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GENERAL CHARACTERISTICS OF THE
WORK

Topicality of the dissertation theme

There are many different connections between Ancient Greek tragedy
and the music ofthe 20" century. These reflect the unusual stylistic and ideo-
logical heterogeneity of those times. Up to today, ancient tragedy has been
considered by researchers as important for intercultural relationships. All
the related issues are very relevant for all people. There are many reasons
for this, however, some of which are pointed out here and which are also
mentioned by R. Gordeziani. “The popularity of classic Tragedy” [...] is
determined by many aspects [...]; mostly, this is mythological information,
transformed into drama, which impacts on people using two main approach-
es: 1. a highly transformed episode, selected from myth by a playwright
and 2. by the unfading importance of Greek mythology, which still has a
strong attraction for people®2. In addition, the author mentions the continual
actuality of “compassion and pity for the suffering of the chosen ones” and
“knowledge, received from suffering”, which conveys a naturalness and ar-
tistic value factors.

Throughout almost 2500 years the genre of tragedy has been used to
reflect changes in society, ideology, thinking, aesthetics — and is reflected
in the emergence of opera. In general, like opera, tragedy is that rare genre
in which every aspect, considered from today’s point of view, is defined
from the very first stages of its formation. This is an additional connection
to its direct “descendants”, as well as to the genre, that was created in the
beginning according to specific goals and parameters. It is also not by ac-
cident that opera in France was originally called a lyric tragedy (Tragédie
en musique).

Today, the diverse meaning of the term musical tragedy, the word it-
self and concept derives from the vagueness and diversity of explanations.

32 am@Egbosbo, @. (2009). dgadbaamo aoBg@sdads. g3cbo, @odoygs, E@Esds. mdo-
@obo: @rmgmbo. pg. 460
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In fact, the notion of tragedy, in both a narrow and broad sense of view,
involves a complexity of specific characteristics and does not apply to any
specific human disaster event. R. Gordeziani in his book “Greek literature.
Epos, lyric, drama” talks about the principal of modeling for a tragic sto-
ry, which was developed for ancient tragedy and gives us the key to under-
standing the tragic content. This principal is as follows:

L.

A nonfictional story of tragedy, the use of myth. The viewer
is attracted not by a completely unknown story, but rather by
how the playwright is able to re-invent an already familiar
plot;

From the overall “story fund” preference is given not to su-
ffering and death in general, but to a terrifying events that
with its “peculiarity doesn’t fit in the scope of conventional
logic for the development of events”. The tragic conflict is
provoked by the natural order, an encroachment of cosmic
harmony;

The tragedian is making an “actualization of the traditional
story and faces some adjustments in accordance to its con-
ception”;

Well known facts and the motivation of actions are also cha-
racteristic, as well as a distancing from everyday life and spe-
cificity, generalization and common presentation, in a way
which gives superiority over time and environment.

Ethical factor: “tragedy, designated for a single performan-
ce... it was committing self-expression and aspiration for the
public, based on what its degree of generalization was and
never went beyond the common understanding, however, it
also never went to a specific — personal level either®.

In this dissertation, the characteristics of the tragic genre that still
are present are identified in the subject of current research, in Musical

33 amépgbosbo, @. Op. cit. — p. 307
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theatre, that belongs to the last century, an era of unprecedented changes;
and also kind of changes could have been appeared in the genre after the
several centuries.

A comprehensive and detailed research of the tragedy genre is not the
aim of this study as a means of revealing its true nature in art. This is under
constant study by researchers in other relevant areas. This investigation looks
at tragedy as a whole, with its peculiarity of distinct characteristics in one of
the genre, the purpose of which, originally, was to reconstruct tragedy.

As mentioned, there are lots of theoretical works dedicated to this an-
cient genre, but for all of them there is a common “ancestor” “Politics”
— written by Aristotle in the 4™ century BC. , represented as lecture notes,
which became of a huge importance. The essence of tragedy is crystallized
based on the classical models. “Based on recent research, Aristotle saw all
the specifications of classical tragedy in the most correct way™**. In addition,
it is considered that a couple of thousand-year theoretical distance between
two objects — the theoretical thesis and the analyzed object, was seen in
relief as a constant, as well as a changing principle and units of the “ances-
tors” — tragedy and “descendants” were opera’s comparison.

