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ABSTRACT

How is it possible that, despite the fact that The Greek Tragedy was merely
generated in around hundred years, is still embraced even today by contemporary
dramaturgists, directors, poets, authors and is rewritten and reproduced again and
again? How shall we explain the fact that it expresses all the dilemmas of our daily
lives via reaching today in a timeless manner far from centuries long distance and
still smiles towards us? If the works of art are connected to a historical context as
all the other social products do, if their births, structures and meanings are within
this context and shall only be understood over this context, while the necessary
conditions for their production is vanisned, while the social life styles have evolved
and went into an extreme change at all levels, how shall we explain these Works of
arts are still surviving and they are able to still tell us something? Tragedy in social
life that consider totally different ethical and legal rules and polytheistic way of
living than we have today was questioning the position of human in an indefinite,
divine, natural and social world that is fragmentized with discrepancies where no
rules have decisively been established, one god is in conflict with another god, one
law is in conflict with another law and justice is translocated and transformed even
when the action is still in progress, From this aspect, it would not be too wrong to
claim that tragedy is a timeless textual structure since it treats the uncertainties,
dilemmas and interrogations that do exist in human nature in a more realistic way
than today. In this thesis, I tried to research over the limit and limitlessness concepts
that are to be counted on the center of Ancient Greek thought, while investigated
how the search for truth in tragedies are represented in linguistic and physical body
layers. I went deeper in the context of the limits of physical body and psuche (yvyn)
and the limitlessness of the creative capacity of human and the representation of
body related ways of expression depending on the paradox of these two in tragedies.
I also emphasized the human desires that are subjects to tragedies such as violence,
death, salvation from the body and the desire of becoming a god on layers of texts,

form and staging.

Keywords: Ancient Greek, Tragedy, Body, Truth, Aletheia, Limit / Limitlessness,

Performance, Oedipus, Antigone, Bacchae



OZET

Yunan Tragedyast, ancak bir yiizy1l i¢inde yaratilmis olmakla birlikte, nasil
oluyor da hala glinlimiizde ¢agdas oyun yazarlari, yonetmenler, sairler, yazarlar
tarafindan sahipleniliyor ve tekrar tekrar yeniden iiretiliyor? Onun boylesine
zamansiz ve yiizyillar dncesinden adeta giindelik hayatimizin biitiin agmazlarim
dile getirerek bize giilimsemesini nasil agiklayabiliriz? Sanat iiriinleri, diger tiim
toplumsal iirtinler gibi belirli bir tarihsel baglama bagl ise, doguslari, yapilar1 ve
anlamlar1 sadece bu baglam icinde ve bu baglam {izerinden anlasilabiliyorsa,
iiretimleri i¢in gerekli olan kosullar ortadan kalkmisgken, toplumsal yasam bigimleri
her diizeyde degisime ugramisken, bu sanat eserlerinin hala canli kalabilmesini,
hala bize bir seyler anlatabilmesini nasil aciklariz? Tragedya, yazildig1 donemin
cok tanrili ve bizden tamamen farkli etik ve hukuksal kurallara sahip bir toplum
yasantisinda, hi¢ bir kuralin kesinkes yerlesmis goriinmedigi, bir Tanri’nin baska
bir Tanr ile, bir hukukun baska bir hukukla ¢atistig1, eylemin siirdiigii sirada bile
adaletin yer degistirdigi, doniistiigii, celiskilerle par¢alanmis, belirsiz, Tanrisal,
dogal, toplumsal bir diinyadaki insanin yerini sorgular. Bu a¢idan bakildiginda
tragedyanin, insan dogasinda var olan belirsizlik, agmaz ve sorgulamalar
glinlimiizden ¢ok daha gercekei bir perspektifle isleyebildigi icin zamansiz bir
metin oldugunu sdylemek ¢ok da yanlis olmaz. Bu tezde tragedyalarda hakikat
arayisinin dilsel ve bedensel diizlemde nasil temsil edildigini incelerken, Antik
Yunan diisiincesinin temelinde yer alan meselelerden biri olan sinir ve sinirsizlik
kavramlar1 tlizerinden bir arastirma yapmaya calistim. Bedenin sinirliligr ile
psuchenin (yuyn) ve insanin yaratma kapasitesinin sinirsizligi ve bu ikisinin
celigkisine dayanan bedensel ifade bicimlerinin tragedyalardaki temsilini
incelerken; ayn1 zamanda, siddet, 6liim, bedenden kurtulma ve Tanrilasma arzusu
gibi tragedyalarda konu edilen insan arzularinin hem bi¢imsel olarak hem de

sahneleme diizleminde nasil incelendigine degindim.

Anahtar Kelimeler: Antik Yunan, Tragedya, Beden, Hakikat, Aletheia, Sinir /
Swtmirsizlik, Performans, Oidipus, Antigone, Bakkhalar
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INTRODUCTION

It is quite a challenging endeavour trying to objectify and comprehend a
culture and way of life that is totally different from ours that we experienced using
the concepts and language from our daily life. We shall hardly think of the concepts
that are torn apart from their context centuries ago, again within the scope of the
actual semantic equaivalent meanings they are hold onto today. One of the most
significant problems of our age shall be stated that our preconceived premises to
stand like the deepest key foundation stone in our construction. These unconscious
premises are so strong that, when we start to go into more depth slightly in any
action of thought that is realized in any subject, we suddenly crash into these basic
assumptions. As a consequence, either we become knocked out of thinking at some
point, or we shall make a choice of changing these premises. But this time, the fact
that we try to do several things at the same time, results in getting lost in our subject
of research. If we go further layers forward and deepen the interrogation, same wall
stands once again in front of us and accordingly this time we bring into question
the actual form of usage of the concept and again we shall not reach the thinking
structure of that era completely. The way and form of thinking of the era shall be
some kind of a key that unlock the doors and we shall not keep this key apart from
us even for a moment. We shall use this key one by one for each concept from the
beginning on. In addition to this, when we start to deepen our investigations and
researches about a subject, it is also possible that we get lost ourselves within the
codes of the phraseologies and ways of expressions of the culture or somewhere
inside the challange of comprehending the corridors of that culture after departing
unconsciously from our main focus of interest as a result of the sticking to this
socalled key unrestrainedly. In order not to fall into this entrapment, I tried to
represent the terms and concepts within this thesis in a way not adhering to the
modern life language and structures. I showed an ultimate attention not getting
away from the characteristics of the evaluated and reviewed era. And most
peculiarly I tried representing them in such a form that establishes a close
relationship with the context. For instance while using the terms religion, ethics,

freedom, justice and truth, I tried to deliver them not with their actual preconceived



meanings, but with the forms of usage in the era they belonged to. For this reason,
it is also possible that the contexts of these concepts and terms shall be given in
some places relatively limited compared to today, but also in some places in a
broader context. Or else they shall be referenced totally to some different meaning.
On this occasion, I take the risk of being a bit disordered and non-systematic from
this perspective.

Tragedy that took its shape as a written style by the end of the 6th century
is revealed as an expression of a subjective example of the human experience
depending on specific social and psychological conditions. The problem is that
these texts shall solely be understood entirely as long as a context is taken into
consideration. And what here context refers to shall be expressed as the oral and
intellectual background, categories of thought, types of noesis, system of belief,
values and representations, forms of susceptibility, the states of the action and the
causal agent. If we consider the above formula, there is no meaning in speaking of
the existence of a mental universe specific to the 5th century Greeks. In better
words, since we will not be able to utter the existence of a unique mental universe
apart from the practices realized by the human, the mental universe of the concept
of religion in this century shall be found in rituals and myths.

