mformation ages have overlaid the universal logic of primitive thought with the
ic nemded tp suvive in modem artificiel envivenments, The
mythology of any socicry 18 o famework for s analyss, but Westem

trangjations of ancient cultures have tended to divorce the theores fSom the

origytal culiyeal ad religions senings. Lévi-Strguss, bpwever, maintains that

in ftself will reveal univergal and nom-rational logic. Here he is following the

Frendian theory that a coilective dream iz capable of revealing a universal

very mmtergretation which provides the koy to the meaning of myth. In
Structural Anthropofogy Lévi-Strauss writes that "all the paradoxes conceived
by the native ming arc ... assimilated mta a less obvious y¢t 50 renl paradox
which [the situation] fails o resolve. But the failure is admitted in our myths,

and there precisely lies their fimction. ™ (Leach [970: [32,)

An imporiani aspeci of Lévi-Strauss’s iheovies on myth is that of the
contradictory psture of its development. The concept of the struciural
properties of myth follows Hegel's specylations about the natyre of reality md
the logical techaique by which it may be grasped. This technique can he

summarised by the foronalz * thegs - mtithesis - synthesis", which results in the
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segments refer to relations between various characters, or

to the starus of an mdhidizal, [Thesis]

2 These relatipnships are then placed mte pairs of

contRries JAntithesis]

These contraries are then regolved through mediation, [Synthesis]

| F¥]

which returns the cygle to itz begionmyg. [Thesis|
4 Thesz are agamn broken down Mto varipus contraries,
which are I tum medated, The cycle contmues until

poly one contradiction remains,

Such an aAnalygis assumes that each efement is ondy muportant i refation to alf
the gthers, snd is therefore meaningless i isolation, just 28 4 musical note is
ieaningless withoyt reference to a score, Meanmyg is farther tensified by the
way m which the ¢lements am: combimed, By applying the above strugtute to 2
myth, or group of myths, Lévi-Strauss ammives at a form of social dialectic: the
4
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social contrgdictions are stated,
maodifiad form until, in the fmal statement, 8 basic contradiction is stated and
thet resobved, Thus " the purposs of myth is to provide o logicel madel capable
of overcoming a [real] comtradiction” (139} The centraries {(also known as
frames of reference) may include characters {men apd animals, heroes and

gods, birds and bumans, ¢tc ), tastes and ameils, kndscapes (seq and moumtaing,
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valleys and oliffs, eic), tnimals and plants, sound and silence, or any

combination of these and other cootraries. The conelugion yeached b

=

Lévi-Strauss is not that all myths say the same thing, but rather that collectively

tie sum of what ail the myths say is not expressly said by any one of them, and

that what they collectvely say is a necessary poetic fruth stated dhrough a

iderwifed and dintinished by the myth, A summary of LAvi-Strauss' theorjes of

myth can be digplayved 23 follpwe:

1. Smuctura, in which nre entajled:
a} Prizaacy of the collective,
b} Extrication from cultural and religious contexts
c] A frame pf referenge which has objsctive value, if T can be shown that the
processes of thought follow & universal logic.

2. The structure of thought,

3. The use of myth to demmonstrate the above,

The above theories Save et with jome Iesistance and even pccasinnally pvert
bewrility due to the tendency of Lévi-Sttauss to broadly generslise and assert
that cultiare and myth should be regarded as separate entities. K. Burridge (in
Leach: 91} bas pomted out that Lévi-Strauss has committed himself to

_Lr__

treating the structural units ofF m}'tnasumay Wwere UDambiguous. Yet, iom a
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literary paint of view, all words are smbiguous and, to a poet or myth maker,
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the discussion of poetry, bas given foll value to the ambiguity of langusge while
m myth he supgests the ulimatz meaning is clear-cut and well defincil.

However it is olrvious that various myths do contin a variery of mesnings to

different communities, societies and ¢ven mdividusls This s particularly weil
summed up by the French iiterary theonst Roland Barches i s work
Mithologies witere the wssertion is made that "sything may be 2 myh, " (1057
3} Despite these criticisms, the theones of Claude Léwvi-Straguss remain
pmnacles of the study of mvth, and are often ysed 8y g frome of yeference m
individual studies, as they sre in this dissertation, There doss however temain
one further ares of nxythography which has a direct relevance to this study, and
that ig the sver-increnging importance of the relatonship berween myth and
literary criticism