Thus, the aim of this work is to show the 20" century musical theatre
as — characteristics of the tragedy genre and peculiarities of their existence.
The determination of genre characteristics in fragedy and musical tragedy,
the theoretical basis of this study, is “Poetics” by Aristotle, where the au-
thor describes the essence, goals, aims and the method of achievement for the
genre, and based on three ancient Greek classic’s works. Along with these
priceless notes and according to the ethical use of tragedy Aristotle deter-
mines the significance of ethical art works in ancient Greek society. Today, it
is considered, that “Works that are created about Poetics will not always help
us to understand the thesis that they are created about, but they will help us
to understand how those technical problems were solved that are called the
creation of the work®. The case is that the value of Aristotle’s work is not
only in creating the piece, but in creating the whole genre of Poetics and also,

34 améegbosbo. Op. cit. —p3. 304.
35 9gm, 9. (2011). devgmemmndds g0l Lobgmobmgol™. Fogbdo <. g3m, godweolb
bobgaro (g 785-839). mdoganolio: womygby. ag. 791
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as mentioned, in giving tips about solving the technical problems.

It is likely (and natural), that the scheme has been designed from the
start of the formation of the genre of tragedy, which was used as the bases
for the work. This is confirmed by the opinion of Gordeziani, where he men-
tions the typical trend in the form of tragedy and concludes, while under-
standing the development stages of conflict: “It is not accidental, that it was
so easy for Aristotle to separate the elements of composition for thousands
of tragedies”. The second tendency of a researcher is considered an
uncovered, obvious innovation by the Greek classics, within a rather
canonical form®. Therefore, tragedy, as the genre means solid, archetypi-
cal characteristics and based on them a chance for constant innovations,
which should indicate its viability. This was an important motivation for the
presented research.

In the dissertation, a specific analyses of the material is reviewed based
on the main characteristics of tragedy as presented in Aristotle’s “Poetics”.
While reviewing the analyses, these characteristics are more or less equal,
however, between these two is highlighted the first and main part of the
tragedy, it’s “soul”, which is called in translations as the plot. In the original
text by Aristotle it is termed Mythos®. One of the universal factors for the
topicality of tragedy is myth — archetype, which at one point connects with
the world and which, on the other hand, tragedy depends on. It is true that
all cultures and civilizations have their own mythology, however, it should
be noted that there are many commonalities which are not by any chance ac-
cidental. Levi Strauss claims, that this fact indicates it is a “non-accidental
content™. In this work the emphasis is on myth and its use in Opera; during
its existance, myth was very actively used®. The first examples of this genre
were based exactly on it. It is natural that the plot determined the content*'.

36 am@Egbosbo. Op.cit. — ag. 314.

37 Ibid.

38 At the same time, Aristotle points out, not just once, that for the implementation of the main
aim of tragedy, it is necessary that the poet does not create the story, but uses the old myths (Iand
XIV chapters).

39 JleBu-Crpocc, K. (2001). Cmpyxmypnas Anmpononoeus. Mocksa: Dxemo-IIpecc. c. 214-
215.

40 In Wikipedia there are 68 samples presented about the use of the Orpheus myth in Opera.
41 However, the myth deviations from the original plot take place already at the very beginning
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Until the 20™ century, a compliance with Aristotle’s tragedy in the Opera
genre is found associated with Wagner’s musical dramas, where old German
mythology is revived, as in the mythologies of the Greek tragedies in Hom-
er’s poems*. They could not consider the plot themselves and, therefore,
had to alter it. “This inevitability* derived from the Greek understanding of
world perception”*. Myths themselves “were not of tragic structure, they
have never focused on displaying tragic conflict, therefore, the tragic poet,
while using myth, was selecting those plot elements, where tragedy suppos-
edly emerged”®. The main and supreme duty of tragic was to reflect myth
ideas through poetry. Still in ancient times, authors were establishing differ-
ent approaches while using myth. “This was essentially changing the under-
standing of myth, its interpretation and actualization level™. If Aeschylus
was distinguished for his great devotion towards the material, Euripides, on
the contrary, did not depend on this but was even changing the content of the
myth. Sophocles stood between them and maintained the golden mean. His
interpretation of myth was “decoding the idea of the myth, written in sym-
bolic language, its poetic realization and presenting all this to the viewer”?.
Later, this kind of events always happened when a great artist was work-
ing in this area, but it may also be saidthat the attitude towards myth never
has been so varied and diverseas it was since the beginning of the previous

of Opera history. Mainly it was a change of the ending (happy), or the introduction of a new
unknown character in the concrete myth (a traditional feature for Venetian opera) which was
determined not by the author, but by opportunistic requests.