Law on the other hand when established is defined as opposition to religious
thought systems forms; and with the addition of cities to this, political institutions,
thoughts and behaviours system develops. At this point, mystical and old forms of
social activity and power are replaced by the city (polis) with applications and
methods of thought depending on it and they generate antinomy against each
another. And tragedy parallel to this shall not reflect the truth which is unfamiliar
to it and shall establish its own immaterial world. The thought of tragedy, its world
shall only be formed through the human to express him/her in form of an authentic
literary genre.!

The Ancient Greek society structure involves so many various codes in it
that are actually different from today. The research studies, hand in hand with our

contemporary way of comprehension, require a sustainable comparison among the

! Myth and Tragedy in Ancient Greece, Jean Pierre Vernant — Pierre Vidal-Naquet (Translated by
Janet Lloyd), Zone Books (Sixth Printing), NY 2006, pg.31



categories applied in ancient tragedies. The fact that all the terms such as religion,
law, justice, gender, moral doctrines, god, individual, freewill shall be referenced
to different content, distant from their known meanings used today, brings us to a
necessity of finding answers to these questions primarily. For instance, how shall
the sense of responsibility and commitment of the causal agent to his/her actions
that we can call as the psychological functions of will is developed in tragedy? In
an age where there is no concept of freewill, from which perspective can we
evaluate the question, what is the origin of the unfortunate series of incidents that
happen to tragic hero (also shall we call this unfortunate) and the actions of the
causal agent? What are the viewpoints to existence and god (gods)? If we needfully
will be talking about a god, maybe for them he was some sort of an artist-god in
their imagination who desires to comprehend the similar gratification and self-
ordainedness both in executing and in destructing, in good and in bad who is totally
unexceptionable and out of the limits of morals who works out for his own salvation
to relieve himself from the pains of his intrinsic traps of contradictions. How did
the Greek people the best educated, most beautiful, envied and beseemed human
for living ever until today, created the artwork of pessimism? How did the Greek
people see melancholy and pain in their own way? Or the growing will of them to
beauty, feasts, entertainment and new worship is born out of melancholy and pain?
What was the meaning of madness in Dionysus way? Wouldn’t that be possible that
the madness is not to be needfully the indication of corruption and collapse, but on
the contrary the sign for an extremely matured culture? Were there visions and
hallucinations suddenly appearing to an entire community and to the members of a
cultural group? In the words of Plato, what if the most fortunate thing on Hellas?
was the madness??

How is it possible that, despite the fact that The Greek Tragedy was merely
generated in around hundred years, is still embraced even today by contemporary
dramaturgists, directors, poets, authors and is rewritten and reproduced again and

again? How shall we explain the fact that it expresses all the dilemmas of our daily

2 Greece (Phaedrus 244a)

3 The Birth of Tragedy and Other Writings, Friedrich Nietzsche, Cambridge Texts in the History
of Philosophy, edited by Raymond Geuss and Ronald Speirs (Translated by Ronal Speirs),
Cambridge University Press, UK 2007, pg.7



lives via reaching today in a timeless manner far from centuries long distance and
still smiles towards us? If the works of art are connected to a historical context as
all the other social products do, if their births, structures and meanings are within
this context and shall only be understood over this context, while the necessary
conditions for their production is vanisned, while the social life styles have evolved
and went into an extreme change at all levels, how shall we explain these Works of
arts are still surviving and they are able to still tell us something?* We will handle
the answer to this question in more details, within the subject basic issues regarding
the human existence that tragedy deals with later. But it is necessary to mention that
the origin of human actions and the ethical, legal and social consequences of these
actions have always been the main issue of societies at all ages. After that the
monotheistic religions have come out, the ethical and legal norms are solidified and
following this an absolute true belief is attempted to be validated. Together with the
belief of an external god that comes with the christianity; against a perfect and
eternal god, a helpless finite human figure whose creativity and imagination has
been taken away, ethical obligations to be obeyed, asceticism that has been uplifted
as much as the joy of life is taken away and consequently a longing to another life
have become the most principle keystones of our comprehension in centuries.
Christianity according to Nietzsche was from the beginning on basically and
fundamentally the repulsion and World weariness of life from life itself. It was only
covering and hiding itself under the belief and longing to another or a better life.
Abomination of the World, cursing the aesthesis, fear from the beauty, somatic and
sensual and a fiction other World to blacken this World was the case. Since life
essentially was something immoral, it had to be false and unfair in a continuous
manner. The will of negation of life through ethics had to be a hidden extermination
instinct, a principle of deterioration and humiliation. In stark contrast to the doctrine
of christianity that curses, judges, negates and sends to the zone of lies of all sorts

of art, via only with its ethical criteria, for instance with the truth of God, life in fact

4 Myth and Tragedy in Ancient Greece, Jean Pierre Vernant — Pierre Vidal-Naquet (Translated by
Janet Lloyd), Zone Books (Sixth Printing), NY 2006, pg.237



with its everything is based on appearance, art, illusion, optics and the obligation
of perspective and illusion.’

Yet, it was not possible for the ancient Greek citizens who respect turbidity
as a merit to validate such strict and irreversible definitions and rules. For this
reason, tragedy in social life that consider totally different ethical and legal rules
and polytheistic way of living than we have today was questioning the position of
human in an indefinite, divine, natural and social world that is fragmentized with
discrepancies where no rules have decisively been established, one god is in conflict
with another god, one law is in conflict with another law and justice is translocated
and transformed even when the action is still in progress.® From this aspect, it would
not be too wrong to claim that tragedy is a timeless textual structure since it treats
the uncertainties, dilemmas and interrogations that do exist in human nature in a
more realistic way than today.

Tragic experience 1is revealed in situations where considerable
contradictions among traiditions happened and the struggle-dissension of values is
still felt intensively to give still pain and when human and divine dimensions appear
both indissociably and at the same time dissociated in such a way to become poles
apart. Human action, when becomes a subject of a debate or an idea, but is unable
to procure an independent status to become completely sufficient to itself, the
meaning of tragic responsibility becomes visible. The zone that is typical to tragedy
is located on the borderline where the human movements and actions are articulated
to divine powers and accordingly these actions to get involved into such an order
that escape human’s notice and goes far beyond the human and the ones to
undertake them, to take responsibility exhibit their true meanings that they actually
do not know.’

Tragedy, as Jean-Pierre Vernant states, reveals as obviously and clearly

limited and dated historical moment. Tragedy that is an original literature type

5> The Birth of Tragedy and Other Writings, Friedrich Nietzsche, Cambridge Texts in the History
of Philosophy, edited by Raymond Geuss and Ronald Speirs (Translated by Ronal Speirs),
Cambridge University Press, UK 2007, pg.9

¢ Myth and Tragedy in Ancient Greece, Jean Pierre Vernant — Pierre Vidal-Naquet (Translated by
Janet Lloyd), Zone Books (Sixth Printing), NY 2006, pg.32

7 Myth and Tragedy in Ancient Greece, Jean Pierre Vernant — Pierre Vidal-Naquet (Translated by
Janet Lloyd), Zone Books (Sixth Printing), NY 2006, pg.27



which possesses specific rules and determining characteristics shows us a phase in
formation of intrinsic human and responsible subject via expressing the unknown
sides of human experience that is unknown until that moment.

But it is not sufficient to limit tragedy with its merely formal characteristics
and with the existential issues it possesses, it is also essential to investigate under
which circumstances it is revealed.® That’s why I will try to research over the limit
and limitlessness concepts that are to be counted on the center of Ancient Greek
thought, while investigating how the search for truth in tragedies are represented in
linguistic and physical body layers. I will go deeper in the context of the limits of
Physical body and psyche (o)’ and the limitlessness of the creative capacity of
human and the representation of body related ways of expression depending on the
paradox of these two in tragedies. While doing this, I will emphasize at the same
time the human desires that are subjects to tragedies such as violence, death,
salvation from the body and the desire of becoming a god on layers of texts, form
and staging.