SERALLLF WAl

2.2 MYTH AND LITERATURE

“Instead of the ngreative method, we may now yse the mytiticad methed, & iy, !
serigusly befieve, a step toward making the medern world possiblz for an,

towazd ... onder and Forge " {Righter 1975: 60.) Thus did T-8. Eligt commend

sounrce of meaning that could bring some measure of value and form to the

chavg of moadem life. Throughout the histery of literaoure, authary, poets md
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literary critics have been drawn to myth as an agent For theiv creative powers,
a5 a source of mepiration, and a8 a tool I the art of interprotation. Myth can be
acsociated with all fields of art, but it is m poetry and drama that it has made
the most impact. it is ohvious that 4 talented poes or author is better able to put

across the message of a myth than o mythical epecialist, although culiural

context becomes a crucial factor. A Scandmaviam saga, for exampic, 15 moré

Troitus ond Cressic because the former is

eare’s
still rooted in a pre-historical background, whilst the latter has been adapted for
contenmporary audiences. It is no less ‘mythic’ than the soga, bui ®s social
context forces a redefiming of its ‘mythologicall stanes m terms of the attinedes
and theodes of both its auther and its listemers A mythical story can thea
remain unchanged {cven while adaptmg to cultural end contextual changss), vet

the underlying astiade of its audiences may differ vastly.

One of the maost influential thinkers on myth and litzrature has been Fricdrich
Schiegel (1772 - 1829}, & German philosopher and critic who wag aise one of
the founders of the Romantic movement in Germany. He proposed that the
poets of any particular age should be able to conceive of themsehien as
mythmakers engaged in 4 communal theory based on the assumption that the
modern Western world has no anythology of its own. As a result, it is necessary
to ‘me-creste’ mythology out o
new' mythology bas to emcompass all fields of arts until art and owyth have

become totally integrated. This point of view was, however, contradicted by



27

the French muthor and poet Victor Hogo {1802 - 1885) who cloimed that
Western mytbolegy was never actually iost. but needed to be further exploited
for literary ends. Whers Hupo and Schiegel do agree is that mythelogy is no
longer # simple macter of content, but cather & way of thinking mud, more

mporianty, a means of crtation. 1o Sich a way it can be geen as the central

creative peint of all ant and literature, Thizs concept was furthered in the

writmgs of William Rlake {1757 - 1817), the English poet, paimter, engraver,

vvvvv ]

and mystic. FHe asserted that myth is the mner structure of all human history,
zd bistory itself can be explamed by the mythicsl imagnation of the artist.
More than pny other poet or author, Blake's outpur was an aitempt to re-create
mrythology in such s way that the past, present and future could be gathered
into a collective whole capable of beimg mterpreted and analysed through its

very mythic nature and development,

The question that romains after all the theory has been outlingd is whether or
npt 3 myth can have any bearing on the literary process. For example, The
Tempes! by Shakespears ¢an be said 10 lend itself to 3 orythical nterpretation
a5 ft contains mumerous mythical archetypes amd imsgery mvehmg fertility
cults, death by water and rimaal reconciliation. Yet this drama has no dirsct

relationship to any established mryth, and the faci that mythical theories omnly
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the historicised notions of a mythicnl sxplanaton of the play. {eoffrey

Chaycers gpic poem Troifus amd Criseyde reveals a dimilar dilemma, No
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classical accounts of the tale exist despite its setting in Ancient Troy, and it is

necessary to ask whether Chaucer was more influenced by the myth or the
story, as well as to ask whether the final outcome is mythical, narrative, or
both. These questions are beyond the scope of the present study, but are
equally relevant to a discussion of Elektra. Sophocles' Electra was based on
the mythologies of Ancient Greece, and von Hofmannsthal's Elektra was in
turn influenced by and based on Sophocles' drama. Does the fact that the final

version is borrowed indirectly from mythological sources mean that the myth is

fundamentally the same, or is it the same story without any mythical
overtones? It must be stressed agam that the 'myth' is the same, but the cultural
context of the ﬁnJe-sie‘cle as opposed to Ancient Greece shifts the emphasis
of the drama's structure. However the ambiguity of theory about myth often
obscures the issue. Audience response to a particular play, poem, composition,
or other work of art cannot be analysed as a result of the mythical or
non-mythical nature of a story. Myth is often integrated into a plot or story as a
means of enriching or deepening the literature concerned. When a traditional
myth is incorporated into a work, the collective powers of the poet or author
are of more importance to the effect of the myth than the cultural implications
of that myth, and as a result the myth itself becomes a measurement of the
writers' own talent. The result is, therefore, not a national myth in the style of
ge in the development of the writer. In addition to this,

