by the murderemtibgerer is Claudius who is his
uncle and the brother of the former king old Hamlgis mother Gertrude marries
Claudius who is the new king any more and she enauaduced to participate in the
murder. Hamlet’'s throne has been usurped by thelener and his father’s ghost has
returned to demand vengeance. The ghost is proniptéd revenge by heaven and
hell. After appearance of his father's ghost to dechvengeance, Hamlet tries to take
his father’s revenge by killing his uncle and tleewking Claudius. But he has a strong
and dreadful dilemma which prevents him from actifgnally, Hamlet kills king
Claudius but he is too late because many peoplendrbim in the court die including
his mother Gertrude, his lover Ophelia, her brothaertes, her father Polonius and

even himself until he takes his revenge and kilemu@ius in the tragic end of the play.

Elder Olson, who is a dramatic critic, argues tHamlet has clear reasons to act
for the vengeance of his father's murder neverdslée does not act to revenge and
that is the dominant theme of the play. Olson tiblig: “Indeed, the whole point of the

play is that with such extraordinary motivation,rilat does not act” (Brockett, ed.,
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1972: 50). Hamlet is assigned by his father's ghimstavenge the murder and,

apparently, the adultery with ghost’s own words:

O, horrible! O, horrible! most horrible!

If thou hast nature in thee, bear it not;

Let not the royal bed of Denmark be

A couch for luxury and damned incest .... (Shakesped51: 1037)

The coflict of Hamlet that he cannot act betweeensag and being, pretence
and truth may be the centre—line of the play. Roseriz and Guildenstern pretend to
be Hamlet's friends to forward the king’s aims; @i pretends to be alone; the
players are used as a pretended entertainment dorlddl with the real purpose of
sounding him; the Queen pretends to be alone irtlbset; the voyage to England is a

pretended mission; the final duel in the court getence.

Shakespeare influenced from the legendary stoneteth,which belonged to
the Danish history in twelfth century, while cregtiHamlet It is a play of questions.
Unresolved questions are constantly being askedtatdoether the ghost of old Hamlet
is friendly or a demon, or whether Ophelia comrsitiscide or dies accidentally. The
inability to know the truth and to act on it comtan Hamlet itself, who is constantly
seeking answers to his questions throughout the. plamlet remains tantalisingly
difficult to interpret as a character. The famousri@an poet Johann Wolfgang von
Goethe described him as a poet: “a sensitive mam iwhHoo weak to deal with the

political pressures of Denmark” (Gradesaver, 2004).

Hamletis a revenge tragedy. An important part of alleraye tragedies is that
after tragic hero decides finally for revenge, kéags the actual revenge until the end of
the play. Hamlet’'s delay of killing Claudius takes three distinct stages. Firstly, he
had to prove that the ghost was actually telling tituth and he did this by staging the
play which he called as the “mousetrap” at the todamlet’s psychological state,

actually his inner difficulty in the process of &waion of ghost’s rightness, creates a
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dilemma for him to act or not to act. Hamlet’s ownrds reveal his inner thought to

prove the ghost’s credibility with a play at theudo

I'll have these players play something like the dsur
of my father before mine uncle. I'll observe hisks;
I'll tent him to the quick. If ‘a do blench,

| know my course .... (Shakespeare, 1951: 1046)

When Claudius was so furious and terrified, Harkleew that he was guilty.
The second stage of his delay for killing Claudiess when Hamlet could have killed
Claudius while he was confessing his guilt to gédddamlet had done it in this stage
then Claudius would have gone to the heaven bedsisenfessed his guilt and refined
while Hamlet’'s father was in purgatory because [t ribt get the opportunity to
confess and refine from his guilts. Therefore, Harlecided not to murder him at this
point of the play. He is in the state of hesitateord in the moment of truth when he
sees king Claudius while he is confessing his ganltl asking forgiveness to god.
Hamlet reveals his thought and moment of hesitasifter he decides not to murder

Claudius:

No. Up, sword, and know thou a more horrid hent.
When he is drunk asleep, or in his rage;

Or in th’ incestous pleasure of his bed;

At game, a—swearing, or about some act

That has no relish of salvation in't—

Then trip him, that his heels may kick at heaven,
And that his soul may be as damn’d and black

As hell, whereto it goes .... (Shakespeare, 19514105

The third delay was that he got side—tracked. Hedaatally killed Polonius,
who is the consultant of the king, and this muiteated a whole new problem with the
fact that Laertes, the son of Polonius, now waniénlet dead. After Hamlet

committed this murder, he was also sent off andblent see the king for another few
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weeks until he could finally kill him. A differentomment is briefly stated about
Hamletand its innovative aspect as different from ottmrventional revenge tragedies
of that age: “What makddamletstand out from many other revenge plays of theoger
is not that it rejects the conventions of tis gebwe that it both enacts and analyses
them” (Courseworkbank, 2004). | believe thmlethas all characteristics of a typical
revenge tragedy of the Elizabethan age. Shakespesm@ typical characteristics of
revenge tragedies innovatively. Hence this playimarkable among other examples of

this tragic type.

The play also consists of a mad scene where Ophatiayjone mad because her
father Polonius had been killed and beacuse Hamdstsent off to England. The sexual
aspect of the play was brought in when ClaudiusriedrGertrude after he had
dreadfully killed old Hamlet and taken his thromtamletalso follows almost every
aspect of Thomas Kyd’'s formula for a revenge trggélhe only point is that the
accomplices on both sides were not killedHamlet because Horatio, the loyal and
trustworthy friend of Hamlet, was the only one tovive at the end of the play although
if it was not Hamlet, Horatio would have committeaicide when he said: “I am more
an antigue Roman than a Dane. Here’s yet somerligitd (Shakespeare, 1951: 1071).
If Horatio had killed himself, thetdamlet would have totally followed the Kydian

formula as well as the regular conventions for hralBethan revenge tragedy.

The study of Hamlet’'s character is all-importanthe study of te play. Such a
comprehensive study on Hamlet's character was Iplessin later ages after
Shakespare’s own time to complicate the problerthefplay by considering Hamlet's
temperament as an essential and a decisive faciramatic conflict upon which the
play rests even to make this factor usurp uporagiparent problem and transcend it. In
a sense, the whole theme and discussion of theipliag tragedy of a man who cannot
make up his mind, not for want of evidence, butdose of a constitutional defect of the
character. Hamlet's feigned madness, setting hiantdppm all men, is the reflection of
his ultimate, desperate solitariness in his grieviaie a shelter as also a device. What

Hamlet has to decide about is murder and murdea &fng at that his own uncle and
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husband of his own mother. For this reason, Haml&t the position of a judge in a

trial of Claudius. In fact, there is no other afi@iive to murder for Hamlet.

He was called upon to set right something badenstate of Denmark. He could
neither shirk nor delegate his task but must exebuhself. The core of the corruption
was his uncle Claudius, the king of Denmark, linkeith his mother Gertrude in an
unholy marriage. At the same time, she was the Qu€tudius was legally not a
usurper but the king by election after the Danigbhfon and a king of power, and
quality, worthy of his throne. There is awarenetshes dilemma even in Claudius’
mind as it appears in the prayer scene in that mowfeself-revelation. He possesses
of the effects for which he murdered his brothed ane of these effects is freedom

from the justice as it is understood implicitlyhis words:

In the corrupted currents of this world

Offence’s gilded hand may shove by justice;
And oft ‘tis seen the wicked prize itself

Buys out the law .... (Shakespeare, 1951: 1053)

When the king Claudius is in sanctuary, the thermheomplete vengeance is
emphasised by Hamlet’'s words in the prayer sceherel Claudius is truly protected
from the death by divinity. Because Hamlet is idil@mma or moral conflict when he
recognises Claudius’ confession about the murdemi®fbrother old Hamlet. Firstly,
Hamlet wants to take the revenge of his fatherettare the divine order in Denmark.
But he is not sure that whether to kill a persa@nehe is a murderer, is a sin or not and
whether it is against moral principles or not irebgious aspect.

Conscience, indeed, makes Hamlet a coward, as dtessin the play, if
cowardice is defined to seek not only certaintytha knowledge but also certainty of
his right and duty to execute justice. The graduabal of him is at the solution of his
dilemma in the execution of the justice. He doeg ab first, question the status of
Claudius as the king. Hamlet would not dream of mg¥o demand his own claims and

ambitions. He can only be moved by the divine aesas an instrument. Conviction of
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his duty grows along with the conviction that Clausdis not the true king in the eyes of

heaven that a higher sanction invalidates hisielect

After the play scene which reveals the guiltine$str@ king Claudius for
Hamlet, he is ready to understand rightness of ghest's words about Claudius’
murder and his permission from divine powers. Hansalso willing to carry out his
mission to command himself to purge Denmark andvenge the shedding of royal
blood. After this moment, Hamlet refers to Claudassa murderer and villain in Queen
Gertrude’s chamber: “a vice of kings; a cutpurseéhef empire and the rule,” [...] “A
king of shreds and patches—* .... (Shakespeare,:18Hb5). | infer from Hamlet's

words that he does not see him as a true and ctariiey.

Then he fully asserts the dread task as heavesigipr that is laid upon him:
“Heaven hat pleas’d it so, To punish me with thisg this with me, That | must be their
scourge and minister” .... (Shakespeare, 1951: 108t, Hamlet is more plainly still
that he has dismissed Claudius in his mind andeddes assumed kingship himself.
This is the meaning of his startling words whenjuraps into Ophelia’s grave in the
graveyard scene. He cries out in her grave: “This Hamlet the Dane” (Shakespeare,
1951: 1067). | think that his dilemma vanishes iithse words.

Horatio is clearly the most trustworthy, sincerel drest frien of Hamlet in the
play. Horatio is also his equal as one gentlemath wnother, fellow students, and
comrades. But Horatio’s own view of his companiopskith Hamlet is inferred by his
words in their first meeting of the play: “your pogervant ever” (Shakespeare, 1951:
1032). A higher loyalty must be invoked to overcothe impulse of the personal
honour of warrior—companion. Therefore, Horatio kagontinue to serve his lord by
living on. For Hamlet as for Horatio, the happinedsan honourable suicide was
forbidden by the call of duty. Important issues aedety, honour and welfare of
Denmark, and the success or failure of Hamlet'sifsae of himself to the cause laid
upon him in the play. These issues are more impbdad powerful than Hamlet’s

personal reputation. C. J. Sisson, who is the Ehgheatrical critic, refers to the idea
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that justice was wrought by Hamlet and he dwellsHworatio’s importance as the

absolute reporter of Hamlet’'s deeds for justicthaworld.

Justice must not only to be done, but must be t®be done. Only Horatio can
ensure this in his report of the whole action fte tyet unknowing world,” the
more urgently ‘even while men’s mind are evil.” Hati's concern for justice
dominates the play throughout. The issues areréatgr than those of mere life,
and death, which loom so large in materialisticutjit. The tragedies that set
forth for us the nobler manifestations of the hurapmit have for theme not the
triumph of death but the conquest of death reduoea negligible irrelevance

where men rise to their full stature. (1963, 72—73)

Hamlet was not just an avenger of a personal wand) as the servant of that
providence in which he shows his full trust throagh On the contrary, he was god’s
justiciar in Denmark as a rightful successor indlges of heaven to his murdered father
and he is guided by heavenly intervention. Theeefbe could, as the true king, perform
the will of heaven against a false king. Hamletdie his sacred office and duty. He
sacrificed himself for god’s justice in Denmarktéf his death, his loyal friend Horatio
wished him a safe journey from the earth with laist lwords: “Now cracks a noble
heart. Good night sweet prince, And flights of dagsing thee to thy rest!” ....
(Shakespeare, 1951: 1072). The centre—line of ldeip summarised with a few words
that Hamlet's delays for not to act as he wasgddmwith the duty of killing Claudius
and taking his revenge to protect divine order tanchange the corrupted regime of the

State.

Hamlet is in a dilemma between to act or not to Hetis so furious about what
his father’'s ghost has told him. On the other hdredhas a distrust towards the ghost
and his distrust of the ghost becomes a reasohidanitial delay, and for his decision
to use the play called ahe Murder of Gonzagowhich has a similar theme to
Claudius’ villainous murder to purge his guilty liegs with a murder scene, as a test.
While the play is certainly planned as a test f@u@ius’ guilt, it is primarily a test for

the ghost’s sincerity and rightness. Claudius’ haresaction towards the play simply
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confirms the validity of the ghost’s words. Hamidtviously expresses his doubt about
the ghost’s sincerity, honesty and goodness befsreghtness has not been clarified

thanks to the play, yet:

The spirit that | have seen may be a devil;

and the devil hath power t' assume a pleasing shape

yea, and perhaps out of my weakness and my melgncho

As he is very potent with such spirits,

Abuses me to damn me. I'll have grounds

More relative than this. The play’s the thing

Wherein I'll catch the conscience of the King. (Ebspeare, 1951: 1046)

After the play, which means a test for the ghosé&bability and Claudius’
guiltiness, Hamlet understands rightness of thesgfdus, the question about the ghost
in his mind is resolved. Hamlet has a dilemmauftmut the play and this dilemma is
the major figure of the play. Hamlet cannot be sabeut Claudius’ murder until the
play but after the play the ghost's honesty andudilas’ guilt are proved. Guilt is a
tragic characteristic and it is found in tragicygaA man cannot escape from his guilt

in tragedies. Hamlet kills Claudius at the endhef play.