Together with the fact that tragedy is a literature form that has its individual
rules and specific determining characteristics, seeing that merely as an artistic form,
would have been an extreme limited point of view that validates the criticism we
have done at the beginning. Tragedy is not merely an artistic form; but is a social
institution that city gives a place with tragedy competitions next to its political and
legal organs. City which is a spectacle that is realized with Public Courts or
Councils at the same urban space and follows the same institutional norms, that is
open to all citizens, that is managed, played, judged by qualified representatives of
various tribes, transforms itself into theatre; sees itself somehow as a subject of play
and performs itself in front of the public. Tragedy, on that sense strikes its roots to
social reality more than any other literary form.!° Hereby, the social reality term

will be dealed within this thesis as the main subject. Despite the fact that tragedies

8 Myth and Tragedy in Ancient Greece, Jean Pierre Vernant — Pierre Vidal-Naquet (Translated by
Janet Lloyd), Zone Books (Sixth Printing), NY 2006, pg.25

o yoyn (psyche): The animating principle of a human or animal body, vital spirit, soul, life (the
animating principle of life), substance

10 Myth and Tragedy in Ancient Greece, Jean Pierre Vernant — Pierre Vidal-Naquet (Translated by
Janet Lloyd), Zone Books (Sixth Printing), NY 2006, pg.33



are a literary form, a work of art, they are also so to speak obviously and universally
written historical inscriptions that are represented in a way reflecting the
widespread belief, law, gender, divine sanctions, but most significantly all sorts of
emotions belonging to human in the time they were written, with their characteristic
style of expression away from todays’ dominant aesthetic intellection but never
losing its glory where the human to find parts from himself/herself even after
centuries. Thus, according to Ridgeway, none of the fields of literature and art had
been so effective like the form of theatre tragedy on the thoughts and feelings of
developed or semi-developed nations.!!

On this thesis I will focus and mention on the term of truth in tragedies over
the reality / fiction relationship that has already been mentioned above. I will
emphasize how the truth (al0cia)!? is treated in a work of art and the fact that
tragedy is not only a text, but since they are texts to be staged and accordingly the
state that since it is a work of art with its structure to involve chorus, voice, scenery,
music, choreography and many similar other layers how it is transformed into
shuddery experience from the perspective of readers and audiences. But first of all,
I would like to speak about what is meant with experience and truth and how can

we reach the activity of knowing the truth with a created work of art.

' Ridgeway, W., The Origin of Tragedy with Special Reference to The Greek Tragedians,
Cambridge University Press, London 1910, s.1

12 “qlétheia”, "the truth" in Ancient Greece. In the following sections of the thesis, we will touch
upon his etymological origins.



1. REACHING THE TRUTH THROUGH THE ARTWORK AND
REALITY OF FICTION

After Aristotle poet’s (tragedy authors’) work is to tell the possible things,
which means the probable things based on the principle of probability and
necessity, not to tell the things that have already happened. The distinction between
the historian and the poet is that one tells the things that have already happened in
the past (let’s call this historical truths in here) and the other one tells the things to
probably happen in the future. Poem, is more philosophical, strong and dignified in
this manner, because poem utters more the universal and history utters the
particular. Universal means someone who has definite characteristics to do and tell
things that have definite distinctive characteristics based on the principle of
probability and necessity. While assigning particular names to people, the purpose
of poet is same as well. Particular, on the other hand is what Alkibiades did or what
happened to him.!* That’s why puts the storyline in front of the character, because
tragedy is the imitation of actions and life, not the people’s. According to him there
shall be no tragedy without an action, but it is possible to have a tragedy without a
character or a protagonist. Thus, the principle, fairly the spirit of tragedy is the story
and the characters are ranked on the second line.!*

While a work of art is being created, it becomes universal via taking its own
wings and leaving its roots, creator and its context behind. And it achieves this via
metaphors and abstraction. For example we can turn the pages of a history book
and read the 1917 October Revolution and we can review concrete proofs such as
newspaper clippings, documented photographs. We shall also read the destructive
affects of Bolshevist Revolution and post-revolutionalry affects and changes and
make deeper analysis on it and we shall write articles accordingly. But none of these
things that we have done would bring us to an integral depth while seeing a cubo-
futurist work of art of Lyubov Popoya namely “Traveling Woman”, or Malevich’s

“Black Square” or while watching Meyerhold’s constructivist stage and movement

13 Poetics, Aristotle, (Translated, with Introduction and Notes by Joe Sachs), St.John’s Collage,
Annapolis, Focus Publishing, Newburyport, MA, 2006, 1451b
14 Poetics, Aristotle, (Translated, with Introduction and Notes by Joe Sachs), St.John’s Collage,
Annapolis, Focus Publishing, Newburyport, MA, 2006, 1450a



design. These works of art that found themselves a special place with their original
language style and innovativeness within their historical fiction are revealed as the
reflection of the social structure and even as a reflection that magnifies it. After a
century when someone encounters with this work of art, who had never read a
history book before, it enables him/her to see the projection of the history in a frame
or even helps him/her to feel and experience it. What actually meant here with the
experience is the experience gained through affection of artistic reality. This
happens at a different dimension from the rationally comprehended reality. What is
meant with the reality here is not the reproduction of an object that exists in the
nature, on the contrary is the “new form” that is gained via tearing it apart from its
context, the from the object itself and from its creator.

Malevich was considering himself as a unique realist, but his realism was
sort of a fantastic realism and to reach him, it was necessary for the one to dissociate
him/her from the visible sides of life. In Russian avant-garde artists works, the
progress was like vanishing of an object to be realized in aesthetic manner
incrementally on the way to total abstraction, object to be comprehended in
“superrational” way and finally to be disappeared completely.

When the object totally vanishes from the eyes, a universal language is
inherited to us. Here comes the timeless permanence of tragedy: From its power to
convey human issues in all its reality and in a holistic way. While oing this, of
course, it benefits from the characters, but the character is an intermediate medium,
to express the actions. Action is similarity and the common denominator of all
humanity. For example, when we read the story of any female character, we shall
collect detailed information about that woman and her life. This information is
specifically belongs to the experience of that character within its own lifetime range
and belongs to that era. But as soon as we read the story of Antigone, we do not
solely read Antigone; her rebellion and revolt yet are now the story of entire women,
even of all humanity fighting against injustice. It is abstracted from the conditioning
of the external environment and the period in which it lived and all the
characteristics of human beings such as mind, virtue, law, justice and courage find
voice in the body of Antigone and these characteristics are merely transformed into

an arbiter character. A transition from the particular to the universal is experienced.



Through the story of a single character, in fact the story of all humanity is told. As
another example, Oedipus is neither an expiatory victim nor is he ostracized. He is
character in tragedy, placed by the poet at the crossroads of a decision, confronted
with a choice that is ever present and ever renewed.!> He is not even a person,
instead an imaginative representation. It is the common story of all human who is
obliged to make decisions every moment and every day, who becomes helpless and
stuck within the dilemmas of life, who shall not estimate the consequences of
his/her actions and who surrenders or resists his/her choices at the turning points.
This story is an imitation of life, even itself. Tragedy may be, as Aristotle defined
mimesis praxeos or the “action itself” or “the imitation of the imitation™ as Plato
defined the work of art. Even Simonides defined poetry as an art of illusion whose
function was to deceive by conjuring up "images," elusive beings that were at once
themselves and something other than themselves, he anticipated one of the two
major developments that would define the history of the whole problem of speech.!®
We do not assert the contrary. But what we defend here is that, the imitation is a
plastically created phenomenon consciously against the truth. On a situation that it
never acts as if it is real and this is to be known by all parties obviously, shall carry
to the knowing and experiencing activity in philosophical manner by different
means via being abstracted from reality and by forming its own authentic
terminology. I tried prove it on the “The Origin of the Tragedy” section.