Homer, but rather a sta

sed. it can serve as a framework of underst ding

v‘— =35 -
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if a familiar myth i

for the reader or audience. From a contrary point of view, an unfamiliar myth
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is, through its very distance, imaginatively useful and allows a claim of the

exotic and esoteric to colour the appeal of an artist who is more concemed
with tone and contrast than piot development. An example of mythical theory
in literary practice can be found in the extensive writings (both theoretical and
fictional) of Thomas Mann (1875 - 1955). Mann's attitudes to the role of myth
and modern literature were shaped by the psychological and philosophical
revolutions of Schopenhauer, Nietzsche, Freud and Jung. His conclusion is

that, known or unknown, all myths lie within the individual, and as such are the

foundation of life and the unconscious - all mythical knowledge resides not in
the art, but in the artist himself: “When a writer has acquired the habit of
regarding life as mythical and typical there comes a heightening of his artistic
temper, a new refreshment to his perceiving and shaping powers, which
otherwise occurs much later in life ... the myth is the legitimisation of life; only
through it does life find self-awareness, sanction, consecration.” (Ellman 1965:
675.) Mann has gone even further than this by comparing mythology and
mythmaking to a drama, a farce, or a folk-mime, and the artistic eye has as a
resuit a mythical siant on life which makes it iook like a scenic reproduction
reproduced as in jest. At the same time, a narrational meeting of myth and

psychology is "equivalent to a celebration of the meeting between poetry and

analysis, between art and order” (67).

f the problems involved in defining myth, the overlapping of words

such as 'myth’, 'mythology’, legend’, ‘folklore, ‘tale' and 'story' tends to present



unique problems. Gerald Kirk in The Nature of Greek Myths has attempted to

distinguish between myth and legend on the basis that legends are supposedly
based on actual events, while myths include gods and other supematural beings.
However, heroes appear in myths as well as legends, and thus create an overlap
between the two categories. A folktale on the other hand may be identified by
its more frivolous nature. Any change in context, though, results in a parallel

shift in definition. This leads back to the concept of myth as an energising or

degrees, depending on the context which the work of art provides. The element
of myth is not so much a creative method as an intellectual device used to gain
some perspective on the author, and on the world in which he works. Eliot has
written of myth as "simply a way of controlling, of ordering, of giving a shape
and a significance to the immense panorama of futility and anarchy which is
contemporary history.” (Righter: 34.) Eliot credits W. B. Yeats with being the
first literary figure to be aware of a ‘'mythical method'. However, that there is
some order imtrinsic to the mythical material itself seems highly unlikely: not
only will the artist manipulate the elements of myth as he chooses, but he will

also assign to them a meaning of his own choosing.

Another figure who has been influential in twentieth century studies concerning
the relationship between myth and literature has been Northrop Frye. Frye's
winel- 2
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difference. Whereas Kirk is of the opinion that myth, legend and fairy-tale can
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be defimed as different geures, Frye belisves that "the typical fonns of myth
become the conventions and gewres of Hteraturs: Myths of gods merge miv
legends of heroos; legends of heroes into plots of tragedies and comedies; plots
of tragedies md comedies merge inte plots of more or less realstic Fetica."

{1957; 51,) This quotation, frem Frye's best Jmown work, Anaromy of

Criticism, is taken from a section used axclusively to propound the similarities

P R R i tha o dicemlinee of movth and lterature, Callme has
anil iniinences peEbwesd IOo byD LIECIPUNLS ¥ allmg

theory "Archetypal Criticism: Theory of Mythg", Fryc sets about proving it
thtough the appiication of mythical imagery to the genres of comedy, romance,
tragedy, irany and satire. These genres or cotegorits are in contrast to onme
another, Tragedy and comedy are at opposite poles, as arc romance and irony.
However, comedy can at certaim levels blend mto erther satite or romsance,
while rommnce can be either comi¢ or tragic. The tragic, on the other hand, i
often highly romantic and, &5 oftex, iromically realistic. The mfluence o
on ather studies has been notable, md his theories sad concepts form the basis
of some of the hypatheses used in this particular study, particaisrly i chapiecs

five to eight {pEOE).

AR WAGNER
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turn once again to the theories of Richard Wagner, whose development of the

musiculmythmnﬂmdh:mdeﬁningoﬁhaﬁmuﬁnnnfmuslmlthm“a
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whole, A summary of Wagner's central theory of 'mythos’ can be outlingd as
fellows:

- Myth is the basic material of Greek tragedy. This has to be 50, because
no single mdividual can fully understand the nature of creation. The commumty

(or in Wagnerian terms, the "Volk') created its pods in an mnage which it could

comprehend, thet of man and, i domg S0, took the Hrst stey towards

the world and its inhabitants. The "Volk', using emih, thus became

ihe creators of art. As the resultant mytha are essentially aftempts to achizve &

perctivable portrait of the world as experienced by man, tiey vs necessarily
schieve artistic form and wvalue. The Crreek trepedizns had the task of

compressing and distilling such myths into the form that sppeaied to the

imagination of overy audience, and so of brnging them to the veabm of reality.
"Tragedy is nothing ore than the artistic completion of the myth itsclf; while
of 1 Bife=view in common.” {Geldman 1977 156.) Myths