It is a delayed murder which is also Hamlet's iceftaw or weakness. If he had
killed Claudius while he was praying and confesdirgguilt to god, Polonius, Ophelia,
Laertes, Queen Gertrude and even Hamlet himselfdwoot have died. Hamlet is an
intellectual hero who studied in the university \fittenberg before he comes to
Denmark for the death, indeed murder, of his fatsen though his father's ghost
informs him that he was killed by his brother Clausdand his revenge should be taken
by Hamlet as he is charged with this duty by divane high power of the earth.

Hamlet cannot act to kill his uncle Claudius befbe is sure about his uncle’s
guilt and he inquires about Claudius’ brutal cririemlet has a strong moral dilemma
and inner conflict during the process of inquirytitne play proves the truth of ghost’'s

words about Claudius’ murder. Hamlet even thinksde&th but he cannot commit
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suicide because he has virtue and piety to a sagesd. He believes to be a sin to
commit suicide as well as to kill someone elsetlfarmore, he is afraid of the life after
death and nightmares. So he cannot dare to cominitls. Hamlet expresses his moral
dilemma and wish for death, and also his fear defimiteness about events of after

death in his most famous soliloquy:

To be, or not to be—that is the question;

Whether ‘tis nobler in the mind to suffer

The slings and arrows of outrageous fortune,

Or to take arms against a sea of troubles,

And by opposing end them? To die to sleep—

No more; and by a sleep to say we end

The heart—ache and the thousand natural shocks
That flesh is heir to. ‘Tis a consummation
Devoutly to be wish'd. To die, to sleep;

To sleep, perchance to dream. Ay, there’s the rub.;
For in that sleep of death what dreams may come,
When we have shuffled off this mortal coll;

Must give us pause .... (Shakespeare, 1951: 1047)

An English literary critic G. Wilson Knight portrag the Denmark of Claudius
and Gertrude as a healthy and smoothly—running aomtyn Knight described
Claudius as an efficient administrator and assetitad Claudius had sensible ideas
since he did not let memories of past block thempse of future. In contrast, he
described Hamlet as a figure of nihilism and deaitcording to Knight, Hamlet has
communed with the dead and been instructed nevdettgpast be forgotten. He
mentioned about Hamlet with his negative persosakats. He claimed for Hamlet:
“Hamlet is an element of evil in the state of Dearly’ ‘a living death in the midst of
life.” He is an alien at the court, ‘inhuman—or edpman... a creature of another
world™ .... (Coyle, ed., 1992: 20).



40

On the contrary, Knight admitted that Hamlet washia right and if he had able
to act quickly, and cleanly, all might have beenlwée refers to central problem of the
play: “The question of the relative morality of HigMnand Claudius reflects the ultimate
problem of this play” .... (Coyle, ed., 1992: 20).ight also thinks about that the ghost
may or may not have been a “goblin damned”; itasely was not a “spirit of health.” |
believe that he may be right in his claims aparifrHamlet. In a way, he is too harsh

and merciless in his criticism on Hamlet.

Knight thinks that Hamlet is an evil character betignores Hamlet's troubles
which are sources of his personal tragedy. In myiop, it is unfair for anybody to
claim that Hamlet is an evil character without takiinto consideration his negative
mental and spiritual position. Prince Hamlet loeesdear father and he witnesses his
mother’s marriage to his uncle a very short tinterdhis father’s funeral. Moreover, he
sees his father’s ghost and recognises that thdereiris his beloved uncle. So all these
things should be taken into consideration beformmirhg Hamlet as the source of

badness in Denmark.

Harold Goddard points out as a literary critic ttte# ghost is the spirit of war
and a symbol of the devil, corrupting Hamlet witis Fthirst for vengeance” and his
instruction to kill. He argues that the king is naltain. Audiences were tempted by
Shakespeare to want Claudius’ death in order they should become ashamed of
themselves and realise that killing was evil. Hentans that: “Hamlet loses in the end
because he gives in to the ghost and descends tevél of Laertes” (Coyle, ed., 1992:
20). Another literary critic L. C. Knight’ s apprdato Hamlet is uncompromising in its
hostility to the prince and his mission. He referdHamlet as: “Hamlet is an immature
person lacking ‘a ready responsiveness to life’ whopushed by the ghost to
concentrate on death, and evil” .... (Coyle, ed.,212®-21). Some critics also argue

that Shakespeare himself disapproved of revenge.

Maynor Mack, as a contemporary critic, maintaineulHamlet that: “The act
required of him, though retributive justice, is ahat necessarily involves the doer in

the general guilt” (Coyle, ed., 1992: 21). A difat view on Hamlet is maintained by a
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contemporary critic Nigel Alexander that: “The pfad the king’s guilt does not solve
Hamlet’'s problem. ‘The question remains, how does deal with such a man without
becoming like him?” (Coyle, ed., 1992: 21).

The four closely—related areas, in which the midrttieth century most strongly

separated from earlier criticism on Hamlet, are mamsed in this way:

The first area is the authority of the ghost; whketlne is an authorised
ambassador of heaven or just the spirit of a hing,kor at the extreme, a false spirit
from hell. The second area is the morality of hieation, namely, to exact vengeance
for murder; the morality, therefore, of Hamletisest to kill Claudius. The third area is
the moral and indeed material condition of Denmarld its court under Claudius. The
fourth one concerns Hamlet himself, how his actiamsl behaviours generally are

judged; what it is thought for him as a man bydhdience.

The French marxist critic Lucien Goldman scarcentioned Shakespeare. His
mention of Shakespeare was dominantly based onéfaAtdcording to Goldman, man
has to wager that god exists for he is a hiddenwdse presence is not absolutely
known and whose voice is not definitely heard. iHguas tragic hero to long for clear
directives to govern his action; he longs for abts for an existence which he can
value as authentic and uncompromising. But godhiorwhe looks, in whose existence
he dares to believe, whom he longs to obey, isusle® and hidden; his voice is
distorted and scarcely heard, his guidance andrdgsirements are never clearly
noticeable. Goldman refers to the world of trageedy the understanding of his deeds
from a worldly vision and formation of tragedy basa of this relation between a man

and the world with his own comment:

The world in which the hero lives, which he woutthtract out of if he could, is
our own accustomed world with our ordinary valu€snspicuously, it is a
world never ruled by absolutes, but by perpetuahmmmise, adjustment and
expediency. In this world the hero demands justimmesty, and truth. In his

vain efforts to live what he perceives as the isledla higher order in a world
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which finds his conduct scandalous, offensive, msdne, lies tragedy. (Coyle,
ed., 1992: 24)

Hamlet is in the position which Goldman supposesrigic hero. From the very
first moment, Hamlet insists on absolute factsigHeharged with the mission, which he
rapidly expands into a cleansing of the world, @irsg right of disjointed time by his
father's ghost. He is a minister of heaven to d@skown salvation with others’ moral
inadequacies and to redirect their lives as he smidoevard to a murder which will
purify the state of Denmark. The extent of Hamld#gure cannot be questioned in
Philip Edwards’ view as a critic. He points outttigaite apart from his responsibility
for the deaths of Polonius, Ophelia and his schfmlows Rosencrantz and
Guildenstern, there is the simple and inescapalgletihat the attempt to rid Denamrk of
its villain—king has left the country in a worseatst than it was at the beginning.

Edwards concludes his thoughts by referring to Kéisfailure and success:

There can be no question about the extent of Hanfbature. But tragedy must

surely ask about the extent of his success. | h@en looking at Hamlet as a
somewhat fitfully inspired missionary. It is time turn to the problem which has
so engaged the criticism of the twentieth centting quality of the mission

itself. What do we say about the moral standinghef‘court party?’ about the
values which Hamlet seeks to reimpose on Denmark® above all about the
ethics of wishing to kill Claudius? (Coyle, ed. 929 27)

Nigel Alexander maintains th&tamletis a play of ideas. He asserts that: “The
problems of Hamlet exist for an audience as theltred dramatic presentation of a
number of complex intellectual and emotional quesi .... (Coyle, ed., 1992: 47). He
states that these moral and political problemseabksed within the context of a murder
story which involves three families and an entigesin a deeply disturbing conflict of
love and hate. The spectator’s attention is pddrtu focused on these problems
through the character of Hamlet. In a remarkablieseof speeches and soliloquies
Hamlet, who is torn by conflicting emotions and ided against himself, asks the

tormented questions which create the special guafithe play.
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According to Alexander, it is necessary for theicind director to observe that
the difficulties and doubts of the protagonist ardy some of the dramatic methods
which are used by Shakespeare to draw necessasyiangeof the play to audience’s
attention. He refers to the notion that: “Thereaisdistinction between Hamlet's
problems and the problem of Hamlet” (Coyle, ed92:317). Hamlet’s problems, which
indeed constitute the essence of tragedy in thg plad the problem of him, which is
also another root of tragic essence in the playyary interesting and important aspects
of the play as they are recognised by Alexander.

Fortinbras, who is the prince of Norway in the plalamlet and Laertes know
that their fathers have been killed. All of therkeaheir revenges in their own styles.
The desire for vengeance is a part of lasting patté human conduct. The way in
which that desire is fulfilled or frustrated in thiy forces the audience to examine this
kind of human behaviour and the effect that it psn the lives and fortunes of all of
the characters. Alexander believes tHdarmletis a masterpiece because it is designed
to provide intense and unusual possibilities of-setognition” (Coyle, ed., 1992: 49).
Revenge, madness and possible self-destructionatirelebated passionately in
Hamlet's soliloquies. The court of Denmark is boundether by the usual ties of
kinship and hierarchic social order which can lscdd in human society from the
‘primitive’ tribe to the ‘advanced’ industrial caspation.

The structure of this particular society influendesm the fact that its present
king obtained the crown by murdering his brotheneTplay dramatises the way in
which Claudius attempts to conceal this fact. Alilo he is legally and socially
accepted as king of Denmark, he could hardly copoin the support of his society if
the true facts were known. In the course of thg fie ‘natural’ bonds of the society of
Denmark are broken in almost every imaginable mankeg the characters, both men
and women, respond to intolerable pressures whreh caeated by violence and

treachery, they become themselves violent andtiezaas.
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Hamlet’'s soliloquies are devices which are usedShgkespeare to reflect his
inner conflicts, thoughts and emotions to audiertdis. soliloquies are analysed and
separated into some divisions. First, his solileguiave been filled with his memory of
his father and with his attempt to understand tueine of his own position and role of
avenger. He has questioned his own apparent ityatmliact until he talks to his mother
in her chamber and sees Claudius while he is pgayima sense, Hamlet's soliloquies,
which are up to his fifth and sixth ones at the ehthird act, contain his self—criticism.
After this point, Hamlet presents a negative imafg does not mention conscience any
more. His words provide a complete vocabulary araingnar of intent for an avenger
of blood. Then his seventh soliloquy, in the fouattt, returns to a consideration of the
earlier problems of conscience and consciousnessddthates again the questions of

honour and action.

A. D. Cousins, who is an academician from Macauahiversity, claims that
Hamlet reveals himself as a displaced person ititisissoliloquy. For Cousins, he has
gone from his father’s court to university in ar@tltountry. He returns home to find
that, except in a geographical sense, it is hommmger. His father’'s absence and his
uncle’s excellence have radically changed the patierelationships that identified and
nurtured him from birth. Therefore, Hamlet grieyes himself as well as for his father
in his first soliloquy. Hamlet begins by comparimg father to ‘Hyperion’ and his uncle
to a ‘Satyr’: “So excellent a king that was to thigperion to a Satyr” .... (Shakespeare,
1951: 1032). According to Cousins, Hamlet reve@ddve and preference of his father
as more humane on his comparison of old Hamlehaddrmer king and Claudius as

the present king:

His idealizing the former conveys his sense offaiker as having been a more
than human figure; specifically, the comparisorHigperion suggests that King
Hamlet was the center of his son’s world and wasgreed by him as its source
of light and life, a benevolent sun king orderindnav has become, in his

absence, an “unweeded garden.” (2003, 1)
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Cousins argues that when Hamlet says that Clauslin® more “no more like
my father, Than | to hercules” (Shakespeare, 19832), he indicates his lack of heroic
stature, and thus unwittingly, his unsuitabilityr the role of avenger which is a role
soon will be forced upon him by his father's ghd®esides this, Robert F. Fleissner,
who is an academician from Central State Univer§iyio, analysedHamlet from
different perspectives in his article “Celebratagnilestonddamlet Studies.” He asks
the question of whether the ghost is at all wickedhot. Then he responses his own
question by saying that: “it is not so much evilitais the informant about evil” (2003,
5).

Fleissner also states that Hamlet lives in the usioh of values and he asserts
the most interesting point in the play: “the chréfain at the end becomes converted to
a virtous view, exchanges forgiveness and repeotsngare ‘the exchange of
forgiveness between Hamlet and Laertes after tle#)tu... (2003, 5). In addition to
Fleissner’s regards, he also acknowledges thagththe prince sees ghost as an honest
creature, still he persists to doubt. A pagan sp&riappeared by the ghost using
Christian or purgatorial values without confusihgde values. For Fleissner, Christian

influence is revealed by this pagan ghost.