In the philosophical human, under the circumstances of the reality we live
in, there is the intuition of that a second and totally different truth lies behind and
that this second one is more visible. Such as the stance of a philosopher in the face
of reality of existence is, the stance of a person with an artistic sensitivity, against
the reality of dreams is same as well; such a human looks good and with full of
love; because her/she interpretes life out of the images and prepares himself/herself
to life in these incidents. It is not only nice and cute images that he/she experiences
in full understanding; serious, blurry, sad, suspicious images, abrupt timidities,

ironies of coincidence, briefly the entire “divine comedy” of life flashes before

15 Myth and Tragedy in Ancient Greece, Jean Pierre Vernant — Pierre Vidal-Naquet (Translated by
Janet Lloyd), Zone Books (Sixth Printing), NY 2006, pg.11

16 The Masters of Truth in Archaic Greece, Marcel Detienne (Translated by Jone Lloyd, foreword
by Pierre Vidal-Naquet), Zone Books, NY 1996, pg.116

10



his/her eyes, not solely like a shadow play (because he/she also experiences and
lives these scenes and suffers), the truth will give the apparent proof that our inner
eye that is the commonsense of all of us experienced the dream with a deep joy and
with a joyful necessity. This argument is given in Wagner’s “Meistersinger Opera”

as follows:

“My friend, it is the poet's task

To mark his dreams, their meaning ask.
Trust me, the truest phantom man doth know
Hath meaning only dreams may show:

The arts of verse and poetry

Tell nought but dreaming's prophecy.”!”

In this renewed relationship with the work of art, the artist positions
himself/herself as a causal agent and creator between reality and its image.'® The
beautiful appearance of the dream world where any human is a real artist in it, is
the creator of entire plastic arts and poetry art. We enjoy perceiving the forms
directly. All forms do tell us something. There is nothing unnecessary or ordinary
as Nietzsche mentioned. Touching or contacting things around directly or roughly,
diving into thoughts via abstracting oneself from the ordinary way of human point
of view is the most positive thing for a work of art. Because of the comfortable
habit of seeing, the visual nerve gets so lazy that human chooses the relationship
between the colors and forms and its attraction as if only looking behind a veil.

Nietzsche calls this form relationship regarding the tragedies as “music”.
The music deals here with, not what is musical with the regular meaning, but it is
used for expressing a form within the artistic concept. As much as the vitality that
are useful for regenerating the main lines and contours of a figure for a unique and
in good composition painting, and the successful mixture of shadow and light, for

poetry it shall be the music. As Gluck states in his work of art “Alceste”, music

17 The Birth of Tragedy and Other Writings, Friedrich Nietzsche, Cambridge Texts in the History
of Philosophy, edited by Raymond Geuss and Ronald Speirs (Translated by Ronal Speirs),
Cambridge University Press, UK 2007, pg.15

18 The Masters of Truth in Archaic Greece, Marcel Detienne (Translated by Jone Lloyd, foreword
by Pierre Vidal-Naquet), Zone Books, NY 1996, pg.109
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shall support poetry, and strengthens the feelings, expressions and interest that the
situations awaken without interrupting the incident or without damaging that with
unnecessary contributions and additions.Music is used in tragedies as a tool to reach
the main purpose: Its purpose is to transform the paing of god and hero to a strong
feeling of compassion among the audiences.Words have the same purpose actually
but that is rather difficult for it and it can achieve this duty only indirectly. Words
effect initially the world of thoughts than it reaches the feelings; if the distance is
long, mostly it can not reach this goal. On the contrary music as the universal
language that is understood everywhere calls out directly to the heart. The main
success of Greek Tragedy actually is based on most probably to this element, the
music that is long lost and gone for us.

Tragedy depicted on stage characters and events that, in the actual
manifestation of the drama, took on every appearence of real existence. Yet, even
as the audience beheld them with their own eyes, they knew that the tragic heroes
were not really there nor could be since, attached as they were to a completely
bygone age, they buy definition belonged to a word that no longer existed, an
inaccessible elsewhere. Thus, the “presence” embodied by the actor in the theater
was always the sign, or mask, of an ‘absence’, in the day-to-day reality of the public.
Caught up by the action and moved by what he beheld, the spectator was still aware
that these figures were not what they seemed but illusory simulations — in short,
that this was mimésis. Tragedy thus opened up a new space in Greek culture, the
space of the imaginary, experienced and understood as such, that is to say as a
human production stemming from pure artifice. A fiction, an illusion, the
imaginary: Yet, according to Aristotle, this shadow play that the illusionist art of
the poet brings to life on the stage is more important and true for the philosopher
than are the accounts of authentic history engaged in recalling how events really
occured in the past.!’

On the basis of work of art, we mentioned several elements and components
that make tragedies so authentic and universal. Before getting to a point what

tragedy is, how and for what reason it is revealed within the historical moment and

19 Myth and Tragedy in Ancient Greece, Jean Pierre Vernant — Pierre Vidal-Naquet (Translated by
Janet Lloyd), Zone Books (Sixth Printing), NY 2006, pg.187
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what its formative characteristics are, I would like to mention what is the Greek
thought structure that is a foundation to the formation of tragedy and what it means

for them the comcepts religion, law, justice and truth.
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2. RELIGION, LAW, JUSTICE IN ANCIENT GREECE

Greek thought gets its origins from a tradition that covers the other founder
elements strictly diffused into Hellenistic Culture; these elements, to Greece that
consists of cities, from language, movement forms, to life, way of feeling, style of
thinking to system of values and to common living rules gives the authentic view.
This religious and social tradition is neither single formed, nor exactly fixed; it has
no dogmatic characteristic.

Louis Gernet while analyzing tragedy shows us that his main tool is the
social thought pertained to cities and the thought of law that is specially attempted
to be formed at those times with an extreme effort. So-called courts have been so
lately established that, tragedy poets are reflecting with these legal terms’
uncertainties, fluctuations, unsettledness the contradictions with ethical thoughts
and also revealing the uncertainties of terms, semantic shifts, inconsistencies and
contrasts.?