[

the myih is ths poem
are therefore the raw materisl whose images (he poet can employ as the vehicle

__ b _ =1 ' __ _

for his own exploration of the world around him, The mcomparable thing abou

the myths is that they are trve for ail time, and their content, however close jis

cOmpresgion, is mexhanstibla throngh the ages

'Mythos# was to become the central concept m  the Wagnerian

- octota artwork), In which a3 much theoretical thought is
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given to the music ag to the art, decor or libretto, At the time he was readmg

the Oresiela, Wagner was congiderng writing 2 ousc-drama based on the
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fimctions: "The peds and heroes of religion and saga are the concrete

persanalities in which the spirit of the communiry poritays its essence to itself

1977 266.) Wagner's chief mspiratons had becn drawn from Narse and
German mythology, and in particular the legead of Siegfried, ever smee he read
Jacoh Grimin's exbaustive cotpilation Fewlonic MpFoiogy i 1843, Cree
again he tumed to Greek tragedy: "I was pointed al the last to myth [where]
social relations were drswn in lnes a5 simmple, piastic and disunct as those
through which 1 had earlier Tecognised in it the human chape itself” (Ewan
1982; 33.) This ideal formed the bagis for the use of myth in music in the lote
. oo h and early twentieth centuries, and must have appealed to the young
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Richard Strauss, whose own passiomate imterest i Greek antiquity led to the
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composition of six Major mythological work

The study of myth is therefore an ambitious undertaking, and any one study is
forced to make use of the theery or sheoties that are the most applicable to ils

particular field in ordet 1o avoid generalisation and/or ambiguity. Even then, the

Lo e oftem contradictory 10 the conchisions reached by
conclusions teached are oflem © ]

studies which chese an Opposmg theory as their paint of refermce. The

fimctions of myth and mythology femain impossibly varied, and one of ihe oaly
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descriptions of these functions which manages to pontaim oll (he disparate
¢ found m volume four of The Masks of Ged, an epic
exploration of myth and meaning by the mythologist Joseph Camypbell: “The

fr fupction of a mythology is to roccencile waking consciousncss the

miystferiumt fremendunt et fascinans of this univorse as it is: the second being to

render an
consciousness. Shakespeare’s definition of the function of hig art, "to hold, as
‘rwere, the mirror up ta nature”, is thus equally & defmition of mythelogy. It is

the revelation to waking conscioumess owers of its own sustaining

course.” (Campbell 1968: 4. Tt is the purpose af this study then to show how

ihe pature of the fin-de-siécle fashioned and defined the re-creation of the myth

of Electra.
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CHAPTER 3

OM MYTH TO LIBRETTO

on, King of Mycenae, made war against Tantalus, King of Piza, and

E

B LI tim snd his new-horn s0n, forcibly married his widow,

o
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Clytaemnegtra. She bore him one son, Grestes, and three daughters, Electra,
jphigenis and Chrysothemis. However, Aegisthus {som of the pretender to the
throne of Mycenae, Theystes) became the lover of Clytaemnesira whilst
Agamemnon was away at the Trojan wars, and togsther they plotied to murder
the king upon his return. Aegisthus' desire was te take cver the royal postion,

while Clytacomestra desired to avenge the deaths of ber hushand Tantalus and

gods before settmg out for the Trojan conilict. When Agamemnon retumed,

Chytaomnestra greeted him with pleasare, and led him to the batihouse where a
hot bath had heen prepared by slave-girls. As be Fnighed, and put one foot out
of the bath, Clytaemmestra throw over his head o garment of net woven by
herself, Aegisthns then murdered the helpless king by delivaring two strokes of
» double-edged sword, and Clytacrmicstra decapitated hitn with an axe, the

Cratan symbol of soversignty. Elecza, fearnt r brother's gafety, e

[}
=1 R e — =l ril]
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mfant Orestes away with their father's ancient tutor, and after hiding for a while

rhiar  fhoasr oant M ia st the om of
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Strophtus. Here Orestes became 2 firm compation of the son of Steophius,
Pylades, and the two boys grew up as brothers. [t was here he leamed of his

father's death and, after consulting the Delphic Oracle, leamed also of Apolles

demand of vengeance, on (he

Orastes and Pylades returned secretty to Mycenae vin Athens. In the meantime,

Electra lived in unimaginable poverty in the courtyard of the palace. Aegisthus,

rrrrr Y -

who acted a8 sovereign but

cring amtunlle LHla mare than s clave 1
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Clylagmnestra, was petrified of vengeance and bad offered a large reward for

(he assassination of Ozestes. He also forbade suitors for Electra's hand, a3 2 som
born to her could concevably be a wehicle for vengeance. He would have

destroyed her altogether, but Clytacennestra did not want t¢ offend the gods

lectra was threatened with moprisonment aud banishevent if she

firthar and an
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did not sccept the stuation as her sister Chrysothemis had done. Instead she

o Lia nhoota mohees and fane of
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was married 0 8 poor peasant who, becanse
Ohostes, nEver consurmuated their wequal union. However, she secrctly sent

constant reminders to Orestes that it was his task 10 wroak vengeance on thelr

muother and her paramour.