The famous German poet and literary authority Geetlaintains about Hamlet
as a young hero who desires for vengeance aftbafiseen his father's ghost. Hamlet,
a born prince, feels himself favoured in to beezhlio punish the usurper of his crown.
Amazement and sorrow overwhelm the solitary youramnine becomes bitter against
smiling villains, swears never to forget the deparand concludes with the significant
scream: “The time is out of joint. O cursed spitkat ever | was born to set it right!”
.... (Shakespeare, 1951: 1038). In this view, Goethesiders that the act of revenge
for Hamlet is against his nature and personal fiatiein the same way, he declares his

view on Hamlet’s personal characteristic:

The impossible is required of him, —not the imgassin itself, but the
impossible to him. How he winds, turns, agonizetjaaces, and recoils, ever

reminded, ever reminding itself, and at last alnoses his purpose from his
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thoughts, without ever again recovering his pedarind .... (Rolfe, ed., 1889:
15)

The fate draws the plan of Hamlet, as a piece pas&om a deed of terror, and
the hero is steadily driven on to a deed of terttog, play is tragic in its highest sense
and deserves a tragic end but nothing else. A Geauthor and critic Schlegel focuses

on human destiny and pessimistic side of worldigres in his definition oHamletas a

play:

Hamletis a singular in its kind : a tragedy of thougigpired by continual and
never—satisfied meditation on human destiny and diek perplexity of the
events of this world, and calculated to call fatk very same meditation in the
minds of the spectators .... (Rolfe, ed., 1889: 16)

In this passage, Schlegel sétmmletas a play which reaches one of the deepest
points to be a tragic work. Dark and bad sidegaedy both in the world and human
thought in relation to destiny were used skillfully Shakespeare as some main themes
of tragedy inHamlet He also argues that Hamlet is too much overwhelmih his
own sorrow to have any compassion to spare forrethe this respect, Hamlet may
have no firm belief either in himself or in anytirlse. He also passes over from
expressions of religious confidence to scepticailbde. Schlegel concludes his opinions
on Hamlet by claiming that: “He believes in the ghof his father, as long as he sees it,
but as soon as it has disappeared, it appearsnt@lmost in the light of a deception”
(Rolfe, ed., 1889: 18). Schlegel's claim for Hamietbe under the influence of his
melancholy can be proved by Hamlet's own wordshim play: “there is nothing either
good or bad, but thinking makes it so” (ShakespeH®81: 1042). Shakespeare is too
much involved in the depths of the thought in whinéither end nor beginning is

discoverable.

Another important critic who comments on Hamlethis famous English author
and poet Samuel Taylor Coleridge. He believes thatcharacter of Hamlet may be

traced to Shakespeare’s deep and accurate sciengental philosophy. Coleridge
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refers to a balance that he imagines its existdret®een mind and sense of a
personality. He separates human beings from animatlse concept of mind and he
attaches importance to have a balance in humam.bfaicording to him, man is
distinguished from the mindless animals in proportas thought prevails over sense;
but in the healthy process of the mind, a balasasonstantly maintained between the
impressions from outward objects and the inwardatpmns of the intellect for if there
be an overbalance in the contemplative faculty, niemeby becomes the creature of
mere meditation and loses his natural power obactColeridge concludes his thoughts
by referring to Hamlet in relation to the lackne$gshis balance or equilibrium on him.

He thinks that this balance between the mind andesdoes not work well in Hamlet:

In Hamlet he seems to have wished to exemplifyntioeal necessity of a due
balance between our attention to the objects ofenses, and our meditation on
the workings of our mind, —an equilibrium betwdba real and the imaginary
worlds. In Hamlet this balance is disturbed: higuiiphts, and the images of his
fancy, are far more vivid than his actual percemjoand his very perceptions,
instantly passing through the medium of his contefgms, acquire, as they
pass, a form and a color not naturally their owanée we see a great, an almost
enormous, intellectual activity, and a proportienaversion to real action,
consequent upon it, with all its symptomps and agzamying qualities. This
character Shakespeare places in circumstances whagr it is obliged to act on
the spur of the moment.—Hamlet is a brave andlesseof death: but he
vacillates from sensibility, and procrastines frimaught, and loses the power of

action in the energy of resolve .... (Rolfe, ed.,2:880-20)

At this point, | consider that Coleridge’s assartioabout Hamlet should be
taken into consideration in order to contemplatentésis difficulties which force him
for his tragic end. For this reason, a man like rdannot have a well-balanced
organism. He is in a dilemma to act, to take hthdds revenge by killing his uncle
Claudius, or not to act for various reasons chjdily is an intellectual who studied in
the university of Wittenberg and cannot kill someat least without proof of his guilt

and he has moral restrictions, obligations notiloskmeone since it is a sinful deed.
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Thus a man in the position of Hamlet cannot makeelable and well-balanced
decision. Furthermore, it would be unfair to cige him heavily since he has a mental

instability.

In order to summarise and conclude this sectiorsemfond chapter which is
devoted for deep tragic discussion lddmlet as an Elizabethan tragedy, | need to
summarise briefly its tragic characteristics. Tgibheawith, in most of tragedies the hero
suffers and usually dies at the end. Hamlet asgidrhero dies bt getting cut with a
poison—tipped sword. But that is not all to consi@@lay as a tragedy and sometimes a
hero does not even need to die. Every play in whitlero dies is not a tragedy. There
are more characteristics which are needed to cenaiglay as a tragedy. Probably, one

of the most important characteristics is an amaofifriee will.

Tragic characters are required to display some amotifree will in almost
every tragedy. If every action is controlled by exds destiny, then the hero’s death
cannot be avoided and in a tragedy the sad pdntatsit could. Hamlet's death could
have been avoided many times. Hamlet had many apptes to kill Claudius but he
did not take advantage of them. A tragic hero doet have to die. While in all
Shakespearean tragedies the hero dies, in othermaye live but suffer “moral
destruction” like sophocleDedipus RexEvery tragic play has to have a tragic hero.
The tragic hero must possess many good traits,edlsas one flaw, which eventually

leads to his downfall.

A tragic hero must be brave and noble in the Ektladn tragedies likelamlet
He has to be a member of upper class, aristocradyatéso to be a well-educated,
intellectual gentleman like the character of Hamieho is the intellectual prince of
Denmark, in the Elizabethan tragedies. The Elizedoetragic hero should have a social
purpose which means his sacrifice of himself fax #ake of his state. Hamlet is an
Elizabethan tragic hero in this sense becauseid® t survive the corrupted state of
Denmark. Another characteristic of the Elizabethragic hero is the hero’s belief in

religious powers and his obedience to them. Hamlelirected by his father's ghost
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who claims to be a messenger of divine powersdmadiamlet to be heaven’s justiciar

in Denmark. He obeys to divine powers and triestiioggle for the sake of gods.

Moreover, an Elizabethan tragic hero must not lwhwkn from his position and
he has to have free will in order to stand up ftwatvhe believes in. Hamlet is in the
position that even he lives a strong moral dilemh®follows his rightful and moral
struggle until the end of the play. He deeply tlinikquires the guilt of his uncle and
determines different strategies against his untd@dius to take his revenge in the right
time and the place because of his strong free avil intellectuality. Finally, the

audience attracts much attention to Hamlet as @aaligthan hero.

Hamlet has all the good traits for an Elizabethagit hero. He is brave, noble
and daring. He is also loyal. His loyalty to hishier may be a reason for him to be so
angry with his uncle Claudius and his mother GeriHis another trait is that he was
intelligent. He was able to think up the idea dfifig insanity in order to get more
information about Claudius. But Hamlet had a flake lother tragic heroes. He could
not get around to doing anything because he caufidnove on. It took him a long time
to stop grieving about his father because he didvamt to move past that part of his
life. After he finally did, Hamlet could not getaamd to killing Claudius. He kept
pretending he was insane even after he was sur€lduadius killed his father. The final
example of his inability may be get around to dgthimg was that he was dating
Ophelia for a long time but never got around tonyiag her. These characteristics of

Hamlet make him as a perfect example of the Elittetvetragic hero.

The play begins when the crime, which is a villaigsenurder, has already been
committed. This crime is a tragic characteristidemthe category of guilt. Tragic
atmosphere is created by the playwright in the phth this murder as a tragic
characteristic. Disloyalty of Queen Gertrude to fismer husband by marrying
Claudius and other bloody murders are also in tbeddys of guilt and tragic
atmosphere in the play as characteristics of theab#than tragedies. Hamlet is
opposite to divine powers in his battle with thenrdstore divine order in Denmark by

killing Claudius. This battle and situation, in whian individual opposes to divine
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powers, are other tragic characteristics. Hamlelefeated by divinity with his death at
the end of his battle. In fact, he is victoriousileithe was defeated by divine powers.

Because he purifies his state from corruptionsaeable prince.

The concepts of victory and defeat at the end afedies are also tragic
characteristics which are found Hamletas an Elizabethan revenge tragedy. Finally,
Hamlet reaches a maturity and tragic knowledge &iite sufferings, which are sadness
for his father’'s death and his strong moral dilemafter this death, at the end of the
play as another Elizabethan tragic characterigtit.things consideredHamletis a

typical Elizabethan tragedy with its tragic chaeaistics.
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3.1. Arthur Miller : A Social Dramatist

Arthur Miller was born in New York City, in 1915.ehwas the son of Isadore
and Augusta Miller. His father ran a small coat—ofanturing business; during the
depression period of America it failed. After grating from high school, Miller went
to Brooklyn to work in automobile parts warehouselBP32. He was accepted to the
University of Michigan where he studied journalism 1934. Before graduating in
1938, he won two Avery Hopwood awards in Dramapiaywriting. He married Mary
Grace Slattery. Then they had two children frons tniarriage, a girl and a boy whose

names were Jane and Robert.

He wrote his first playAll My Sonsand started to a theatrical career in 1947.
Then his most important and famous plxgath of a Salesmanmas published. This play
was translated into at least seventeen languagkbranght him an international fame.
He received Pulitzer prize for the success of phay. His another successful plape
Crucible was published in 1953. He divorced his first wafed Marilyn Monroe, who
was a famous actress of Hollywood, in 1956. Thenthef his playThe Crucible
which criticised the approach of American governtnagainst communists, was the
same as that one of the witch—hunt as it happemggihst the people who were
supposed to be wicked and dangerous for ChrisgianiEurope of the medieval age.
He was accused of being a communist and convidtemmempt of congress by the
House Un—American Activities Committee for refusity name the names of his
friends. The conviction was overturned the nextryek divorced Marilyn Monroe in
1961. He married Ingeborg Morath the next yeartheg had a daughter, whose name
was Rebecca, in 1963.

Miller died because of a heart failure in Connedti®005" He is one of the
major dramatists of the twentieth century Ameridaeatre. Critics respect for his
blending of vernacular language, social and psyiocal realism, moral insight. As the

commentator June Schlueter has said: “When the tigtencentury is history and

! Arthur Miller, who was declared as the “legendamerican playwright” of the twentieth century after
his death by American newspapers, unfortunateld diuring the writing phase of this thesis. Fos thi
reason, | see it as a necessity to wish him toimgstace. His death is certainly a huge lossdaanhot be
carried out by someone else not only in Americtmrdiure, but also in general literary world.
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American drama viewed in perspective, the playartfiur Miller will undoubtedly be

preserved in the annals of dramatic literature’di@ags, 2004).

This last chapter of the thesis mainly focuses othuk Miller's Death of a
Salesmanas a typical model of modern tragedy. After tragéds been discussed
detailly with its characteristics in the first cti@pand Shakespeardtamletas a typical
model of the Elizabethan tragedy has been analgsetprehensively in the second
chapter, the third chapter will study extensivélg tmodern American tragedy. The first
section of this last chapter will dwell on ArthurilMr's biography. The second section
will deal with Miller's Death of a Salesmaas a modern tragedy. The third and last
section will focus on the comparison of tragic etderistics in Shakespeardiamlet
and Miller's Death of a Salesmam order to indicate clear changes between the
Elizabethan and modern tragedies. The main dismusaim and defence of the present
thesis will be largely presented in relation toH@ays in the last section of this

chapter.

3.2.Death of a Salesman as a Modern Domestic Tragedy

Two perfect examples of the Elizabethan and modeagedies, which are
Hamletas an Elizabethan tragedy abdath of a Salesmaas a modern tragedy, will be
discussed in a detailed way in the third and last pf this chapter in order to show the
evolution of tragic characteristics in these trgggciods as convenient to the aim of this

thesis.

Death of a Salesmais Miller's most widely—admired work. It was wett by
Miller in 1949.Death of a Salesmaells the story of a man who confronts failure¢he
success—driven society of America and it showstrthgic trajectory which eventually
leads to his suicide. Willy Loman as a sixty—ye#-salesman returns home being tired
and confused from a business trip. His older sdhrBiurns from the west to visit his
family although he does not know how long he isi\gdb stay. His wife Linda tells him
that he needs to rest his mind and he should woNew York. His younger son Happy

has an idea of starting a line of sporting goodsusTBiff decides to go to his former
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boss Bill Oliver to ask to borrow money. Willy ddes to go to his boss Howard
Wagner the next day to ask if he can work in NewkYsp that he would not have to

drive seven—hundred miles to work.

The next day Willy goes to Howard and Biff goessee Bill. They decide to
celebrate their success by going out for dinnerr night. Willy is fired from his job by
his boss Howard and after Biff goes to talk to Bikk does not remember Biff and he
does not lend him money. When Biff and Happy, thwessof Willy, meet with Willy at
the restaurant at night, Happy lies to Willy thatf Bvas warmly welcomed by BiIll.
Willy tells them that he was fired. Happy does n@int to put up with his father. He
leaves the restaurant with Biff and the two girlkom they have met earlier at the
restaurant. Then Willy talks to Biff and after tlsisnversation he realises that Biff loves
him. Willy tries to kill himself by crashing his cavhich would give his family twenty—
thousand dollars in life insurance. Tragically, awe but his family and his friend

Charley comes to his funeral.

Willy Loman is a symbolic icon of the failing Ames; he represents those that
have striven for success but, in struggling to doh&ve instead achieved failure in its
most bitter form. Arthur Miller's tragic drama is probing portrait of the typical
American psyche that portrays an extreme cravimgfizcess and superior status in a
world otherwise fruitless. To a some extebeath of a Salesmaooncerns with the
‘jagged edges of a shattered dream’ but on anatioge tragic and bitter level, it also
evokes the decline of a man into insanity and thesequent effect this has on those

around him particularly his family.