Ancient Greek had no absolute thought of law based on principles that oare
organized as a whole in a consistant way. According to them there are either gradual
or overlapped laws. Some of these are intersected and some of them are intertwined.
At one pole the law confirms the real authority, and in some aspects is based on a
necessity that is not any other object than its extension. On the other pole it enters
into a religious zone; it mentions the sacred powers, the order of the world and the
kustice of Zeus. They represent the heroic legends that their finals are connected to
kingdom dynasties, values regarding the cities, social practices, spirituality forms
and human behaviours and phenomenon that the cities are to reject and to put into
prison, to struggle to avoid, but at the same time obliged to depend on it and stay
loyal to it. So, the tragic turning point that is revealed as a result of this agon is the
moment that occurs when a gap develops at the heart of the social experience. It is
wide enough for the oppositions between legal and political thought on the one hand

and the mythical and heroic traditions on the other to stand quite clearly. Yet is

20 Myth and Tragedy in Ancient Greece, Jean Pierre Vernant — Pierre Vidal-Naquet (Translated by
Janet Lloyd), Zone Books (Sixth Printing), NY 2006, pg.25
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narrow enough for the conflict in values still to be a painfulone and for the clash to
continue to take a place.?! In this form of law the troubles regarding the human
responsibility shows analogies. Human caulsa agent as well depending on this
becomes an issue of ethical discussion. From this point of view divine justice, which
is often visits the crimes of fathers upon their sons, may frequently appear as opaque
and arbitrary as violence done by a tyrant.?> For example; nomos?’ word in
Antigone is used for absolutely opposite values to each other by various main
characters. In a same way the kratos term in “Suppliants”, fluctuates among two
opposite admissions without settling in one of them. Same word indicates both the
legitimate authority and the dominance that is applied righteously and subjected to
its power from legal point of view on the trustee. This uncertainty brings us to such
a situation that we question the true nature of kratos; what is the authority, the
authority of the man over the woman, of husband over wife, of the the head of the
State over all his fellow citizens, of the city over the foreigner and the metic, of the
gods over mortals? The oppositions stand out clearly above all in the context of
man’s experience of the divine. In tragedy we find not just one category of the
religious but various forms of religious life that appear to be opposed or mutually
exclusive.?* In order to understand this primarily we have to investigate and
questions where this tradition comes from and what the origin of it is. That’s why
in this chapter I will mention some details regarding the mythological tradition and

democratic tradition within the historical context of Greeks.
2.1. Mythological Tradition / Democratic Tradition
At the beginning solely the mythological tradition dominates. This tradition

strikes its roots so radically that, we have difficulties in understanding the Greek

Gods without mythology. The spirituality of Greeks is only made up of myths, that

21 Myth and Tragedy in Ancient Greece, Jean Pierre Vernant — Pierre Vidal-Naquet (Translated by
Janet Lloyd), Zone Books (Sixth Printing), NY 2006, pg.27

22 Myth and Tragedy in Ancient Greece, Jean Pierre Vernant — Pierre Vidal-Naquet (Translated by
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means fictive poetic stories and cult staff. While interpreting the customs and
sensitivities of Greek tradition, it is important not to “christianize” this religion. It
is essential to attempt understanding the Greeks, from the reference of todays’
believer who searches for assurance for his/her individual salvation in this world
and beyond within the church that is the sole institution entitled to make these mass
and rituals that makes him/her faithful. Today there is no space for Greeks
polytheism. Because this religion shall not exhibit anything to satisfy the human
expectation. In this religion since there is no singularity, divinity in polytheism,
different from what we believe does not mean strong enough to afford everything,
knowing everything, infinity and absoluteness. These gods are multiple and are on
earth; they constitute a part of the eart, they were born from the earth. Genesis
process (genése) out of this cosmos, is realized from the initial triggering powers
such as chaos (kaos) and earth (gaia). From these powers on within similar logic
gods have become ruling both the celestial residencies in an invisible way during
their visit and the earthly residencies where human do exist and live at some part.
Thus as there is spirituality on earth, in gods there is earthliness. That’s why
physical universe regarding the cult existiantial form, human life shall not be
gravitated to an entire extraterrestrial being that shall not be evaluated by any
common criteria that possess a natural character within the social existence. On the
contrary as the cult shall be gravitated to planets such as moon, dawn, sunlight,
night, to any source, to a river, a tree, the summit of a mountain; it is also possible
that it is gravitated to any feeling, an obsession (4idds, Eros) or ethical or social
conception (Dike, Eunomia). The Greek Human shall not separate natural and
supernatural from each other. During the feasts that establish their contact with gods
they experience the same divineness feeling with some aspects of the earth as well.
From the beginning on belief is originated from supernatural zone. Greek
polytheism is not based on any revelation; in its reality there is nothing with divine
origin and imposed as a necessity by the divine. Binding and dedication are based
on the practice of what the society follows as a custom, to the ancestor’s human
ceremonies, to nomoi (laws). Just as the language, life style, table manners,
costumes, attitude, behavioural forms in public and private spaces and cult too shall

not need a reasoning apart from its own existence.
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Just as there is no contradiction and an obvious disengagement between the
natural and supernatural, divine and earthly, in a same way there is no distinction
between the religious and related to society, family and citizenship. The Greek
Religion shall not constitute an isolated life circle closed in its boundaries that
overlaps with family, prefession and political lives or spare times and rest times but
that is not intertwined to this life. There exists a religion that establishes a collective
order and gives an appropriate place to its different components and incorporates it
into this order.

Even though the Greek Gods belong to toe same world with the human and
somehow, they are originated from the same roots, they have such a race that shall
not know none of the defectivenesses such as weakness, tiredness, misery, sickness,
death that seals te mortal creatures with the stamp of negation. They materialize
and embody not the absolute or infinite one, but the integrity of values that is the
price of existence on this earth; which means the beauty, power, perpetual
youthfulness, and the permanent sparkling of life. The gods are unfamiliar to death
which defines the prerequisite of human existence. The gods are, athantoi that
menas they are immortal; on the other hand, the human is brotoi than means they

are mortal destined to death as well as diseases and aging.

The dominant mythological tradition before the revealing of philosophy in
ancient Greece was defining the world totally under the sovereignty of gods. There
was a belief that the human and gods do live within the same cosmos, where they
have no reach and connection to gods. Since the gods’ behaviours are unpredictable,
they were in insolvent and desperate situation against the gods. Together with
passing from the village life to city life, dramatic changes have happened in human
collectivity. The individual who sustains his/her life through exchanging the needs
with what they produced in the past, together with the passing to the city life became
not proceeding sort of life model that is self-sufficient and with the improvement
of commerce city burocracy is shaped. While the village life was founded on
meeting the necessities, the individual got rid of this necessity in city; but since the
type of collectivity has changed, this situation lead the individual to bear different
sorts of responsibilities in city. And this enable the development of human

creativity. And democracy and cities have developed as a result of these changes
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and together with the cities a system of political institutions, thoughts and
behaviours. All these components confronted the human insolvency and human
collectivity capability against each other.?> As forementioned at the introduction of
the thesis, as a result of the replacement of social activity and powers’ mystic and
old forms by connected applications and thought styles and city (polis), these two
conceptions had contradiction among each other. Before this human that is in
insolvency against gods, with the collective power of city life, have experienced the
leading power of human. And this provided two basic questions to be asked: “What
is the resource of universe I have experienced?” and “What is the resource of human
action?” First one prepared the philosophy to reveal on social layer and the second

one paved the way for tragedies to reveal in artistic layer.

The presocratic philosophers give different answers to the question ‘What
is the resource of external world that is experienced?’: When coming to Plato such
as logos, water, number etc., the answer to this question appears as ‘good’ in front
of us. According to this thought soul yoy# (psyche) that exists within the nature of
universe which means substance is an unlimited and kinetic being with its structure.
The power of creativity is infinite and it can set itself into action and belongs to the
divine. It involves all characteristics that we dedicate to what is divine today.
“Good” that is the source of existence and knowledge in Plato, is also the final
source that psyche shall reach, psyche carries “good” in itself, but because of its
relationship with the body it has forgotten that from the moment that it was born.
Because the body as per its structure is a limite being. The behavioral rules that
Delphoi commanded mean this: “Know Thyself” and “Identify Thyself”. Human
needs to accept his/her boundaries. The contradiction of psyche’s limitlessness that
is the resource of human existence and the limitedness of bodily and physical makes
a basic dilemma for human: At one side the human who has the power of creativity,
capability, limitlessness of psyche — that possesses all divine powers; and at the
other side again the human who is subjected to the boundaries of the body, but shall

comprehend the pieces and parts within these boundaries, but just because of this