— < arrived i Mycenae, Clytagmmestia had 2 vivid nightmare where

"n_ U{EgEﬂ LSS T wmaa
ghe gave birth to, md suckled, 8 viper. When Orestes beard of this, he knew

P o, S

that he was that viper who must degtroy hiz mother, Elecira and Oresies fnally
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¢t again at the grave of their father, and Otestes and Pylades entered the

=;

palace disguised as messengers from Rrrophius, bearing the news of the death of
Ovestes in a fall from kis horse. They wished to know what should be done with
his ashez Clytasmnestra, not recognising her dot, was ovenjoyed and seat for

Aegisthus who was at a nearby temple. The maid who was sent had recogmised

Orestes, and therefors told Aegisthus to come 1marmed, 25 His enemy was dead.
arrived, Orestes drew s swerd, and oot him  dewn.
Clytzemnestra recogmised him as her sen, md bared her breast m an effort to
win mercy from him However, Orestes bebeaded hier with a singlc siroke of
the same sword, and she fell beside the corpse of Aegisthus. After this, Orestes
was punished for his matricide by the Furies (Erimyes) - serpent-haired,
dog-headed and bat-winged creatures who set about Haymg him. He made his

way to Delphi, where he gubmitted to tris]l with Apollo as Lis deftmdmng

- FE YT W, Y

3.2 THE TRAGEDIES

The myth of Electra and Orestes iz one smel! part of ¢ huge myth concemning
shve house of Pelops i which the them is one of a cycle of revenge. The myth
hag survived in such a stylised form that fts origing are virtually obliterated: It is

refared to in passing m Hotner, and then became a popular myth for
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dramatisation, "proving that the classical dramatists were not bound by tradition

.. theirs was a new version of an ancient myth" (Graves: 426). The first Greek

-4

t in a significant way was Aeschylus (525 - 45

[«

dramatist to make use of the pl
B.C.), who in his great trilogy The Oresteia makes use of the full cycle of sin
and revenge. The central character of the drama is Electra, who appears in 7he
Libation Bearers, the second drama of the three. Aeschylus' concem is with the
omnipotence of divine powers who control destiny, and the powerlessness of

the characters to question or resist these powers. This theme of a “puppet of the

gods” was rejected by Euripides (484 - 406 B.C.) and Sophocles (496 - 406
B.C.), who both dramatised the story of Electra and presented it in a more
plausible manner. Euripides took the return and vengeance of Orestes as the
plot of his Electra and chose to present it on a human level. He also took the
opportunity to pronounce judgement on Orestes' deed: it was both sinful and
inevitable, and as such involved no benign power. Sophocles' Electra is the
most poignant of the three versions: it neither approves nor condemns, nor

pronounces any judgements. The plot is concerned with mortal beings whose

~=~M PN

situations are not due to divine will, but rather to mortal doings. The play,
unlike the other two, is complete in itself - it does not require or intimate a
sequel to the events presented. Although Sophocles was unmoved by the
complex symbolism of Aeschylus and the poetic subtlety of Euripides, he
nevertheless created a tragedy which did not diminish the controversial

elements of the ancient myth. He was content to display the story without any

moral discourse. Whereas Sophocles was not the inventor of the dramatic form,
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be wiys nevertheless the one to perfect it into a structura akin to today's theatre,
and farther developed the an of dramatic ttﬂhﬂiquel‘ly' ﬁ;creaaing the number of

mam characters t¢ three. Sophociean drama can be defmed as "the drama of

is often refermmed ta as the Father of the theaire. A future artist whi was to
become stropgly mfluenced by the Attic tragedian was the Genman playwright

Hugo von Hofmannsthal, whose play Fiedrrg 19 g I:g_g'.!wpggﬁgu ﬂfbﬂguuci-g'