Miller changes the archetypal tragic hero with dh@inary American citizen as a
characteristic of tragic evolution in modern timkéhe result is the anti-hero Willy
Loman. He is a simple salesman who constantly wiske become ‘great.’
Nevertheless, Willy has a waning career as a salesand he is an aging man who
considers himself to be a failure but he is incégpalh consciously admitting it. As a
result, drama of the play lies not so much in wsregs but in Willy’s deluded perception

and recollection of them as the audience witnesags: downfall of a helpless man.
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In creating Willy Loman, Miller presents the audienwith a tragic figure of
human proportions. Miller characterises the ordinanan and ennobles his
achievements. The name of Loman is created fromndme of ‘low—man’ by the
playwright. Biff imagines his father Willy as a lpce’ that evokes a possible
comparison with Shakespeare’s character of Harhhais the play is appealed greatly
to the audience because an ordinary American i&atdd to heroic status. The play
conforms to the tragic tradition that there is ati-dnero whose state of hamartia causes
him to suffer. The audience is compelled to gerlyisgmpathise with Willy’s downfall
because he is an ordinary man who is subject t@ samptations as the rest of human

beings.

Willy’'s dead brother Ben is the only member of Lamfamily who has ever
achieved something ‘great’ when he proclaims: “i&ifl, when | walked into the
jungle, | was seventeen. When | walked out | wasnty-one. And, by God, | was
rich!” .... (Miller, 2002: 161). Willy respects suck® He wants to be successful, to be
great but his dream is never fulfilled. Indeed,feels the only way he can actually
fulfill his dream is to commit suicide so that tignily may subsequently live off his
life insurance. Willy considers Ben as a great andcessful person. Therefore, Willy
idealises Ben since he fulfilled the genuine Amamicdream which can be briefly to
start out with nothing and eventually become ritinotagh effort and hard work.
Ironically, this wealth is achieved outside Amermaggesting that there is little left

available for the ordinary individual within thewatry’s own boundaries.

The play is ambigious in its attitude towards thesibess—success dream but
certainly does not rebuke it openly. Neverthelegssen Willy’s only close friend
Charley declares at Willy’s funeral at the endra play: “Nobody dast blame this man.
You don’t understand: Willy was a salesman. And dosalesman, there is no rock
bottom to the life. [...] A salesman is got to dredmy” .... (Miller, 2002: 235), Miller
hints at the responsibility of the state influencegtleryone should have a dream’
campaign behind Willy’s death, suggesting that fadesman was driven too far,

preassuring himself into suicide. Miller judges Aroa in hinting that there is far



56

greater success to find outside its land. Inddextgetis a lot of room for failure and ruin
as well as ‘greatness’ in America. Hence Willy ifoalish and an ineffectual man for

whom the audience feels pity.

Willy detaches himself from reality, living in &di of idealism and dreams that
never materialise. He is never fully content withatvhe possesses at present. Instead he
lives in a deluded world where imagination and pagieriences crash and frequently
appear as far more desirable eras. As a resully Wihtinually finds aspects of his life
‘remarkable’ but never actually realises that ha i@ilure as a salesman and a father.
The lack of understanding eventually leads himisottagic death; a death he could not
escape for he brought it on himself. In Killing lsieff, Willy finally becomes a man of
purpose and reasomeath of a Salesmars also an allegorical representation of
America. Willy’s garden is a microcosm of Americsociety as tower blocks continue
to raise around him. For the ‘ordinary’ person, litexally ‘Lo(w)—man’ in comparison
to skycrapers, life has become overshadowed atdbieof capitalism. The audience is
left with the image of garden that will never grothie ordinary person has been left

behind and even rejected by wealthy capitalisth@imodern city.

Miller also suggests in the play that there isrfaore success outside America
with everyone succeeding except Willy. Indeed, éhare nothing but fruitless hopes
and ‘shattered dreams’ to find within the nation.dne last and vain effort, Willy
attempts to ‘grow’ something for his family in himiying of seeds to plant in the
garden. Nevertheless, even Willy has come to eedliat his life is a failure when he
declares: “Oh, I'd better hurry. I've got to getns® seeds. I've got to get some seeds,
right away. Nothing’s planted. | don't have a thimgthe ground” .... (Miller, 2002:
220-221). Miller's intention is to express his owsion of American society and the

nature of individuality.

Miller bases on Willy’s character on his own unManny Newman. Miller said:
“That homely, ridiculous little man had after akbver ceased to struggle for a certain
victory, the only kind open to him in this societyselling to achieve his lost as a man

with his name and his sons’ name on a businesssaiwn” (Courseworkbank, 2004).
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These words explain what he had in mind for Witybe as he was ‘trying to achieve

his lost self.” Things that happen in business saarecess, wealth and esteem. This is
what Ben, Willy’s dead brother, has achieved andedliller stressed his success and
material reward in Ben. But Ben has also emptinesspite of success. He has no

reality in the eyes of the audience.

Dave Singleman is the other ideal salesman fonMdilart from his brother Ben.
Willy expresses this man as a huge icon to admhienwhe talks to his boss Howard
Wagner: “He was eighty—four years old, and he’dmned merchandise in thirty—one
states. [...] when he died, hundreds of salesmenbagdrs were at his funeral” ....
(Miller, 2002: 185-186). He also desperately wamtsineral similar to Dave’s. Dave
Singleman was greatly valued, whereas Willy is mat; is he loved as much. This
marks Willy’s failure as a salesman. He has ndisead demands of the business world.

Willy also tells Howard in their same conversatibat:

.... In those days there was personality in it, Halvarhere was respect, and
comradeship, and gratitude in it. Today, it's alt @and dried, and there’s no
chance for bringing friendship to bear—or perstna¥ou see what | mean?

They don’t know me any more. (Miller, 2002: 186)

| think that Howard Wagner treats Willy harshlychase Willy has been very

loyal to his business and has had no reward folehigth of service. He has the feeling
of being used by the firm with no appreciation. elgresses clearly this feeling to
Howard: “l put thirty—four years into this firm, kard, and now | can’t pay my
insurance! You can't eat the orange and throw @ pway—a man is not a piece of
fruit!” .... (Miller, 2002: 186). Biff says about Wi at the requiem: “He had the wrong
dreams. All, all, wrong. [...] He never knew who Wwas” (Miller, 2002: 234). Biff
recognises Willy’s failure as a salesman who bekein wrong values and cannot

confront with reality, and himself, in American saiy.

Brian Parker states as a literary critic that &filinfluenced from the Norwegian

playwright Henrik Ibsen. He maintains that Death of a SalesmarMiller follows
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Ibsen’s “retrospective” structure in which an exgi@ situation in the present is both
explained and brought to a crisis by the graduskledion of something that has
happened in the past. Death of a Salesmathis is Willy Loman’s adultery which has
destroyed the strongest value in Willy’s life byeakting his son Biff. He claims that
this structure is filled out with a detailed evaoatof modern, urban, lower—middle—
class life. Miller documents a world of arch—sugppaspirin, spectacles, subways, time
payments, advertising, Chevrolets, faulty refrigens, life insurance, mortgages and the
adulation of high school football heroes. Parkeesstes on Willy’'s handiness around
the house. Parker says: “Willy’s mystique of phgsiskill is thus a reflection of the
simpler, pioneer life he craves, a symptom and mbsy of his revolt against the

constraints of the modern city” (Corrigan, ed., 9987).

Willy’s property is so over—shadowed by apartmieoiises that he cannot even
grow seeds in his back garden. Willy Loman is teapm a society which prevents him
from establishing anything to survive himself raigithe lives of his sons as well as his

own. Parker concludes his thoughts by referrindnito general indications about the

play:

The futile philosophy of Willy Loman is opposed tiyee main alternatives in
Death of a Salesmarthe pioneering adventurousness of Ben, the densib
practicality of Charlie, and the loyalty of Lindae—list them in order of
progressive importance. The values representedeoyri@ed not detain us very
long. Their inadequacy is apparent. Miller's wods a whole, does reflect a
certain admiration for the pioneer virtues of cge&rand self-reliance, but this is
matched by an awareness that such attitudes agears in modern society:
the aggresiveness which is admirable in combattiay nature becomes

immoral when turned against one’s fellow men ....r(@an, ed., 1969: 104)

The most powerful and positive value is the valtiéamily loyalty in the play.
Willy loves his family, he particularly loves hidder son Biff. The betrayal of this

loyalty which ruins Willy’s life rather than comn@al failure and it is also in the name
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of family love that he finally kills himself. He €$ as a “father” not as a “salesman” at

the end of the play.

Leonard Moss, who is an academician from HarputleQel State University—
New York, studies on this play. Moss considers #sah result of his discoveries about
his father, Biff Loman suffers from an emotionaldaa moral shock experienced by
numerous other literary figures including the Bibliadam and many of Shakespeare’s
tragic heroes. He points out that Miller diagnoBd8s instability and kleptomania as a
psychological illness that was initiated by theutratic hotel-room encounter in which
young Biff found his father with a woman, an illsestensified by Willy’s insistence

upon commercial achievement but purged by belaisidht.

He also mentions to Willy’s main problems: “Willyoman unwittingly reveals
more limitations that prevent him from attaining tsuccess he fancies as a father and a
salesman” (1967, 46). Moss maintains that Willyaipassive victim of society and
Miller's vehicle for an attack on American instituts or values. He concludes to
explain his opinion about Willy: “There is hardlp &merican of recent years who has
stood wholly ‘free and clear’ of the sources ofraption which destroyed Willy Loman
and baffled his sons” .... (1967, 57).

J. L. Styan, who is an English literature professmalyses form of the play in
his bookModern Drama in Theory and Practicéle indicates that the inside of the
salesman’s head was to reveal a mass of contmukctiHe refers to Miller's
declaration: “I wished to create a form which, tseif as a form, would literally be the
process of Willy Loman’s way of mind” (1981, 11Btyan also maintains that form of
Death of a Salesmaemerged as that of the conventional two—act platysb broken
into episodic fragments by lighting and spatial rapes that it conveyed the free
association of mind. He concludes his thoughtsibgussing Miller's own views about
the form of his play:

As | look at the play now its form seems the forha @onfession, for that is how

it is told, now speaking of what happened yesterdagn suddenly following
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some connection to a time twenty years ago, thaping even further back and

then returning to the present and even speculatiogt the future. (1981, 118)

Miller mingles ‘realism’ and ‘expressionism’ iDeath of a Salesmaide uses
flashback technic in which the inner feelings ofiWiLoman are revealed clearly to the
the audience. In this way, the audience witnegsgsctfeelings and thoughts of Willy,
which are inside his head, step by step. For #asan, Miller gives an opportunity to
audience to guess tragic end of Willy in the playShakespeare did it Hamletwith
same purpose. Willy Loman’s daydreams, which réftes mental state to audience as
an expressionist aspect, are given by the playwwgthin the realistic atmosphere of
the play including memories and experiences of yMietween past and present to
reflect tragic aspect of the play. Arthur Millerkaowledges that he influenced from
German expressionism when he was a student anddakituas a technic iDeath of a

SalesmanHe expresses his feelings on this issue:

.... | was very moved in many ways by German expoassin when | was in
school: yet there too something was perverse to ihe. [...] | learned a great
deal from it. | used elements of it that were fused Death of a Salesmaifor
instance, | purposefully would not give Ben anyreleter, because for Willy he
has no character—which is, psychologically, expossst because so many
memories come back with a simple tag on them: sochebepresents a threat to
you, or a promise. (Plimpton, ed., 1967: 209)

A literary critic Fred Ribkoff points out that shanand guilt plays a major role
in this tragedy. Ribkoff asserts that Biff finds hdentity at the end of the play through
his shame for Willy’s guilt and his failure in lifghile Willy cannot accept his guilt and
he becomes an inadequate man. He explains thesauofiBiff through his shame and
the destruction of Willy through his inadequacy¢oognise his commercial failure as a

salesman nad his familial failure as a father:

It is the confrontation with feelings of shame teatbles Biff to find himself,

separate his sense of identity from that of hiedatand emphathize with his
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father. Moreover, it is the denial of such feelinlgat cripples Willy and the rest
of the Loman family. (2000, 1)

He considers that shame together with the senseadequacy and inferiority
are manifested in Loman sons and in the fatherreeed to prove oneself to others. He
thinks that Willy’s guilt, which is adultery, is uaed by his feelings of shame and
inadequacy. For him, Willy is driven to commit lgieatest wrong by feelings of shame
that arise out of his sense of inadequacy as a Ridkoff concludes his thoughts by
referring to the real purpose of Willy that lieshived his adultery with a woman: “His
adulterous affair with ‘the woman’ in Boston, whibhaunts both him and his son Biff,
is a desperate attempt to confirm and maintairsélis-esteem” (2000, 2). | believe that
Willy perceives this woman as a device which makis feel to be self—confident.
Willy imagines that he is stronger and more selfifitent when he is with this woman.

Willy Loman inherits from his father an extremehadile sense of self—worth
dependent on the perceptions of others. He is wriwe feelings of inadequacy and
failure to seek himself outside in the eyes of mthdde pays much attention to
perceptions of other people about him and his fankilis adultery with a woman in
Boston is caused by his feeling of inadequacy. étésfhimself as a powerful salesman
when he is with the woman even though he is ndteagmagined himself so. Willy
stresses the importance of being ‘well-liked,” whighows the importance of others’
values on Loman family, to his sons many timeshm pplay. He asks Biff: “Bernard is
not well liked, is he?” and Biff replies: “He’s ki, but he’s not well liked” (Miller,
2002: 145).