25 “The Courage to Create and Love Concept in Plato’s Thought”, Eylem Abalioglu, Plato and
Ignorance Research Paper, Lecturer Kaan Atalay, Philosophy and Social Thought, Istanbul Bilgi
University, 2016, pg.2
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limited comprehension who shall not reach the truth. Plato speaks us at this point
the impossibility of reaching the knowledge. Because the human believes in the
reality of world that he/she complrehended with senses that are subjected to the
limits of the body (doxa). But according to Plato the truth is far beyond this
“doxologic” activity. Because we realize our comprehension through our body
which means with our senses in an inevitable way, this comprehension as well is
subjected to the limitedness of the body. However, psyche or the being is in such a
form that shall not accept the limits. According to Plato this contradiction between
the limitlessness of psyche and body constitutes the foundation of our life.
Realization of psyche of itself (good), becomes impossible with doxologic activity.
Our comprehension misguides us, that’s why these activities made by the senses
shall only be an “imagination”. This is totally arbitrary and accidental assortment
process. On two layers above of this there exists belief (pistis) and thought (dianoia)
that means geometric noesis. After Plato, despite the fact that geometric noesis is
done with pure intelligence, it shall not reach us to the knowledge, because
geometry functions with hypothesis; working via making appropriate illations of
the topography it presents staying inside this system. For example, 2+2=4 is a
geometric noesis activity, it is not something based on ampirical experience.
Because we shall not see the reflections of these witin the universe that we
experienced. Entire mathematical theories are founded and constructed on this.
When going upstairs of the building it becomes possible to prove whether the
operation is correct or wrong, but the basic hypothesis shall not be validated or
negated, it shall only be accepted as correct. Since such kind of noesis is an activity
made by mind, it is closer to the reality than an activity that is subjected to
perception, but this shall not again brings us to the knowledge of truth since this
principle hypothesis shall not be questioned. And the noesis (understanding) that
stands at the uppest layer of Plato’s ‘Divided Line’ shall be the sole method to carry
us to the knowledge. According to him the realization of psyche itself shall only be
possible vi the noetic activity. Because according to this thought the meaning of to
be, to know and to live means to realize thinking through pure intelligence, creation,
demolition and reconstruction. And this shall only be concretized by human via

with the effort of exceeding the limits and the activities executed. The fact that the
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activity of creation is something divine, and the fact that psyche itself has unlimited
power of creation and it exists in human, it replaces human in a sense, a divine
being. That’s why when considering this situation nfrom Plato’s way of thinking
the distinction of God-Human is blurry. There is a way of thinking that everything
has a single and unique origin (good) and this origin shall be reached only through
philosophical actions. The only way to reach this origin is that the human to get rid
of his/her bodies’ and perceptions boundaries even via considering death. And this
is only possible after Plato via ‘Love’ (Eros). The state to reach this good and
knowledge within the last paragraph via Love is mentioned in the Symposium with
the following expressions: “...he cathces sight of such knowledge, and it is the
knowledge of such beauty”.?° What is meant with this here is that the knowledge of
beautiful and good is not in what is beautiful but within the pure beauty itself. Once
the human reaches the knowledge of truth, origin, light he/she shall not settle with
its projections. They avoid the boundaries of body and they become one with the
origin. This state of being one is overlapped with ecstasy. Ecstasy is developed in
Greek Theatre related to the feasts of Dionysus; it is the summit of creativity that
provides the union of form and desire and order and vitality. Ecstasy here is defined
as “rushing out of the usual bifurcation that sustains in many human activities
between the subject and object. This situation appears in an extremely weird way
regarding psychological point of view that is established on the duality of subject
and object that is the feature of western thought for 400 years when looking from

today.

As can be seen from the mentioned ones, entire life styles, ways of beliefs,
approaches to god and human within the proper period of Greek society are the road
maps that are directed to the revealing of a tragedy. It is impossible to interprete
tragedies without these in a transparent manner. If we do not know the social beliefs
that form the period of the being, tragedy than could be understood purely as forms
of art and literature texts, this means to restrict its concept unfairly. If we reviewed
religion and law concepts, on the axis of “duality” in the Ancient Greece societies’

dominant and real-like conception model, yet we shall internalize a little bir more

26 Plato Complete Works, John M. Cooper, Hackett Publishing Company, Inc., Indianapolis /
Cambridge, 1997, Symposium, 210 e
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how these affect tragedies and how and for what reason the tragic is revealed.
Despite the fact that it seems a little bit long to make this preparation for entering
the main subject, I think it is worth this effort regarding finding the key I was talking
at the beginning. If we do not realize the demolishing and constructing tradition
with the principle of looking into it with another perspective via destructing the
premises we will be in such a contradictional action to this thesis’ main discourse.
For this reason, on the next chapter I will try to deal with the origin of tragedy and
the incidents it took into account contextually from both formal and language

format and in terms of its content.
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3. THE ORIGIN OF TRAGEDY

We need to define the origin of tragedy as a labyrinth and in order to find
the way out of this labyrinth, we need to benefit from all these mentioned art
principles.

Tragedy is an invention and innovation for the period that it is created.
Tragedies truth is not involved in more or less primitive and mystic dark history
that sustains to show itself secretly on the theatre stage, it can be understood within
innovations and authenticities on three layers in ancient Greek culture. Initially let’s
consider the social institutions layer. Of course with the effects of the tyrans that
are the first representatives of society, by the group of citizens in Ancient Greece
of a highest state representative that exists in the ancient Greece, that is subjected
to arkhon’s authority and up to the details of the organization, tragedy contests have
been arranged subjecting to the rules of the council and democratic courts. From
this point of view, it can be claimed that tragedy is the city itself that makes it a
form theatre and put on stage in front of the entire citizens. The second innovation
is in layer of literature forms; a poetic form has been developed to perform on stage
and to be implied on stage, is written both for listening and to be watched,
programmed for a performance and that is totally different from the previous ones.
Finally on the human experience layer, together with the improvement of something
that we shall call tragic consciousness, the human and its actions are not reflected
as bounded like constant realities, defined and judged by a perspective authentic to
tragedy, apart from that are reflected as unanswered questions and double barreled
riddles that are waiting to be solved. And here the question that we formerly asked
as “What is the origin of human action?” steps into our consideration. The
distinction between the divine and human, this crack gives its basic problematic to
tragedy. Different from the epopees the innovation that tragedy brought on the
human layer, brings it to a different zone. Epopee and epic stories that it gives drama
the subjects, characters and frames of story lines, present the old time heroes as a
model and reverencing values and virtues belonging to heroes. Legendary heroes
who are reverenced in epic stories and epopees are transformed into subjects of

discussion on the theatre stage over the dialogue plays in tragedy, via bringing the
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protagonists with the chorus and through the turning points of fortune (peripeteia)
during the drama. The hero, when the discussion is the case in front of the audience,
the Greek audience who live in Athens during the 5" century discovers that the
main problematic is itself within the tragedy spectacle and by way of it.?’