L L =

owE lragedy.
3.3 VON HOFMANNSTHAL AND THE DBEAMA ELERTRA

Hugo von Hofmaensthal ((B74 - [929} began his literary carcer whils sl 4¢
schop) snd became well kngpwn for his poems #nd essays which he composed
undet the
influepce on the literature of his native Austria, and helped to lay the fovmdation
of & original post-Remastic literary movement. The continuzd guccess of his
literary career saw the young man decide to forege bis planned acadeutic Rure
For thar of playwaighe. Von Hofmannsthal's peculiar talent in the field of

dramatic art was to rework the works of other periods, and presenl them in a

setting suitable to the maod of contempotary Evroge. Az a result, by the end of

-1 D | 4 _ 1 L__ . mbe mw act il avmeminbhe ac wienll on - Lo bA_.
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regarded intellechzal and philosopber. Among the concepts that intrigued him
Mythos' 1o von Hofinannsthal was all-embracing, the true centre of creative

thought: “Mythos is everything Botibous in whick veu panicipate a5 3 buman

being" (Hroch 19%4: 141.) In 1902, von Hofmannsthal had produced the

noblemay of the Elizabethan period, writes to his closo paternnl friend Lovd

Chancellor Bacon, and describes, among other things, his growing disgust with

Frustration at beivg wmable to live W 2 present reality. Yoo Hofmannsthal felt

that it was only through the experience of myth that a character could become

purified, ond that mpyth was the perfect vehicle for conveying dramatic or poetic

......-..-“-. =al%s

intent. [n particular, the myths of classical Gresce caught ven Hofmamnsihal's

affention, as well a5 (heir re-adaptation by Aeschylus, Eunpides and Saphoclcs,

The Greek wadidon bad leng been pant of German culture, with Gogthe in

particular producing work based on the sereie and pastoral elemnents of

antiquity, Von Hofmamsthal, however, faced with the dilemmag of the

in hiz power to deflect the concepts of “poble

did everythin
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ife,
simplicity and quiet greatness” (Uekenmann 1986 15), and, in the writing of
Efebrra, turned to Greece 25 expounded by Friedrich Nietzsche in The Sirth of
Tragedy: datk, brooding and savage, with a conscious desire for uglness and

destruction, “a will to tragedy, profund pessimisn” (1936: 8). In arder to
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achirve this, von Hofinannsthal made usc of comtemporary psychossalytic

m}"ﬂi, and a recul Fiskira iz a |g}.r miluenced 43
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much by the discoveries of Freud as it is by the tragedies of Sophocles.
Kenneth Segar, in his #sssy on the influences on (he writing of Elefire (Johm

198%; 554F 3, writes that von Hofmamsthal was forced to "create aesthetic

harmonies oul af the [

heritage of an age-old world” (p33). Although von Hofmannsthal used the

subtitle "a drama freely based on Sophocles’, Efelira 15 alse indebed to

o iko sy, 1

Aeschylus and Euripides, as the playw
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from all three Greek sources whenever he feht it would benefit the drama. In
cuch a manner the dramatic tension of the recognition scene is heightened by
combining fhe Sophoclean sccount of Orestes being accompanied by his o
{who had gone with him into oxile when Orestes was still an infent), with

Apcchulug' account of Orestes' return beng a matter of hopeful conjecturs

rather than an eventual certainty. Other elements are emphasised or even
exaggerated by von Hofmannsthal, as in ihe fiiction betweet Elekira and
Chrysothemis - which is na mote thean bickermg in Sophocles. He also
eliminated the chorus entirely, thus allowing for & free expression of his
acsthetic of the mdividyal facing his o7 her present reality. Forwever, the most
significant alteration is that of the final sceme. In the Sophocles tragedy, the

o con the death of Aegisthus and the marriage of Elecoa Von

Hofnmnsthal's version sees Elektra lsunch into a manic dance of triumph,

leading to her collapse and death, in an unprecedenied and smbigucus fmalo.
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Klytemnestra: "There is nothing m the whoie text of Greek L

one for Hofmannsthal's recreation of Klytemnestra, She is the most ghastly

e e s b Ascadence than Elektra, who is at leost strong it her hatred
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fally explained i he earlier magedies. Voo Hofmannsthal had been mpressed
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gtill manaped to create an external conflict and drams. Consequently, ho

ic concerns even furher, and this has led to

sriticism that no gennine conili
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importance assigned to the task of Orestes by e Lirecks Tecomes o S0

s ___ 1T__. . .

iitle mare than a means 1o the end of Elekira's revenge. Maximilian Hardén, a

502 premier of the drama, commented that it
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would have had greater cobercaice if the retributive deed of Orest bad been lckt

Sad s he had reanafnenad
LA

out altogether. Fn 1911, von Hofmamsthal admiited that ho hiad transformed

= =T _im sk sin

varicus emotional prémicaiiams

bulk of the drama.
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Elefktra was one of the most successful works ever written by von
Hofmannsthal, and despite reservations by critics such as Harden, became the
principal reason for the fame he enjoyed. However, he was not yet satisfied
with the final outcome of the work. Von Hofmannsthal had long thought that
the true expression of drama, particularly in the creation of mood, atmosphere

and intensity, was music: "a material more immediate, more fluid, glowing

more intensely than words." (Broch: 141.) Thus, as soon as he heard of Richard

Strauss' interest in Elektra he made plans to arrange a collaboration in the

rreantinn nf an Aanara Nacnita nitia ac Q y A ceemila -
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content between Elektra and Salome), it was inevitable that Strauss would be
attracted to the idea of a collaboration. This was principally a result of the
nature of the drama: "Whether the subject is hysteria or a mystic union with the

Ground of Being, the work is less a drama than a tone-poem" (John 1988: 59).