Biff recognises himself and his personality at émel of the play and he rejects
the values of his father that he insists on Bifhasfather believes in American dream
of success. For this reason, when Biff goes tohaskKormer boss Bill Oliver to lend
him some money to open a shop of sporting goods w# younger brother Happy, he
steals Bill's pen purposefully. Then Biff reveals lintentional minor robbery to his

family:
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| stopped in the middle of that building and | satire sky. | saw the things that
| love in this world. The work and the food and dirto sit and smoke. And |
looked at the pen and said to myself, what the dralll grabbing this for? Why
am | trying to become what | don’t want to be? Waat | doing in an office,
making a contemptuous, begging fool of myself, whén want is out there,
waiting for me the minute | say | know who | am! Wean't | say that, Willy?
(He tries to make Willy face him, but Willy pullsvay and moves to the left)
(Miller, 2002: 229-230)

Arthur Miller wants to open Willy Loman’s head take place inside it through
his daydreams in the play. In these daydreamsgMillingles past and present. Frank
Ardolino, who is an academician from the universiffHawaii, analyses the play as a
comparison between Miller’s usage of ‘psyche’ andient Greeks’ usage of ‘fate.” He
considers that Willy lives in a limited world. Wilis defeated in this world. He defines
this universe as deterministic and he thinks ibéoparallel to the world of of Greek
tragedy. According to Ardolino, Willy cannot escagiee fate which he has created
through deranged dreams instilled in him by hisveesion of the American dream of
success. Ardolino concludes his thoughts aboupline by indicating the comparison of

ancient Greeks’ fate and Miller's usage of psyabe& modern playwright:

Miller suggests that the power of psyche is comparto the fate represented by
the omnipotent and capricious gods of Greek tragédy no apparent reason,
Willy’s psyche blinds him to the madness of his ngliase dreams of

omnipotence and compels him to attempt to replaabty with his own concept

of it. In other terms, it drives him to challendpe tgods. His delusory fulfillment

of his grandiose dreams and the punishment fohtisis come together in his
act of suicide .... (2002, 2)

From this perspective, | regard that the conceptaté#, which is a dominant
element in the ancient and Elizabethan tragedes,changed in the form of psyche or
mind as a dominant factor in modern tragedy instdahcient Greeks’ fate. Characters

of modern tragedy have a free will and they caedlitheir lives to their ends in the
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way they think, and act through their minds unlike characters of ancient Greek
tragedy who are directed by their fates and religipowers to their predetermined ends.
Frank Ardolino studies extensively on Willy’s saas an academic critic. He maintains
that Happy, the younger son of Willy, becomes almmgeflection of Willy. His
emptiness contrasts the emptiness of Willy’s dreakndolino asserts that while Happy
is obsessed by sexuality, a parallel to his halytuelling lies which inflate and then
dissolve everything to nothing, Willy’s inflated eims contrast with his reality and
destroy him. He points out that Biff recognisedséaless of Willy’s dream and escaped
from it. On the other hand, Ardolino refers to Hams he influenced by his father’'s
false dream: “Willy succeeded in infusing his valueto Happy, the less favoured son,
and in effect ruined his life” .... (2004, 8).

Willy Loman believes in false ideals. He does natdnthe strength and capacity
enough to recognise that his belief in Americanadreof success, in a materialistic
society to be successful and respectable in busiliiesbecause of this commercial
success in the eyes of others, finally destroys dmeh his family. Therefore, his major
problem is that he cannot confront with himself aodualities of the life. He tries to
impose his wrong ideals to his sons. Biff recogsihee truth and who he is. He rejects
the wrong beliefs of his father. In this way, hevetes himself from a tragic end like
his father's as a mature character. The audierezpuéntly withesses the fight of Biff
agaisnt his father and his wrong belief of Americiream of success in the play.
Willy’s advice to his sons to be ‘well-liked’ showss inability to see events in a real

and true way. Willy’s words to his sons reflect ieduded and misguided personality:

.... Bernard can get the best marks in school, y’tstdad, but when he gets out
in the business world, y’'understand, you are gtinige five times ahead of him.
That's why | thank Almighty God you're both builké Adonises. Because the
man who makes an appearance in the business wbddman who creates
personal interest, is the man who gets ahead.kBd knd you will never want.
You take me, for instance. | never have to wailine to see a buyer: “Willy
Loman is here!” That's all they have to know, andal right through. (Miller,
2002: 145)
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In this passage, | consider that Willy’s advice$i® sons about business world
are not practical and logical in modern time. Hmrdg show his inadequacy to evaluate
logically business world. He deludes himself siheesees himself as a powerful and
charismatic businessman even though he knows hetiso. A literary critic Terry W.
Thompson discusses Willy’s words to his sons: Hese lines, Willy not only shows his
ignorance of the business world but also demomstrhts sketchy knowledge of the
classical myth that he alludes to” (2002, 1). Themp also affirms that in essence
Willy Loman’s attempt at a praiseworthy mytholodiedlusion turns out to be just as
unskillful as his business advice. It paralleldit® inability to see deeply into anything.
He is inadequate in referring to ancient myth, indern commerce or even in the

demands of fatherhood.

Happy Loman is also in a delusion like his fathée.deludes himself to believe
that he is an assistant buyer in a department.sBiffereveals his brother’s delusion
during one of conversations between Happy and H¥ou big blow, are you the
assistant buyer? You're one of the two assistanthe assistant, aren’t you?” (Miller,
2002: 229). Even though Biff, who represents thgitr side of his father, finds himself
and reaches a personal maturity at the end of lthe plappy still deludes himself by

owning Willy’s wrong view of success. Happy tellgfBn Willy’s funeral:

All right, boy. I'm gonna show you and everybodgesithat Willy Loman did

not die in vain. He had a good dream. It's the algam you can have—to
come out number—one man. He fought it out here,thisdis where I’'m gonna
win it for him. (Miller, 2002: 235)

Furthermore, Willy achieves an actual result indbsence of any real degree of
self-knowledge or truth. In a respect, Willy expeages a sort of revelation as he finally
comes to understand that the product he sells nsdif. Willy ends up by fully
believing in his earlier assertion to his bestrfdeCharley through the imaginary advice
of Ben: “.... After all the highways, and the trailasd the appointments, and the years,

you end up worth more dead than alive” (Miller, 20R00). Willy’s primary obsession
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throughout the play is what he considers to be’'8lfietrayal of his expectations for

him.

Willy believes that he has every right to expedt B fulfill the promise which
is inherent in him. Willy presumes that Biff's bayal stems from his discovery of
Willy’s affair with a woman which is a betrayal binda’s love nad loyalty. Biff feels
that Willy has betrayed him with his unending ligg)ereas Willy feels that Biff has
betrayed. Biff shouts Willy in a terrible mentalgition after he has seen him with a
woman in a hotel room of Boston: “You fake! You plgdittle fake!” .... (Miller, 2002:
220). Moreover, Biff is self-conscious and realiest his life is ruined and wasted by
his father’'s misguided directions. He also triesnake his father confront with himself
and has a recognition like him. Biff furiously Willy that: “Pop! I'm a dime a dozen,
and so are you!” but Willy does not admit to confravith himself and the absolute
truth that he has been failure in life. He replf: “I am not a dime a dozen! | am
Willy Loman, and you are Biff Loman!” .... (Miller,@02: 230).

Willy Loman has a recognition to a some extentraiewas fired from his job.
Beside this, | hold that Miller attacks capitalisma system in many ways in this tragic
play. One of the ways is Howard Wagner’s firing MWVirom his job after his long and
faithful service of thirty—four years in that conmya Willy is extremely upset after he
has been fired from his job. He understands thdne#s and mercilessness of capitalist
business system and modern materialistic societlly Woman expresses his confused
feelings in one of his dialogues with his older $iff. In this dialogue, after his
understanding of his failure in business life, Witlannot stand seeing Biff's failure as
well. This scene reveals one of the most impottiagfic aspects of the play:

Willy: I'm not interested in stories about the pamst any crap of that kind
because the woods are burning, boys, you undefstlinere’s a big blaze going
on all around. | was fired today.

Biff (Shocked): How could you be?

Willy: | was fired, and I'm looking for a little gmd news to tell your mother,

because the woman has waited and the woman hasesififhe gist of it is that
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| haven't got a story left in my head, Biff. So dogive me a lecture about facts

and aspects. | am not interested .... (Miller, 2(XIB)

Willy seeks self—dignity and something more with\ithat most defines the
counter to the social imperative for Willy in th&ay is to recover the lost love of Biff
and preserve his family. Willy does not want simgdyfulfill the imperative for the
dream’s sake but he expresses his love througthcéssc’ As a divided hero, who is
driven by counter imperatives, he sins against loteratives that motivate him. He
violates the law of success as Miller has explaifignd law which says that a failure in
society and in business has no right to live” (@tt£999: 12). But he also sins against
an opposing system of love which is the opposittheflaw of success. Willy’s tragedy
and tragic end simply reflect in his failures of mmperatives which are success and
love. Willy also commits adultery in a hotel roofBoston to gain access to buyers but
consequently carries undeniable guilt for breakitige law of love.” He lacks
intellectual awareness, therefore, he is diminisied tragic hero but he is not morally

weak.

Arthur Miller regards that without free will traggadannot exist. He argues the
idea for tragedy that: “characters are only victiofs external powers rather than
participants in their own destiny” .... (Otten, 199%). Willy is morally alive and he
possesses freedom of choice. He chooses to fohewnperative that finally defeats
him and he chooses to die in part to keep up teardr Raymond Philips, who is a
critic, has explained in his defence of the playaasagedy: “.... He brings tragedy
down on himself, [...] not by opposing the lie, bytllving it” (Otten, 1999: 13).

Willy and Biff have an interdependent relationshiff cannot gain freedom
from his father’s imperative, which is his belief American dream of success, until his
father somehow frees him from it. As tragically @kiag, he can do only through death.
Similarly, Willy cannot succeed until he can aligis love for Biff with the dream he
follows. Biff has failed to meet Willy’s imperativend he feels estranged because of it;
Willy has violated love for the sake of the dreaynahich he hoped to express it and he
feels alienated as well. In this respect, the hateim of Boston where the law of
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success and the law of of love crashed by inflictapon father and son a shared guilt
that can only be redeemed by the death of thectiagyo.

Linda, the mother in the play, may be analysed @saaacter because she has an
important place in the play. Her relationship witler husband and her sons is
interesting and somehow problem. Terry Otten reterd.inda as her being in a
choruslike mission which is similar to ancient Gea¢agedies: “Like the Greek chorus
whose plea for relief unwittingly leads to Oedipiisigic end, Linda’s supplications
propel Willy and Biff toward their tragic destiny’.. (1999, 15).

Miller assigns Linda in a supportive role for Willghe is a more logical and
realistic character than Willy. But even her fiekg#l and love for Willy cannot save
him. Kay Stanton, as a critic, dwells on an inteéngspoint about Linda: “Miller ‘seems
not to have fully understood’ her strength as arfomn woman who possesses more
tragic nobility than Willy” (Otten, 1999: 17). Lot is filled up with outrage and protest
rather than self—pity and mere perplexity. Her e8akrecognition, though emotionally
rather than intellectually expressed, enlightemstthgic implications of the text. Even
though she is powerless to prevent Willy’s tragid,elLinda is primarily responsible for

generating the tragic reunion of Willy and Biff.

Biff wants to be free of the past, free of the imgiiwe success is imposed by his
father. But he cannot achieve these ends withalinfg guilt for failing his father, nor
can he erase from the past the estrangement thateacin Boston for which he feels
partly responsible. In this modern tragedy, mosaheell psychological forces control
and drive the scene. Miller points out Willy’'s wealss and his inability to recognise
his misguided and failed situation which is the meause of his tragic end: “I feel that
Willy Loman lacks sufficient insight into his sitti@n, which would have made him a

greater, more significant figure” (Otten, 1999: .21)

Robert Heilman, who is a literary critic, dwells tms tragic nature of Willy.
Heilman maintains thdbeath of a Salesmas a near but not quite tragedy because he

explains: “Willy is always in the first stage ofethragic rhythm—the flight from the
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truth; but he never comes to the last stage otrdmgic rhythm, in which truth breaks
through to him” (Otten, 1999: 21). Miller acknowggst that the possible division in the
play between the focus of the dramatic action whials on Willy and the recognition
and the moral resolution which fall on Biff. Willyains emotional awareness of Biff's
love and consequently finds self-~worth in dying fibrat love. There is more
uncertainty, more lack of resolve at the end of ptegy than it is ordinarily found in

most conventional tragedies.

Tragic vision does not depend on being able toipre¢chat will happen to Biff
so much as on the spectators’ awareness that ¥dlyath dissolves Biff's obligation to
meet a false ideal, whatever it is concluded. What left with is perhaps a tragedy
despite itself Willy is a victim, but chooses ndredess; he lacks self-knowledge, but is
responsible for his son’s self-awareness; his ieall wrong, but his commitment to it
is aligned with a love he willingly dies for; higath lifts no plague and does not affect
the larger community, but it rescues his familynirthe lasting anxiety of his death and

releases Biff from a destructive imperative.