As Walter Nestle strikingly puts it, tragedy was born when myth began to
be assessed from a citizen’s point of view. The only origin of tragedy is tragedy
itself.?® When we turn back into the point of view that in Greek Theatre not the
incident but pain is to be emphasized; since we do not know how pain or excitement
within emotional life turned intotragic impressions or since we only know just a
part of it, we have no criteria to examine the comments and interpretations of Attica
audience about the work of a poet as Nietzsche mentioned. Our beliefs do always
tell us that the real audience, whoever they are, shall protect the consciousness of
he/she is not standing in front of an ampirical reality, but is standing in front of a
work of art: Besides this, the tragic chorus of Greeks had to see human with their
flesh and bone in its stage persons.?® In this situation, were they considering what
happened on stage as real? No, because while time passing in theatre is solely an
artificial time, the architecture is solely a symbolic architecture, while a temperate
language has an ideal character, to bear this thing that is the core of entire poetry
art only as a poetic freedom is not sufficient. The introduction of the chorus was the
decisive step by which war was declared openly and honestly on all naturalism in
art. For this chorus the Greeks built the hovering platform of a fictitious state of
nature on to which they placed fictitious creatures of nature. Tragedy grew up on
this foundation, and for this very reason, of course, was relieved from the very
outset ofany need to copy reality with painful exactness. Yet it is not a world which

mere caprice and fantasy have conjured up between heaven and earth; rather it is a
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world which was just as real and credible to the believing Greek as Olympus and
its inhabitants.*°

The prevalent opinion tells us that the tragedy is born from a tragic chorus
and at the beginning it was nothing but a long song that tells the situations of known
mythological beings which is sung by a chorus. Lyric chorus, in ancient times
expresses the poems that are read artificially repeatedly regarding a myth in contests
that are devoted to gods by Greeks. The main and general success of ancient tragedy
is even based on the chorus while it was very popular; chorus especially is a factor
that shall not be neglected and to be taken seriously into account. It means while
planning a theatrical performance the first thought is the necessity of designing the
women and men that have close connection with the persons to take place in the
play; and the next thing is searching for the incidents to reveal mass psychology in
lyrical and musical terms. The poet looks to the performers on stage as if he/she is
looking from the chorus and together with the chorus to the Athens audience as
well. Chorus partitions that are engraved into the texture of tragedy shall be counted
as the mother’s bosom of the main play, almost the entire dialogue, tham means of
the entire stage world. Rupturing of the individual and becoming of one with the
first existence is told. We believe that the stage principally as origin is designed as
vision and the sole “truth” here is the chorus that generates the vision itself and
speaks entirely of the symbols of dance, voice and lyrics.

Knowing this main duty of chorus in antique age tragedy is significant from
the following points of views: First of all the relationship between the chorus and
hero is different from the dialogue that we know among the equals. Secondly, the
duality that chorus and hero created on the language layer pushes us to the necessity
of imposing different meanings in terms of content to these two opposite elements.
In tragedy technique there is poolarisation between two elements: at one side the
chorus that is a collective and anonymous being, that forms in its concerns, hopes
and syllogisms the group of citizens and works for expressing the feelings of the
audiences; on the other side the individualized identity that is performed by the

professional actor/actress, that his/her action is the center of gravity of drama and
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more or less unfamiliar to the ordinary situation of the ordinary citizen who
represents the face of another age’s hero. The representation of chorus and the tragic
hero in such a dual way conincides with a duality in tragedy language; at one side
the lyric style of the chorus, on the other side the dialogue focused style with its
closer criteria to prose on the protagonists of the drama. The heroic identities that
were made familiar to ordinary human with the language they used, do not realized
only at stage in front of the eyes of the audiences, they become an object of
discussion that were exposed to each other and the chorus members, which means
that they are questioned before the public in a sense. Chorus, instead of uplifting
the virtue of the hero, is worried about the hero and asks questions about him/her.
Thus, hero within the contemporary frame of tragedy is no more an example; he/she
is yet from his point of view and from the others points of views is a problem.
He/she expresses a tragic consciousness and the feeling of discrepancy that divides
human in itself as Nietzsche pointed out.

Another thing that we shall say about the duality of chorus and hero is the
singularity and polarity relationship between each other. Chorus collective is either
Creon or Antigone, if it is a hero, than it is individual. Chorus and heroes use
constume and masks. But, chorus members and the hoplites of the city wear
uniforms. In contrast, the costumes and masks of the actors are individualized.
Against the hero that is possessed with an immoderation expresses the reality of
truth, average truth and the truth of the city in its own way. The hero dies or
transforms into definitive character such as Philoctetes or Creon, chorus sustains its
being. Not the first saying but the last saying is always the head of the chorus like
within the text of “Oedipus at Colonus”: “This is where the story ends forever.”!

When considering from this point the chorus seems to us as if it is an
absolute and everlasting being and as if it has a voice in decisions. Apart from the
known sayings such as the chorus in ancient Greek tragedies is the ideal audience
or represents the public against the part of the stage that represents the power, if the
conditions at the time that it was written were taken into consideration; we shall

claim that the city and tragic chorus have totally different functions from one
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another. In Athens the city council proposes and parliament makes a conclusion,
however in tragedies the chorus never makes a conclusion or the conclusion of
chorus is ridiculed; as a general rule the one to take irreversible decisions that forms
the core of tragedy is the hero or the power to trigger him/her.’? To know this is
important from this aspect: Despite the fact that it seems like there is a collective
and individual contrast between the chorus and the hero; in fact despite the fact that
there are many people, chorus from musical point of view brings before us not the
majority, but the single being that is enormous with powerful lungs as Nietzsche
pointed out. This shows us by the way the opposite relationship between them is
fictionalized like the relationship between the equals from one aspect and they
involve each other. We can see different examples of this in various texts; for

example, let’s consider the following part in Euripides’ Medea:

LEADER OF THE CHORUS:

“Since thou hast imparted this design to me, I bid thee hold thy hand, both

from a wish to serve thee and because I would uphold the laws men make.”
MEDEA:

“It cannot but be so; thy words I pardon since thou art not in the same sorry

plight that I am.”

As we can see here chorus and Medea are fictionalized like two different
separate identities; chorus is a friend that warns Medea against the dangers, that
protects and watches her over and gives her advice and she is also an observer. It
has no exact and clear conclusions, it is also confused against what has happened.
The relationship between them is neither hierarchical to tyrannizing each other, nor
a relationship between the equals (if it was so there would be no chorus hero
duality). That’s why knowing the function and position of chorus, retains us from

making a mistakable comment with a wrong reference or narrow context. If we fall
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into this mistake, without neglecting the divine dimension tragedy becomes
earthliness and plays a role as a tool in absolutization of the ethical judgement that
are fictionized by proper periods’ dominant discourse and in adoption. Yet we do
not want this, that’s why we have to clarify the significancy of chorus and with

what sort of function it takes place in these works of art.

As Nietzsche pointed out, to be able to comprehend how the tragic chorus
of Greeks is older than the main "incident", more untainted, even more important,
we shall see again the duality that is the core and origin of Greek tragedy via eluding
from the traidition we are in, the one that is in way of Apollo and Dionysus as an
expression of intertwined two artistic impulse. After this information we shall think
of the Greek tragedy as a Dionysus chorus that is revealed within a way of Apollo
symbolic world all over again. This chorus within its own vision looks at its master
Dionysus and that’s why it is a chorus that is idolized forever; it sees how he or god
gets pain and is emerged, that’s why it is not in action. It is with that duty serving
totally before god, of course is the most high that means is the Dionysus way of
expression of nature, that’s why like that it speaks of divination and wisdom with
admiration: As the one to take pain it is the wise to notifies the truth from the center
of the world at the same time. It is the one and same person that speaks to musician,
poet, dancer and spirits. The duty of Dithyrambic chorus is to exhilarate in a
Dionysus way the spiritual state of the audiences, when the tragic hero is seen on
the stage, in a way not to see the the human to carry a mask, but a visional figure

that are born from their own spellbounding.