3.4 THE LIBRETTO

The text of Elektra is divided into seven scenes within a single act, and with
minor differences has the same structure as the libretto. These scenes are:

i Prologue: The maidservants.

ii Elektra alone.

iii Elektra and Chrysothemis.

iv Elektra and Klytemnestra.

v Elektra and Chrysothemis.
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vi Elektra and Orest.

l,""__
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One of von Hofmansthal's ‘improvements' on Sophocles was to exclude the

_ chorus, and in its place he substituted five maidservants and an overseer (scene

i). This treatment was retained by Strauss. However, an important aspect of the

the play any reference to his name was deliberately avoided, as if it were

forbidden to utter it. This is so even in the great soliloquy of scene ii. It is only

ee to invoke the

Orest who is able to break this t:
royal name. Strauss, however, insisted on introducing it at every possible
opportunity, and provided motivic material to emphasise it even when not
spoken on stage. For example, the opening as well as the closing bars of the
opera are deliberate derivations of Agamemnon's musical theme. Another
important difference occurs in the ordering of events: In the third scene, von

Hofmannsthal has Elektra describe a nightmare in which Klytemnestra is

hounded to her death by her children. Strauss transfers this dream to the end

of the fourth sceme, where it is used to increase the dramatic tension.
Unfortunately, modem conductors and directors often choose to cut this
section in performance, resulting in a more logical musical progression at the

expense of the dramatic effect. Strauss often requested changes to the text,

s were minor in nature, and usually involved a reduction

although these request

in lines and/or characters. Scene vV in the opera, for example, includes an

which in the original had a third character,

exchange between two manserva nts 3



o & brief and peremprory
exchange between the aggressive young man and his bewildered elderly
colleague " {Del Mar [962: 317) In onfy ono scene did the composer actually

ask von Hofmannsthal for mete lines, md that was in the recognition scene the

JSEInINE.  Accardingly

Strauss requesied “a lopg pomt of repose after Elekira's first ory of ‘Orent!'..

Couldn't you Bt m a few beautifir] verses here upil, at the point Orest tries to

embrace her ighderly, 1 can pass mté & moré satmbre moed." (Comespondence
1980: 16) These exira Lines, which were writteny with some difficutry. allowed
Straugs to creste the only moment of rapt tendemess and sustamed lyricism in
the entire work, However, a5 4 result of the extension of the recognition scene,
Stramss severely cunailed the ppact of the tuters entrance at the end of the
goene, thus dazring the transition to the finale. The fingle itself created some
disagreement between hibrettist and composer, with much discussion ensumg
between the fwo men fegarding the fnai scene. Von Hofmamstha proposed
concluding with Kiyremmesra's desth and Elektrs's dance, thus omiting
Aegisih's arival and onirder. Stranss was strongly opposed to this, and Aegisth
was eventually retained. In addition the decluatlon "love kills, but none passes

withowt knowing fovet® wak added (o Elakira'y song of victory in

]
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the libretto ends much in the ssme way as that of the play, with the collapsa

and death of Elekira, 2nd the ominous absence of Orest frum the scene.
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von Hofnannsthal was in general pleased to have had the opportunity to

rework the text, By 1906 he had recover

ER
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\Chandos' letter, and he welcomed any chance to emphasise the positive aspects

of his heroine, as well as to redefime his relationship to drama. By nsing music

i1 conjmection with stage techeigque, he was finally able to intensify and peciect

his dramatlc aesthetic. Elextra o

anllaborations between poet amd composer, and the names af wvon
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Hofipannsthal snd Strauss are a4 synomymeus as Da Ponte md Mazart.
Together they created 2 musical myth, in which the music is 85 important to the
whole 29 the liprettc. By examinimg the two aspscts smmitaneously, i is
possibie to advance the theory that Efeldrer 15 more than a myth with orchestral
accompaniment, but rather a stage tone-posm which is in #s entirety 2 tyth n

ihe 1me sense of the werd. The mistake that is often made 19 to ascribe Efekirg

yet any meaningful study of the opcra tnst recognise

theoretically. As a result, this study of the mrythical natwe ¢
the concepts and theories of boih its creators, with both the score and 13

fibretto being given equal promimence.
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marked the appearance of the most mmponant mythological opera since the

