GHOSTS as a social play
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e o arguments do not affect Mander:’
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tions of Morell’s self-complacency. In fact .l‘hr:: '\c!?. v
confrontation of idcas in Ghosts, for Mra.’M‘:ir; ) w?rdly‘any
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It seems that Ibsen did not intend Ghosts to be a play of
ideas. Both his deterministic conception of the theme and the
retrospective method do not allow any scope for dialectic
approach which forms the basis of the drama of ideas. Here
he appears to be obsessed with the burden of the past which
he wants to throw off but can’t. The play, with all its moder-
nism, looks back to the Greek drama which it closely resem-
bles in its theme and execution. It is, as Joseph Wood Krutch
observes ‘simply shocking rather than in any profound intel-

lectual sense revolutionary’.*
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GHOSTS as a tragedy '
‘Few’, says Brander Matthews, ‘would be disposed to'day to
jeny the t rm (tragedy) to the sombre Ghosts of Ibsc?n .t" But
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tailing of schizophrenia’® But this Statement, ,, .
she adds, indicates clearly that hcr remarks haye hb-' a-,. "
cd by her mistake of considering Oswal a4 the 1 _
and are thus largely ill-founded. But it wifj be é?*‘f
brush aside Janko Lavrin’s objections, whic}, seeom -=: iy
firmer ground. ‘Mrs. Alving’, he asserts, ‘may \!....rg‘__,.
Ibsen's tragic heroines, yet the play as a whg, T':ma‘.,ll-’ .

pessimistic than tragic”.** His main argumen; ;, they g,

posits a kind of ‘hopeless determinism’ which ffn.dl‘:.r
striving uscless: ‘A tragedy, however, catastrophic, ﬂm‘;.; __
affirm life in spite of all. Here, en the contrary, ,,. car;..
rid of the notion that mankind has actually faileg &
repair’.® But this view, too, is not cntirely Correcy, .
thing, determinism or fatalism is not irreconcilypy, .&:r”k
concept of tragedy. In fact it is an Fssential attribute o7 Ql
tragedy and, as George Steiner points out, lies 4 the ru.;:,'f'
all tragic experience: ‘necessity is blind and maps Cﬂu;u--},,
with it shall rob him of his cyes, whether it be jn Thebe .
Giaza. The asscrtion is Greek and the tragic sense of i,
upon it is the foremost contribution gf the Gregk gcnn_;i.“
our legacy’." Secondly, Ibsen’s determinism, as shoy, el
is fundamentally diffcrent from Greek fatalism: j; imhe
rather than denics, a belief in will and struggle, *[hyer.
heroes’, to quote Raymond Williams, ‘characteristically die
fighting and struggling _and climbing: the aspiration 1 ligh
is confirmed, not contradicted by their deaths’"?
Similarly, Lavrin’s charge that the play does not provice
any catharsis® holds no water. To quote Joseph Wood Kru:
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the natll’rcﬁnf tragedy lay in its avowed intent
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contrary, 1s revolutionary in jg purpose. It does not

want to purge the soul but to burden it to the point wlien
it will rebel against things as they are 44 '

[t is this diffcrence which we notic
like Hauptmann's The We
peare’s Macbheth.

Another critic, Alan Reynolds Thompson, denies Ghosts
the title of tragedy on the ground that there is no heroic cha-

racter in it.*” His view, obviously, is based on the assumption
that a tragedy is not possible without heroic characters. But
this very assumption is belied by the presence of bourgeuis or
domestic tragedies like George Lillo’s The London Merchant
(1731) or Arthur Miller’s The Death of a Salesman (1949)—
the tragedies that feature common people and commonplace
situations. A final death-blow to this notion of tragedy has
been dealt by the emergence of the anti-hero in recent plays
like those of Samuel Beckett.
In fact, all these critics are guided in their judgments either

by Aristotelian or Shakesperian conceptions of tragedy. They
overlook the basic fact of tragic experience which consists
in the feeling of what Lady Macbeth (Macbheth, 111, 2) calls
“Nought’s had, all’s realization of the futility of
: he heart of all successful tragedies.
s. Alving comes to realize
| t of Oswald’s
ic situations.
1ad so fondly

¢ between a modern play
avers and an old play like Shakes-
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cherished but also to serve an ins%rument of its gnq..
haps there could be no h.arsh'cr punishment for 5 hUm;;;‘ér, Pe,
death looks like a blessing in comparison with i : hes
lets the curtain drop without relenting the tension The gyt
leaves the theatre, not having the ‘calm of ming 4'
spent’ but with a feeling of disquiet that continye, r,}

him for days together.
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