Dionysus who is the main hero and the focus of vision of stage, according
to this information and what is told, in the oldest period of tragedy really does not
exist, and is presumed only that it is present: which means that the tragedy at the
beginning is only "chorus", not a "play". After that the god is attempted to be played
visible to all eyes that surrounds the vision figure with divine illumination: thus in
narrow terms the "play" begins. The actor/actress who wears a tragedy mask,

represents the protagonist god: but the mask wearing god himself is hiding himself
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behind a vision of a human and this leads to equivocal situation.’® The audience
unconsciously transfers the entire image that chills in a magical way at god’s soul
to this mask wearing figure and transforms its reality into merely a fantastic dream.
Chorus is the symbol of entire mass that fall in enthusiasm in a Dionysus way in
Greek tragedy. From this point of view, it is a living wall against the onslaught of
reality, it lays the truth entirely, truly and rationally compared to the culture human
who sees itself the only reality.’* That’s why it must always be remembered that
the audience of Attic tragedy identified itself with the chorus on the orchestra, so

that there was fundamentally no opposition between public and chorus.?’

I will mention on the next chapter the Dionysus and tragedy relationship to
be able to explain what we refer to with this Dinoysos way of enthusiasm state. The
reason why I do this is to show that there is another period of understanding the
truth that speaks in Greek musical plays. If they did not have a god like Dionysus
that is represented by crazy and ecstatical bodies, we could have evaluate right now
tragedy among the romantic period poetry category; but despite this there would
have been a gap in our minds: Now that we accept these pieces as works of art and
we believe that they are written with an aesthetic concern; why than the used
language, despite the fact that it is this much childish and exhibitive, carries such
codes to penetrate the deepest parts of human? It leads to an explosion of feelings
in readers and awakens an intensive instinct to take action. We know that the
tragedies are texts written to be put on stage. Aristotle meant the same thing while
saying that tragedy is not the imitation of the action, but the performative imitation
of the action. Behind the dialogue of Greek drama, we are always concious of a
concrete visual actuality and behind that of a specific emotional actuality. Behind
the drama of words is the drama of action, the timbre of voice and voice, the uplifted

hand or tense muscle and the particular emotion. The spoken play, the words which
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we read, are symbols, a shorthandi and often, as in the best of Shakespeare, a very
abbreviated shorthand indeed, for the actual and felt play, which is always the real
thing. This is merely a particular case of the amazing unity of Greek, the unity of
concrete and abstract in philosophy, the unity of thought and feeling, action and
speculation in life.3

And the most important sources of thought that provides this togetherness
is as forementioned the Apollo and Dionysus duality. If we neglect one of these
sides —that is for us the most impotant one; possessed with the illusion of the
appearance, it becomes very possible that we may lose the meaning that is actually
desired to be expressed mainly. That’s why we need to know Dionysus much closer

who let our heroes to make all these craziness.

3.1. Dionysus and Tragedy

It is very obvious that in ancient Greek Theatre a religious dimension exists,
but as forementioned in the previous sections, religion does not mean how we
understand it and does not have the position that we understand. It is not really
seperated from either the social or the political spheres. Every notable collective
manifestation within the framework of either city or family, whether the public or
in the private sphere, incorporated aspects of a religious festival.>” At this religious
dimension the Greeks extracted two gods to themselves as a double source of origin:
Apollo and Dionysus. The fact that the continuous evolution of art is bound up with
the duality of the Apolline and the Dionysiac in much the same way as reproduction
depends on there being two sexes which co-exist in a state of perpetual conflict
interrupted only occasionally by periods of reconciliation. There is a great contrast

between the art of Apollo that is based on visuality, beauty and scale and Dionysus’
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nonvisual art of music.*® The work of art that is called the Attican tragedy consists
of confrontation of these two gods. Apollo is the god of all image-making energies,
also the god of prophecy. According to the etymological root of his name, he is 'the
luminous one' (der Scheinende), the god of light; as such, he also governs the lovely
semblance produced by the inner world of fantasy.3° Ethical god Apollo
acknowledges only one law; it is the individual which means the protection of the
boundaries of the individual, in Helenic terms the moderation. Apollo expects from
the ones similar to him to be temperate and to protect this he wants them to know
him. Thus, the expectation of ‘Know thyself’ and ‘Not too much!’, uplifting
himself/herself and passing the limits are the real enemy demons of universe that
are not following Apollo.*°

Dionysus on the other hand reaches the ancient Greek culture from outside,
is a crossbreed god that is accepted among the Olympus gods afterwards. Before
getting into the Greek culture it is crossbreed by all sorts of rituels and beliefs that
are connected to phenomenon such as agricultural plentifulness, seasonal
transformations and fertility, aggression and death in human life. Dionysus is an
unfamiliar object in the ancient Greek culture. The historian underlines this via
throwing its origins out to the boundaries of Ancient Greece world, to Thrace. There
are no common points in the civilization and religion of ancient Greeks and the
civilization and religion of Homeric world. A Dionysus religion experience,
reversely from the Apollo tendency is designed more than integrating individuals
to their place in the world, to carry them to union with god who invades their souls,
with the trance to the outer world and to the ecstacy. And this can be indicated as
the proof of its absolute otherhood. It means at the beginning, trance applications
of Thrace Dionysus that lead to more or less pathological crisis, were making

deviant, abnormal and dangerous behaviours before the eyes of ancient Greeks. But
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exactly these behaviours were involving the sprout that shall privde the final
evolution of ancient Greece and real mysticism. Collective madness within the
trance and soul invasion, mania, there was continuity between reaching to the
integrity of ego through running out of the world, condemning the earthly existence,
suffering applications and immortality of soul belief.*!

Dionysus religion shall not detach human from earthly life via suffering and
by giving up all worldly things technique, more than that it makes blurry the
boundaries between the divine and human, human and brutish, this world and the
hereafter and unites the estranged and isolated. If one of the most significant
characteristics is continuously making blurry the boundaries between the dream and
reality, providing the hereafter to appear suddenly here, letting us be entranced and
be set free from the ego, it means that for the first time out of the theatrical illusion
game that is placed in the Greek stage, so-called god’s ambiguous and riddle figure
is smiling towards us.*? The tragedy is formed of the clashing and union of these
two opposite powers that encountered at some period of history.

According to many sources the origin of tragedy is based on Dionysus
Dithyrambos. Dithyrambos that is the form of songs that are sung in the feasts in
the name of wine god Dionysus in Greece during 7% century B.C., has been settled
as a literature form by the end of 6 century B.C. Yet Nietzsche as well call the
Greek Tragedy because of this reason as, Dionysus chorus that is satisfied with the
imagery world of Apollo. At the beginning tragedy is solely “chorus” not the
“drama”; it is nothing but an objective poetry and a song that is expressing the
situation of the known mythological beings, even the dresses of the mythological
beings are worn. Reading of a poem accompanied by a flute by a male chorus of
fifty kids surrounding around the altar in the middle of the orchestra, indicates that
tragedy shall be happened as a result of a religious ritual and its initial origin is
based on really to the drunkenness of wine and also based on the Dinysus song that
is sung extemporally probably within an ecstatical dance by the accompany of

people’s voices one by one and vehemently. Formerly a dithyrambos chorus that
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consist of a male chorus dressed like the Satyres* and Silenus tries to express via
an implication what has lost itself to excitement. Chorus indicates instantly
someone that the audience shall comprehend rapidly from the pains he/she had and
from the contests he/she attended. Than god gets into te action with the purpose of
telling the adventures that enables the active contribution of its cortege: In this
situation while enthusiastic chorus songs are being sung, Dionysus is merely a live
figure or so-called the living sculpture of god as Nietzsche pointed out. At the
beginning periods of this performance art the crowds that are making crazy
movements are dressed like the Satires, they paint their faces with fume colors, red
dyes and other plant extracts, while going up hill and down dale with flower
garlands on their heads, they were not doing this as intemperance or pleasure: The
sudden strong blossom of Spring increases the vital powers to do such an