s mnressions left on the yomg composer after bis journey to Greece m 1592,

& ancient Tuing of Olympia, promwpted him to write
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oyl omar that "evervthing 1 expeniomesd i Greece
T O ey RRAEY E——T = J I

to Wagner's widow, L{OgiME
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Opera subjects based en Hellenism

the fervour of nationalism forced the ideals of the Renaissance (o give way to

the rediscovery of anciemt European epics. Strauss himself composed two

I PV wlicHa manda hn ﬂgi‘l‘ ar

operas 1 the matioualistic moce, aram (1394 nor Feuerinot

{1901} compare favourably with his five efforts im the field of antiquity: Efeltra
of 1908, Ariadne auf Neaxos of 1916, Die Agyprische Helena of 1928, Daphne
of 1838, and the posthumously performed opera Der Lizbe der Dandge (1952).
Y¥et of thess five mythological operas, ene did not reflect the true spirt of
Greck thow This was Efekfra, a vocal tome-posin 50 exifeme m s

(he concept of everything evil, mysterimis, destuctive &o

wr _u1 - _. . & !
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Cirausg never had the same sense of the nrythological as did Wagner, whose

O] RUGE WY e S w3

treatlses on music and d moth formed the basis for his creative

sesthetic. but the theoretival foumdation of Elektra 23 8 mym 12 2 i to thet of

aalurl.u.lnml [T rE-T1]
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cancept of the ‘mythes' and its implications i the artistic natwre

being Mythoe was von Hofmmmisthal's response to the despair of his 'Chandos’
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fetter, and becaing the only way I walch

L

o deal with the 'p
the poet/playwright worked alinost exc
" sroducing dramas such as Eleitra and Achilles Auf Jkyres and
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pumsn language i society, and the idea of music as a vehic

wrabalamical thearies became viable after the interest shown by Strawss in the

ot T nn sashr | to the composer, voo Hofmannsthal wrote:
drama of S/extrd. i 8D SRIy ARs =
. ey s f pvents relating to Orest and his desd which Jeads
Tha rapid rising sequetics of £V &

wp to victory and purification [is] [ can imagine much more poweriul @ music

o writtan word.” (Correspondence: 4.) By the dme of their final

A
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logical opera Die Apvptische Helena, ven

enguifed a4 & i3 i thoussids of vears of culnme? .. z0 middle-class, everyday

dial capture this! Let us writs prythological operns, the truest of all
ogue can

art-formst” (Johm 1988: 62.} Music had become the riual eiactment of society,
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fundamental theme of myth is to be convincing, &t requires o second means of
enchantment, pamely music.” (Quoted in Broch 19%4: 33.) The validity of this
Satement was first tested @ the dark passages of flekira, and fortified in every

subscquent collaboraion between composer and plnywrighe.

The 1909 premiére of Efektra was not the succesq that had been hoped for, and

1

ARY LTS peyarl by the disaotant =enve nnd orim Nind Satinca! rofeeessas
wy were affended by the digaobont seore and snm Digt, Satincal referspces

were made ip the presa to future librettos with the wames ‘Incest’, 'Lynch
Justice', and 'The Bloodthirsty Gorilla’, and cartoons such az 'The Elekiric
Chair' sought to ridicule the composcr, Crtic Thomas San-Galli wrole thot
Elekira was an opera that “one has to have heard, however unpleasant the

experience may be. Then it will smk mte whitvion quickly asd frever" (Puifet

=3

1080: 2} Oxhers were less bostile, with Alexander Dillmann praizsing the war

e Wanicon and sinve andhanne than saich aF whot 10 wdbrten arosedise 0 +h
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milebook ... of thiy there can be no doubt: Efekira represcnts a decisive
milestope m tyusic history.” {Puffet: 3.) Modemn commentators of the opera are
generally gusrded in their reactions to Zledrra, with sonte such ds Erwet Kouse
displeyimg & cenain vebemece it their distaste for it. Charles Ogbpme is more
enthusiastic in praisiyg the opera a3 one of the most remarkable of this century.

Although Strauss bimself was forced to admit to the pening Season's Jimited
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comments in volume one that Strauss was able to "live to se¢ the doy when it

‘arguable’ in praising the opera: this is because Elekira, d

ez certsin structursl and dramatic weaknesses. Although these do ot
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_ o ah oy are important snough to remark upon.
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A recurtng argument against the credibility of both the drama and the apera
o carns the Fnal scene. This scene sees the accomplishment of the murders of
Kl ' 1 asmah. followed by Elelara's trinmphant jey and subsequent
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death. It is this death that is the mosi (msats] sadsfactory parnt of the oo
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o 3 4 aoih makes Elektra's trinmph and collapse all the more pointiess:
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