The play completes the tragic pattern of the pasbming the present and it
affirms the tragic utterance that there are iné&aconsequences to choices that the
“wages of sin” must be paid. Lacking a singulagicgorotagonist, it offers a composite
figure of father and sons who embody the tragicflminbetween the imperative of
success and the “system of love.” Leaving socieiyedeemed, it ends in sacrifice to
reclaim the family and restore love. Even if theyplis not a “high tragedy” in
Aristotelian termsPeath of a Salesmas more than a “low tragedy” in its revelation of
tragic vision, choice, awareness and consequertas. play involves the affairs of a
family rather than the affairs of a state. It ifeartbreaking family drama. The tragic
hero, Willy Loman, has a personal purpose to steufgoughout the play rather than a
social purpose. Miller mainly focuses on a weak anardinary American family from
middle class and its problems. ThDeath of a Salesmais a typical domestic tragedy

of modern time.
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3.3.The Comparison of Tragic Characteristics irDeath of a Salesman and Hamlet

Hamletis generally regarded as a revenge tragedy aizdohe of a series of
such tragedies beginning with Thomas Kyillse Spanish Tragedy¥engeance means
in Hamlet divine justice which is supreme in the universe.Greek tragedy the
dividing—line is narrow between the judge and therger, the dispenser of the justice
and the instrument of the justice. Hamlet requicebe reassured that such vengeance
would indeed be the will of heaven. The theme sfige in vengeance generally recurs
again and again in Shakespedfamlet includes many of the characteristics for a
revenge tragedy such as a ghost seeking reversgeret crime, a play—within—a—play,
a tortured hero who feigns madness and a heroiregwhs mad and commits suicide.
This play focuses on a revenge that Hamlet canmotmn to act in the right time.

All revenge tragedies stem from the Greeks who eviand performed first
plays. The typical revenge tragedy, whitfamlet falls into, includes five typical
assumptions. First, the revenge must be on anithdil level against some insult or
wrong. Second, the individual may not have recoutsetraditional means of
punishment, such as courts, becasue of the poweersbn or person’s being against
whom the revenge will be enacted. Third, the ddsiré¢he revenge is an internal fancy,
which can only be satisfied by personally carrying the revenge. Fourth, the revenger
has to make the intended victim aware of why tivemge is being carried out. Lastly,
the revenge is a universal decree that superceadiesparticular religious doctrine

including Christianity.

As the play is analysed through these five maitegs, it is recognised that the
revenge is individually by the hero against a crimé¢he play, he has a strong internal
fancy to kill the murderer of his father to carmtdis father’'s demand, he acts to kill at
the end of the play and this shows that his wistake revenge of his father is clearly
more dominant than religious prohibitions on hilamlet contains the typical

characteristics of revenge tragedies as it is goortant model of this tragic type.
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In all revenge tragedies as first, and foremostrime is committed and for
various reasons laws and justice cannot punisleringe. So the individual, who is the
main character, goes through with the revenge iite spf everything. The main
character then usually has a period of doubt, wieetries to decide whether or not to
go through with the revenge which usually involi@sgh and complex planning. Other
features that were typical, were the appearanca giiost, to get the revenger to go
through with the deed. The revenger has also aalesg relationship with the audience
through soliloquies and asides. The original crimleich will eventually be avenged, is
always nearly sexual or violent, or both. The crimas been committed against a family
member of the revenger. The revenger places hirosédide the normal moral order of
things and often becomes more isolated as thelayresses an isolation which at its

most extreme becomes madness.

In revenge tragedies, the revenge is the causeataatrophe and the beginning
of the revenge must start immediately after thsiriAfter the ghost persuades the
revenger to commit his deed, a hesitation firstuog@nd then a delay by the avenger
before killing the murderer and his actual or actetl madness. The revenge must be
taken out by the revenger or his trustworthy acdaep. The revenger and his
accomplices may also die at the moment of succesven during the course of the
revenge.Hamletis a typical revenge tragedy as the popular tragmvention of the
Elizabethan age since it has all characteristichisftragic typeHamletfollows quite
perfectly every convention that is required to sifysit as a revenge playHamlet
follows very closely regular conventions for aletklizabethan tragedies. Hamlet faces
the fact that he has to avenge the murder of tiefeand since there is no fair justice
available, he must take the law into his own hafti& ghost of his father appears to
guide him to Claudius and informs Hamlet of thd &wat Claudius has committed. The
appearance of a ghost is an important elementdrctmventional revenge tragedy of
the Elizabethan age. After Hamlet learns the crihthe king Claudius, he delays his
revenge and always finds a way to put it off unélfinally does it at the end of the play

which is another element of the conventional Eletebn revenge tragedies.
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Hamlet continues to keep a close relationship withaudience with his seven
main soliloquies. Adrian Brine, who is an Englisftic of Shakespearean drama, refers
to these soliloquies as the most significant charetics ofHamletwhich makes the
play unique. He indicates that these soliloquie® @n opportunity to the audience to
see Hamlet’s inner feelings and those, who caneettsese aspects of him, naturally
supposes him to go to mad. He also assertsHhatlet cannot be imagined without
these soliloquies. IHamletis imagined without soliloquies, then it becomerapid-
developing melodrama or a demonstration which lisdiuthe ghosts, the poisons and
the duels. According to him, this characteristibjah is using soliloquies so efficiently,
is a proof of Shakespeare’s genius and originditine concludes his opinions to stress

on the importance of soliloquies in the play:

Today, we are not strongly influenced from the rdedonatic side of this play
which constitutes from agents, murders, and duéls poisoned—tipped swords.
Unlikely, we are influenced from the hidden sideHzfmlet (The secret feelings
of him). What makes the play immortal is these Isqliies that have a
permanent power. (Brine&York, 2000: 235-236)

C. J. Sisson, who is an English theatrical critidorms that the audience is
instructed that whatever delayed Hamlet's vengeammn Claudius, it was not his
desire to be reassured by certainty of the ghestdence or by redoubled certainty of
the play scene that there was just cause for veicgedde urges that such a motive was
inconsistent with the character of Hamlet, a mamrbfn intellectuality and free from
such crude passions. Sisson explains the majorgmmobf the play in the view of

people and also concludes with his own determinatio

It has long been understood, of course, that tipar@nt problem facing Hamlet
in the play is the question of the guilt of Clawgliand consequently of his duty
to avenge the wrong done, upon conviction by ewideft cannot reasonably be
doubted that this was the problem which the plag iwméended by Shakespeare
to present, and which its first actors and audisramepted as the theme of the

tragedy. But the dramatist, in his creation of tiaracters involved in this



72

action, especially of its hero, Hamlet, went faydred the bare bones of so
simple a plot. (1963, 55)

Shakespeare’s major tragic figures fall into ermmt, through flaws, but through
their virtues. A man of virtue is thrown into cirogtances in which his virtue is his
undoing. Hamlet is being asked, most solemnly,dosdmething in opposition to his
essential nature; he responds in accordance wstliundamental nature. On the other
hand, Hamlet is criticised and accused of behabad)y and rudely towards the female
characters. Especially, he is criticised by hisshdvehaviours towards Ophelia who is
the tragic heroine of the play. In his relationshiph her, Hamlet moves from distrust
on purely general reasons that is a mere gendratistor his mother’s inconstancy,
which is a moral guilt of her, and his anger fos Imother’'s marriage to his uncle
Claudius. Hamlet sees this marriage as a guiltysamd| act.

Hamlet expresses frankly his generalisation ofviloenen as their being weak
and distrustful in his first soliloquy: “Frailtyhy name is woman!—*" .... (Shakespeare,
1951: 1032). Hamlet approaches Ophelia, whom heddagvassionately once, in his
same doubt and distrust towards the women genesalljhe expresses it with his
questions in his dialog between Ophelia: “Ha, he¢ sou honest? [...] Are you fair?”
.... (Shakespeare, 1951: 1047). Hamlet cannot treistahd has to play the mad. He
does so from his very first words to her. He doe$ must Ophelia because he
generalises all women as they are weak and dikttuktamlet is in a terrible mental
position and he cannot think logically when he nsa#tecisions. But just before the last
scene of the play, he confesses his love for Oplelner grave: “I lov’d Ophelia : forty
thousand brothers could not, with all their quanof love, Make up my sum” ....
(Shakespeare, 1951: 1067).

An English literary critic Emma Smith approacheghe play from a different
view and points out that: “While the character @miet holds the stage throughout, as
Shakespeare’s longest and most demanding rolgylélyeis not simply an individual
tragedy” .... (Shakespeare, 1998: 107). She alsoeargfuatHamlet has a political

aspect. There is an unhappiness of the polititaason and order. Marcellus, who is a
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Danish officer in the play, reveals the politicarmiption in Denmark with his words to
Horatio: “Something is rotten in the state of Denkiha... (Shakespeare, 1951: 1036).
Marcellus’ words extend the tragedy into the puldjghere. Therefore, alongside
Hamlet's personal tragedy, it is the tragedy ofadesas Denmark itself is destroyed in

the violence bred in its royal house.

There are other individual tragedies except fortthgedy of Hamlet in the play.
Gertrude, who unfairly loads much of the blame dgents on her shoulders, is often
harshly treated by critics of the play. Claudius ad the power in the court as another
example of individual tragedy. Therefore, any kifdresistance by Gertrude agaisnt
him is hardly seen. At the same time, Opheliatigic character with her relationship
towards Hamlet in the play. When Hamlet tells Ogh#at he loved her once, she says:
“Indeed, my lord, you made me believe so” (Shakaspel951: 1047). And then
Hamlet confesses her that he deceived her, he alidone her. Ophelia expresses
bitterly her feelings which reveals her personagédy in a way: “lI was the more
deceived” (Shakespeare, 1951: 1047).

Hamlet changes throughout the play as a tragic.hde lives a period of
maturity and recognition. His maturity is a chaeaistic of tragic hero after a period
suffering in tragedy. Hamlet has a long sufferirggipd in which he faces a strong
moral dilemma about to act or not to cat. He changdis attitude towards the death; it
is at first something greatly to be desired; thethie graveyard scene he recognises that
it has another side. The life is worth living ewliough the world is too harsh to live.
Hamlet changes in his view of his duty, he is feste that he has reasons for the
revenge. Then he doubts about his reasons, confiimseasons and seeks for the
appropriate act of the revenge by meditating onethent or consequence of the action.
He also changes in his view of human action it$édf.is first a solitary agent who must
conspire; he presently realises that others argpzong against him at the same time
and he thinks himself in an obligation to conspn@re deeply.

In contrast, Willy Loman does not change largebg [Hamlet. He does not reach

a maturity and recognition as a typical charadierisf the modern tragic character.
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Willy is a weak and an uneducated character wreodemmon man. He does not have
the intellectual capacity to recognise what happamaind him and his family. He
cannot face painful realities of the life. Therefone cannot be successful in the eyes of
others. He commits suicide and sacrifices himsmifhis family at the end of the play
but his sacrification does not cause because ohérisic nature like Hamlet. He just
commits suicide after he talks to his older sorf &ifd recognises that Biff loves him as
a father. He commits suicide because of his lovehfe family. Willy Loman is a

pathetic and poor modern tragic man.

Philip Edwards, as a literary critic, claims thidamlet in fact, is not a religious
play but he also states that the religious elenretite play gives it a distinctive tone
among Shakespeare’s tragedies. He also thinksHaatlet's fear of damnation is of
tremendous and unrecognised influence in the pkEgwards refers to Hamlet's
hopeless and poor position when the audience dests him at the beginning of the
play. He concludes his views by saying that: “Ham¥en we first meet him is in a
state of despair. He longs for death, and woul@ tak own life if suicide were not
forbidden by divine decree” (Coyle, ed., 1992: 23).

Hamletis created by five major technical triumphs as @akwof dramatic art.
The triumphs are Shakespeare’s usage of the gihesgevice of presenting the play
The Murder of Gonzagbefore the court, the way in which themes of lavel death,
involving both Gertrude and Ophelia, are unitedthe graveyard scene, the way in
which the final duel unites the military imagerydatie imagery of poison, and finally,
the entire creation of the mind and consciousnéddamlet. Shakespeare dramatises
the past, provides dramatic conflict in the presamd prepares a satisfying but an

unexpected future resolution of that conflict bgglb methods.

Hamletis a typical Elizabethan revenge tragedy. It foBoconventions of a
revenge tragedy of the Elizabethan age. After Ehawt forward in a detailed way tragic
characteristics oHamletas an Elizabethan revenge tragedy, | see it ascassity to

mention extensively to tragic characteristics fath of a Salesmaas a modern
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domestic tragedy in this comparison section of thied chapter before my final

conclusion.

Death of a Salesmafocuses on American dream. This dream consista of
genuine and determined belief that in Americathatigs are possible to men, regardless
of birth or wealth; people work hard enough, thehiave anything. However, Miller
tries to explain in this play that people are mbitely misguided.” To be hard—working,
honest and have ambition were the ways of Amerdtaam. This led to success, wealth
and in due time—power. But this dream developecei@ryone and encouraged greed,

selfish behaviour, pride and rivalry between eatieio

Willy Loman was ‘caught up’ in this American dreaih.causes business to
develop in the world. Capitalism and also the profimotive, and competetive instinct,
make Willy have a weakness in his personality. Thsakness was caused by a
combination of business pressures. Willy wantsrtwv@ himself through successes as a
salesman but as he fails, his own life destroys. Whlly tells his wife Linda at the
beginning of the play: “I'm the New England mammlvital in New England” (Miller,
2002: 128). | presume that Willy is insecure andasthe successful businessman as he

says he is.

Biff is obviously the most sensible member of Lonfamily. He recognises his
and his father’s failures. His failure is caused tby father's wrong and misguided
beliefs and attitudes. Biff loves his father at theginning of the play. But when he
recognises his father’'s adultery with a strange wrm a hotel room of Boston, he
starts to hate his father because of his unloyaltgis wife and family. He quits high
school and lasts a miserable and worthless liferdjéets the notion of American dream
and takes control of his life, whereas Happy ytienger son of Willy, remains stuck in
the ideology of American dream at the end likefather. Happy cannot accept reality
much like his father. Biff blames Willy for his fare in life and expresses the guiltiness

of Willy in one of their conversations:
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Biff: You know why | had no address for three m@#h stole a suit in Kansas
City and 1 was in Jail ....

Willy: | suppose that's my fault!

Biff: | stole myself out of every good job sinceghischool!

Willy: And whose fault is that?

Biff: And | never got anywhere because you blew sodull of hot air | could
never stand taking orders from anybody! That's vehiaslt it is ! (Miller, 2002:
229)

Willy’s best friend Charley is used by Miller aseteymbol of success within the
boundaries of American dream. Charley is the typitan that American society wants
to see. He has his own business and he is a stiddassinessman. He has realised that
Willy’s view of success is seriously flawed. Charleells Willy: “.... The only thing
you got in this world is what you can sell. And thenny thing is that you're a
salesman, and you don’t know that” (Miller, 20002 As Willy cannot sell anything,
he has got nothing. Willy has lost his all selfpest. Willy has been a failure in life.
But he feels even more so because success in thexidam dream is available to
anyone. This figure has significantly effected faisily, especially, his sons. Biff is just
as hopeless as Willy in many way3eath of a Salesmais a modern tragedy. willy
Loman is a tragic figure. All his life has beenalbtt unpredictable. Although Willy is
always ‘falling,’” the audience sympathises with him

John Mason Brown, who is a critic, refers to thisypas a modern tragedy. He
says: “Miller’s play is a tragedy modern, and peedpnot classic and heroic; its central
figure is a little man sentenced to discover higlémss rather than a big man undone
by his greatness” (Courseworkbank, 2004). Lindag wehthe wife of Willy, is a loyal
wife. She supports Willy in his wrong battle withet life even if she recognises that
Willy believes in wrong values or without recognigi the truth. She defends her
husband against her sons’ accusations about th#iers, especially against Biff's
accusations, many times in the play. When Bifistbis mother Linda that Willy has no

‘character,” she defends her husband Willy strongly
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| don’t say he’s a great man. Willy Loman never madot of money. His name
was never in the paper. He's not the finest charabtat ever lived. But he’s a
human being, and a terrible thing is happeningrno Bo attention must be paid.
He’s not to be allowed to fall into his grave liaa old dog. Attention, attention
must be paid to such a person .... (Miller, 2002 -116%)

Linda admires Willy as though his temper, his masgireams and his little
cruelties. But she is insensitive against her otaer Biff. She does not support him for
his attitudes and often cries out him. She tell§: BBiff, dear, if you don’t have any
feeling for him (Willy), then you can’t have anyefeng for me. [...] Either he’s your
father and you pay him that respect, or else youditeto come here” .... (Miller, 2002:
164). At this point, a resemblance may be founavben Linda and Gertrude in relation
to their problem relationships with their sons &® tmothers of both play. In
Shakespeare’slamlet Gertrude does not have any kind of sensitivitg aampassion
against her son prince Hamlet. Similarly, such @bfam exists in the relationship of
Linda with her son Biff in Miller’'sDeath of a Salesmammerican society imposes
wrong values on Loman family through American dreamd these values also
degenerate family affairs in Loman house. The mboenans fail to fulfill the
expectations of a wild society outside their hodlse,more problems they have in their

household and family affairs.

Willy and Biff are presented as the symbols ofuia@l whereas Charley and his
son Bernard are presented as the symbols of suogddsler in the play. Biff failed in
mathematics, whereas Bernard got all the correttltehe needed for college and he
became a top lawyer. Bernard has a case in frotiteosupreme court. This is also a
symbol that is used by Miller to show the succels8arnard to the audience. Willy
thinks that personality is very imporatant in besis world. He focuses on the term of
being ‘well-liked,” he does not find Bernard asrggi'well-liked.” Thus he cannot
understand why Bernard is successful while Bifai&ilure in life. Willy reveals his
lack of understanding about this issue in one sfdainversations with Bernard who is
the son of his friend Charley: “Willy: How—how dicu? Why didn’t he ever catch
on? [...] Bernard: He never trained himself for amygfi (Miller, 2002: 195). Willy has
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a worse life as a salesman and he is a failureusecaf this ‘American Dream.’ In

contrast, Charley has a highly-paid and reputaiileand he is successful.

Willy cannot confront with realities of modern litnd lives in wrong dreams.
Miller used the flashbacks as an expressionistniecto show the inner feelings of
Willy to the audience as Shakespeare used soliésqui Hamlet with the same
intention. Miller said about the daydreams of Willywhich he combines the past and
present: “There are no flashbacks in the play bl a mobile concurrency of past and
present... because in his desperation to justifylitesWilly Loman has destroyed the
boundaries between now and then” (CourseworkbafRk4R Death of a Salesman
contains much that is critical of modern Americartisty. But this was not Arthur
Miller's only purpose in writing it. Miller demonsited Willy’s misjudgement of his
failure in life in Death of a Salesmaie feels as though he has failed because he has
no fortune to show for it in either his or his somames. Whay he has truly failed in his

family and marriage life that is the corruptiontioé true ‘American Dream.’

J. L. Styan as an English literary critic pointst @bat Willy Loman has a
salesman’s competetive philosophy. He thinks thaltyWieeds to believe his own
values. According to him, the episodic structureghsf play builds a contrast between
Willy’s romantic images of the past and the halite of the present. Styan referred to

the tragic structure of the play with Miller's owrews:

Miller explained that in writingdeath of a Salesmaie did not set out to write
a tragedy, or to measure Willy’s stature by anyeRyer Elizabethan standards
for a tragic hero. In the modern age, social ramk ribt determine the tragic
experience; rather, ‘the common man is as apt geutor tragedy in its highest
sense as Kings were.” What mattered was the camsexperience of the central
character in his pride, and dignity. Willy Lomandhlaroken the law of success
in society, a law without which life was insuppdi® and the audience’s
reaction was not to be ‘What happens next and wBg?much as ‘Oh, God, of
course!’ (1981, 144)
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In this passage, what Styan tries to explain bgrrfg to Miller's views is in
the way that modern tragedy has changed so mucliffagent from the Elizabethan
tragedy in terms of an “evolution” as this thesigspforward. The most important
evolution occurs in the tragic hero who has chanfgeh a noble and an intellectual
character of the Elizabethan tragedies to a lowddi®—class, an ordinary and an
uneducated man of the modern tragedies who ismibtei status of a hero any more. |
claim that the ‘religious universe’ of the Elizabhat age has turned into the ‘secular

universe’ of the modern time as another major tragolution.

Although Styan informs that Miller did not have timéention to write a tragedy,
Death of a Salesmahad tragic characteristics chiefly in the contekia suicide of a
poor man who is smashed by a materialistic socety its pressure on this single
individual who cannot handle with this heavy lo&doreover, the most remarkable
aspect of this play, which makes it the greatemgedy of modern age, is that this
tragedy is not only Willy Loman’s but it is alsd duman beings’ who cannot fulfill
greedy expectations of a totally materialistic, ita{st society and business world.
Therefore, this play cannot be ignored as a trag@aye it has such a comprehensive

tragic element which may find a reflection in alirhanity.

Arthur Miller explained the form and structure a$Iplay. Miller affirmed that
he set out not to write a tragedy and caleshth of a Salesmaas a ‘slippery play’ to
categorise. He defended it against some attacks ii@s a false tragedy: “I need not
claim that this is a genuine solid—gold tragedy rfor opinions on tragedy to be held
valid” (Otten, 1999: 2). He responded to a questbnwhether or notDeath of a
Salesmanwas a Sophoclean tragedy by asserting: “l thinklaes endanger tragic
feelings, at least in a lot of people. Let's say ibne kind of tragedy. I'm not
particularly eager to call it tragedy or anythingee the label doesn’t matter to me”
(Otten, 1999: 2). He also acknowledged that thenmvaigic aspect of his plays is his
characters’ inability to face themselves gives figsetragic consequences as in the
example of Willy Loman. A critic Alvin Whitley wamd Miller to realise about the

tragic understanding of him:
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He is extending the traditional interpretation [dfagedy] to embrace
demonstrably different emotional effects. [...] ‘ine basic matter of personal
dignity, Willy Loman may have ended where Hamletjuestionably began.”
(Otten, 1999: 4)

Terry Otten, who is an academician from universifyTexas, discusses that
Miller both creates a naturalistic, almost ‘Markigew of American culture in the post
depression era and he states that Miller's dranstlite has been reduced by some
critics to social determinism. Otten maintains tinat truth is Miller does describe Willy
as a childlike victim of the cultural values he ptbovirtually without question. He
believes that Miller creates Willy as a true bediein the American dream of success.
Otten refers to Miller's words about a tragic héffhe less capable a man is of walking
away from the central conflict of the play, thesdo he approaches a tragic existence”
(Otten, 1999: 9). Ironically, like the King Oedipwgho at every insists on fulfilling his
obligation as the king by unwittingly searching fois own father's murderer even
though it finally destroys him to do so, Willy Lomaunreservedly follows his
imperative to its fatal end, similarly encouragedail others around him to abort his
quest; Linda, Biff and Happy, Charley and Bernalduage him to give up, just
Teiresias, the Chorus, Jocasta and the Shepherof i@edipus to do the same.

That Willy does not finally understand corruptnegsthe dream exposes his
intellectual failure but he dies in defence of thgerative that consumes him. Otten
argues that it would be absurd to argue Willy'gjitastature on the grounds of his
innocent and misguided commitment to the Americegah of success, even though
his devotion to the system is not less consumingn titDedipus’ or Hamlet's
commitment to their imperatives. Otten explainsiyMiloman’s imperatives in relation

to prince Hamlet and king Oedipus in a comparatiag:

. At a deeper level we must ask why he investstaally and self-
destructively in support of the dream. For OedipusHamlet, of course, the
moral imperative was a given—there was divine praiter all, a divinity that

shapes human destiny. For Willy, however, the imapes was not so readily
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apparent or universally acclaimed. His fierce dewoto it was not for its own

sake, but rather it was for Willy a means to an end1999, 10)

Willy as a modern tragic hero has different impeeforces on himself unlike
the Elizabethan hero who has religious imperati#esthermore, Willy is not created in
a heroic status like Hamlet and he cannot handie k¥ imperative, which is the social
pressure to be successful and respectable thraargmercial success in a merciless and
capitalist business world. He could not restore ¢berupted American society and
business world of modern time as Hamlet did indtagée of Denmark at the end of his
tragedy. Thus he could not die for his divine pwga well since he is not a powerful

tragic hero like Hamlet in the sense of an Elizahettragedy.

The evolution of basic tragic characteristics ithbplays will be comparatively
discussed as representatives of the Elizabethamadeérn tragedies in this last part of
the third chapter. This comparison is also convdrie the main aim of this thesis. To
begin with, it is necessary to refer to Arthur Mill who is the major American
dramatist of twentieth century, and his unforgddalbegards about the tragic
consideration and differences between the classacal modern tragedies. Miller
answers to a question if he considers his playmadern tragedies or not. He also
maintains with his answer to an absolute fact Hraimmediate comparison between

classical and modern tragedies is not possible:

| changed my mind about it several times. | thihlattto make a direct or
arithmetical comparison between any contemporarykwand the classic
tragedies is impossible because of the questioaligion and power, which was
taken for granted and is an a priori consideratiorany classic tragedy ....
(Plimpton, ed., 1967: 203)

A direct comparison between the Elizabethan and emodragedies is so
difficult and it is even impossible because valaed imperative forces have changed in

mankind. In this context, | will try to mention diar and different elements in tragic
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characteristics of both tragedies in terms of anlwgion as this thesis aims at proving

them.

The concept of tragic hero has changed from timab#than to modern tragedy
throughout the time. The modern tragic hero hafteshto the ordinary and uneducated
character, who is a common salesman from middsciaDeath of a Salesmamhile
the Elizabethan hero was a noble and an intelleataracter, who was a Danish
prince, inHamlet As societies have shifted from upper class offleabethan time to
middle class of modern time, tragic hero has lestiobility and declined from upper
class to middle class throughout the time. Froms #imgle, Hamlet is a tragic hero who
is an intellectual member of upper class. UnlikéNjiJly Loman is a tragic character
who has not the strength of a tragic hero and henisineducated member of middle
class.Hamlet is an Elizabethan revenge tragedy which has alveotions of high
tragedy. It contains a social affair of the st@a.the contraryDeath of a Salesmas a
modern domestic tragedy that contains a persofail af a family rather than an affair

of the state since this kind of tragedy emergenhftioe needs of modern society.

The imperatives, which have a pressure on tragio lhed direct him to his
tragic end, are religious and moral forces likegmHamletas an Elizabethan tragedy,
whereas such forces are social and materialisticefolike the dream of success in
Death of a Salesmaas a modern tragedy. As society becomes middés cits values
are materialistic like the ideology of ‘Americanedm’ in modern tragedies; while the
values of society are religious and virtuous charetics in the classical and
Elizabethan tragedies. Arthur Miller declares thatiety is the only characteristic of
modern time that has a connection with classica¢tiHe dwells on the fact that people
have no sense of divinity in modern time and hersshat this is the reason why tragic
understanding has been worsened nowadays. He imairdhout society that: “By
society, | don’'t mean, of course, merely the gowent. It is the whole way we live,
what we want from life and what we do to get it'ti{g, 1999: 6).

The main point, in effect, , is that in a seculaivarse the moral centre shifts to

the individual in relationship to his social enviroent. At this level, | consider that the
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universe has changed from a religious cosmologyhef Elizabethan tragedies to a
secular cosmology of the modern tragedies sincmitivieaves its place to a social

determination as the medium of administration.

In Death of a Salesmassociety assumes the role of gods to whom Willgvsah
loyalty. It constitutes an “imperative” as an ollign to a given, externally located
system that forces tragic hero to act in directagitipn to an opposing imperative
which is characterised as a personal desire. latipjagods of Willy are more different
than traditional gods since Miller changes and syliebs them as supreme commercial
directors. The differences that emerge in modexgely are that social forces usurp the
role of gods and they change tragedy deeply buunogcognisably. Miller has called
such emergences as: “the tragedy of displacemantvhich ‘the tragic dimension’
surfaces in the protagonist’s struggle for a Igsrsonal identity’ displaced by ‘the
social mask™ (Otten, 1999: 8).

There are two different imperativeseath of a Salesmaas a modern tragedy.
The imperative of success in direct competitiorhwvifite personal imperative of finding
the authentic self within the tragic conflict. Arslar situation exists itdamletthat the
imperatives are more different than this modermyedy. The imperative of divine
power and the personal imperative of finding hirhbekides the absolute truth to reveal
around him in the play are different imperatives Hiamlet The differences of

imperatives in both plays create a tragic conflict.

The tragic conflict generates tensions betweenriand outer worlds of Hamlet
and Willy, between them as a hero and a psychabgase study, between social
commentary and personal experience, between thellgoaccepted view of morality
and personal guilt, between suicide and self-seeriAt the same time, the matters are
disconnected from the larger human society or atsglly charged universe in Loman
family s a characteristic of modern family struetueven though Shakespeare’s heroes,
like Hamlet, engage in a psychological battle aneopersonal level, they all see

themselves as primarily members of the larger conitywu
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The concept of ‘battle’ has also been shifted thhmut the time as a tragic
characteristic. Tragic battle occurs between Haraled religious powers to restore
divine order in Denmark ilHamletas an Elizabethan tragedy, while this battle accur
between Willy and social forces to save his faniflym destruction inDeath of a
Salesmaras a modern tragedy. Tragic battle has shifteah traditional violent wars of
the Elizabethan tragedies to psychological wammadern tragedies. Hamlet is defeated
by divinity at the end of the play but in fact, isevictorious since he sacrificed himself

for his purpose.

The concepts of ‘victory’ and ‘defeat’ iamlet have turned towards the
concepts of ‘success’ and ‘failure’ Death of a SalesmaiVilly did not succeed to be
a wealthy and respectable businessman in the dyasnmaterialistic society and he
failed in business life. He was also not an ida#lér and husband because of his wrong
belief in American dream of success and he faile@ dather, too. But, in fact, he is
successful as father and salesman because he issmdns older son Biff's love for
him and sacrificed himself for the sake of his fignat the end of the play. Hamlet
revolts against religious powers as an Elizabetihagic characteristic , while Willy

Loman revolts against social powers as a modegictcharacteristic.

The murder of old Hamlet and other bloody murdesscancrete guilts are
characteristics of an Elizabethan tragedidamlet The adultery of Willy Loman with a
woman as an abstract guilt and immoral act is alseodern tragic characteristic. The
concept of ‘guilt’ in tragedy as a characteristastthanged from a functional, concrete
crime of the Elizabethan plays to a symbolic, astraat crime of the modern plays. The
suicide of Willy, which is a self—sacrifice in anse, is similar to the death of Hamlet
which is also a self—sacrifice. After the guiltstragic atmosphere’ is created as another

major tragic characteristic.

Tragic atmosphere is created by the murders anth ddaits protagonist by
sacrificing himself for his purpose iHamlet whereas it is created by an adultery,
immoral act and suicide of Willy iDeath of a Salesmaifhe tragic heroes have tragic

consciousness or knowledge at the end of bothdrages a result of their sufferings.
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Hamlet and Willy Loman have a ‘tragic knowledgeteafthey have suffered so much.
Hamlet fights for a social purpose in the play. $éerifices himself to purify the social

and moral order as the representative of god imi2ek. Nevertheless, Willy struggles
for a personal purpose. He sacrifices himself fierfamily to save them and provide
them with better economic conditions in a matestaliand capitalist American society.
Hence after Hamlet suffers for his state and Waliyfers for his family, both of them

have a tragic knowledge and recognition. They Baerthemselves as a result of their

tragic recognitions of the facts.

Finally, the ordinary man of modern tragedy, Willpman who is not a hero
any more, was buried silently after his death withany ceremony and public
mourning, while the noble character of the Elizahettragedy, Hamlet, was publicly
mourned and buried after his death with a militeeyemony. Furthermore, the modern
tragic hero Willy Loman’s funeral is so simple wibimly attendance of his family and
his friend Charley unlike the magnificient and coma funeral of the Elizabethan tragic
hero Hamlet. To conclude this last chapter, | mafitm that tragedy and its major
tragic characteristics have had an “evolution” tlyloout the time from the Elizabethan

to modern tragedy.
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CONCLUSION

The present thesis has examined William Shakesge&at@mlet, Prince of
Denmark and Arthur Miller's Death of a Salesmam the context of their tragic
characteristics and evolution of these characiesistom the Elizabethan to modern
tragedy throughout the time. This study of the @&dethan and modern tragic
characteristics is based on two major works ofitrétgrature as these works are in the
quality of masterpieces in the literature of therldiol have tried to present the
evolution of the tragic characteristics from thazabethan to modern tragedy in a
comparative style particularly in the last sectadrthe third in this thesis. The current
study has analysed extensively tragic charactesisti the way which characteristics
have changed , how they have changed and howagi understanding has changed
from the Elizabethan to modern tragedy. | aim aivjgling to the reader a deep
information about tragedy as a theatrical form. sTlstudy frequently refers to
Shakespeare and Miller with their tragic plays wheonstitute the major concern of
this thesis in analysing the evolution of tragia@cteristics.

This thesis has described and also criticised thehaspect oHamletand the
social aspect oDeath of a Salesmaim different ways. Not only these two particular
tragic plays, but also has the ancient Greek tnagezbn scrutinised during tragic
discussion of this thesis to form an extensive ergriof the subjects on tragedy as
convenient to the essential purpose of this th@sisough the discussion of these tragic
plays, | have tried to fulfill comparatively thesesarch of tragic characteristics. The
chapters have been written as related to each atitereach chapter has referred to a
particular aspect of the main discussion of thesithen the basis of tragedy in its

complete form.

The first chapter has mainly concerned with tragi@racteristics which are
needed to make a distinction between a tragedyaaud other literary forms. This
extensive information about tragedy has construcied adequate knowledge to

recognise it and compare effectively its charasties. This chapter has also scrutinised
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important periods of tragic development throughitngt time as far as they have been
concerned with the central theme the thesis, starfrom ancient Greek, then to
England of the Elizabethan age and lastly refertinthe American drama of twentieth
century. The first chapter has represented thgetha firstly appeared in the religious
structure of ancient Greek and remained withinlitnéed frame of moral values rather

than being a literary work.

The second chapter has analysed ShakespeHaaiset as an Elizabethan
revenge tragedy. This chapter has aimed at preseBSiakespeare’s contributions to
the form of tragedy and referring to the influenaie ancient Greek on him. The
discussion, which has been introduced deeply infitee chapter, has developed in a
better way in the context of stating amlet which is possibly the most impressive
tragedy among other examples of the Elizabethagictiat. In this respect, the second
chapter has demonstrated Shakespeare’s geniusnaogation as an Elizabethan
playwright. At the same time, this chapter has fedma basis to evaluate truly the tragic
structure of a typical Elizabethan tragedy in ofdeconstruct a potential to compare the
Elizabethan work of this chapter with the modermknaf the next chapter.

The third chapter has comprehensively scrutiniseithuk Miller's Death of a
Salesmaras a modern domestic tragedy. It has also maiohcerned with Miller’s
innovations in the tragic form even without caritigat he is writing tragedies.
Moreover, this chapter refers to Shakespeare’'senfte on Miller in the positive and
negative ways as a result of a natural interegtetopic in a larger view for this thesis
which researches Shakespeare’s influence on Anmediama. | have tried to show this
topic in relation to the main theme of the currrgisis. The main discussion, which has
been kept systematicly throughout the two formeptérs, has been carried on strongly
in this last chapter through referring Reath of a Salesmaas probably the most

successful and remarkable tragic work of the tveghtcentury American drama.

| have referred mostly Arthur Miller as a moderayright , Karl Jaspers as a
modern critic and Terry Otten as a modern acadamiici the present thesis witht their

influential indications. The third chapter has showrthur Miller’s creativity and
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originality with his revolutionary contributions tmodern tragedy. Finally, this last
chapter has completed the central assertion othkss by representing the differences
of tragic vision and characteristics between theabethan and moderrn tragedy,

particularly, with the comparative technic of thstlsection of this chapter.

In the study oHamletandDeath of a Salesmathe major conclusion is drawn
through the main characteristic and subject ofedggthroughout the time. Tragedy
emerged in a moral and religious characteristiancient Greek. The ancient Greek
tragedians aimed at showing that man’s acts andgtits were controlled by gods in
this world. Furthermore, it is in the ancient Gréxggedy that man as a mortal existence
is weak, he cannot reach beyond his limited visiad self. Thus this means that the
central theme of ancient Greek tragedy was baseth@rconcept of ‘fate’ and the
notion of inevitable fate of human beings that weggermined by gods.

Although Shakespeare mostly influenced from the iesmic Greek tragic
convention and followed it obviously lHamlet he contributed to tragedy with his main
innovation that is the free will of human thoughtminst the inescapable fate of ancient
Greeks. He gave some amount of autonomy to hisacteas to choose their own
destiny and suffer as a result of their choicesugh their minds as it is in the example
of Hamlet. But | still see that Shakespearean tigdeas also a moral and religious
characteristic, whereas Arthur Miller changed ttagit vision and conventions of the
classical and Elizabethan tragedies. Miller used bwn style, survived tragic
atmosphere from the religious determination andudpind the modern tragedy into a
secular atmosphere in which man is restricted withe limitations of a social pressure

of success from now on.

| have some main indications as general conclusinisis study in the context
of tragic evolution from the Elizabethan to modé&ragedy at this point. Firstly, the
tragic hero and society he lives have been midi#sscin modern tragedy unlike the
hero and his society of upper class in the Elizsdrettragedy. Secondly, imperative
forces of the tragic hero have become a matei@ksiciety and business world in a

secular universe of modern tragedy unlike the @powers of the Elizabethan tragedy
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in a religious universe. Thirdly, the purpose oé tinagic hero to struggle throughout
tragedy has become individual and familial in modieagedy unlike the social purpose
of the hero in the Elizabethan tragedy. Fourthihg tentral values in the tragic battle
have become success and failure in modern tragelikeuthe main values of victory

and defeat in the Elizabethan tragedy.

The tragic hero struggles against the social annmadistic that only respect to
success, career and money in modern tragedy, whtredragic hero struggles against
the moral and religious that only respect to vigtand revenge in the Elizabethan
tragedy. Tragic characteristics have been cleaglyrasented as convenient to the
changes of tragic characteristics from the EliZadetto modern tragedy in this thesis in
the examples of the tragic heroes who are a piitaralet from Shakespeardtamlet
and an ordinary salesman Willy Loman from MilleDgath of a Salesman

This thesis does not claim to fill in a huge gaphe field of tragic studies but it
tries to put another brick to the wall of it. Tharent thesis has demonstrated that
William Shakespeare is a creative and an innovatisgwright but the main concern of
his tragedies is not social as this is clearly se¢tamlet Shakespeare’s tragedies were
addressed to upper—class families. The tragic ctexs families, backgrounds and
subjects were the characteristics of upper clastamlet Hence ordinary people from
middle class could not find a matter of interestti@mselves in this play.

On the contrary, Arthur Miller changed the usuatwentions of the Elizabethan
tragedy. Miller used the ordinary man Willy Lomamho had been scorned by the
classical and Elizabethan tragedians, and his gnabin a wild, materialistic society as
the main concern of modern tragedy. Thus Miller tueised tragedy into the art which
draws the attention of ordinary people from low amddle classes in modern time. He
proved that the main concern of a tragedy may lenaly drama in a greedy and
materialistic society, which tries to exploit ardiorary family for its merciless capitalist
purposes under its ideology of “American dream wécgess,” through his successful

usage of Loman family ibeath of a Salesmaror these reasons, Arthur Miller is a
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major contemporary American playwright who has nmoded tragedy and has become

a revolutionary playwright.

The ultimate conclusion of the present thesis & thagedy and its essential
characteristics have changed throughout the tirke &Il the other literary forms
because tragedy has to change as a natural rdstiie csocial values which have

changed during the time. There are not any “kingsldridynasties,” “royal families,”
“kings,” “princes” and “courts” today as they existthe Elizabethan era andiamlet

In contrast, there are “ordinary people,” “middless societies,” “simple houses,”
“common salesman” and “ordinary families” in modéime as they exist iDeath of a
Salesman Therefore, the classical and Elizabethan issaesat be accepted as the

concern of a few tragedies that are written in theglern age.

To conclude, | think that tragedy should be adar@és® the majority of the
society which are low and middle classes todagetls should not be addressed to the
minority of the society which is upper clageath of a Salesmamvhich occupies with
a tragic family drama, deserves to be more thaomattagedy as a modern domestic
tragedy. Besides thigilamlet which concerns with the moral dilemma of a noble
character, is definitely an Elizabethan revenggedy and it is also a traditional high

tragedy.
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