42 Tt is possible to find particular elements of tragedies in 17" — 19th century operas, however,
this is not the research period of the present study and consequently not only the particular
characteristics, but only those works that contained the full process and compatibility of the
components with Aristotle’s rules are being investigated.

43 The author is describing a specific Greek understanding of the world in the future: for the
Greek universe is a “cosmos, meaning peace, the harmony of which is determined by supreme
power of God, therefore, if the cosmic harmony is violated, we should blame the subversiveness
of Gods but the people’s uppity [...]Jaccording to which the anomalies happen”. gordeziani. Op.
cit. — gg. 310.

44 Tbid.

45 Tbid.

46 Ibid.

47 bedgtogo, y. (1996). Fobslodygomds. g@gdymobmgol: glJoanyg, bmgemgmy,
93603009 dggaro dg@dbyamo BGEsggwos (3. 5-18). mdogolo: bsJo@mggenm. p. 12.
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century up to present. That is why, when becoming acquainted with so the
works of the musical theatre for both halves of the 20™ century which, in a
way, included elements of Ancient Greek tragedies, similar attitudes were
identified for three ancient Greek tragedy approaches while working on the
present analysis*. For the 20" century musical theatre examples analyze-
d¥in this thesis, accordingly to the above-mention three tendencies, a divi-
sion was made according to how myth is represented:

« As a story, having a content with a particular sequence of
corresponding events — the case where myth is very easy to
distinguish.

« As the plot for other story which, on the other hand, becomes
the basis of the of work content.

« As covered and transformed into a “tributary” of additional
content, when its existence depends on a random or not ran-
dom way of perceiving the reference.

The present task is to determine what have been changed are and
what remains the unchangeable in the classical tragedy genre as in those
works of musical theatre, which contain a myth in today’s circumstances. If
the definition of Aristotle’s tragedy is adjusted to the genre parameters by
Aranovsky®, it will look like this:

What: tragedy, original, completed from a cult, theatrical action, which:

How: will it be played for audience, with a plotbased on fear and pity.

What for: will it be cleared of emotions, feel the catharsis.

With the help of: the elements of plot, character, through diction, spec-
tacle, musical composition.

48 However, it is natural, based on different circumstances (big time lapse and the evolution
brought with it inside the genre, as well as its acknowledgement of myths functions) and not
consistently as it was in the antique period, but simultaneously, as it is characterized with the
period of analysis.

49 The arguments for each works are reviewed in the analytical chapters.

50 See: ApanoBckuii, M. (1987). CTpykTypa My3bIKaJbHOTO KaHPa ¥ COBPEMEHHAs! CUTYaIHs
B My3bike. BMyssikanvuviticospemennux: Co. cmameii. Bein 6. Mocksa: Cos. Kommnosurop.
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In this case the definition of Aranovsky is general and, as will be shown,
in full compliance with the first and very last definition of Aristotle. As a re-
sult the approach to the internal structure of the genre by V. Trukerman and
A. Sokhor will not be considered since it is a priori aimed at and adjusted
to the music.

The elements and requirements presented in “Poetics” will be used,
based on which, according to Aristotle, tragedy was attained. This work is
based exactly on the compliance of these parameters with the musical mate-
rial analyzed. In particular these are: a plot, along with its parts, including
the main myth; the characters and their characteristics; thought; diction —
the element associated with dialog, text, word and it’s features, show and
musical composition. In total, through the unity of these elements the main
ethical purpose of tragedy is achieved — Catharsis®'.

Every one of these elements is so comprehensive that each could be
considered separately. Here they are used as the analyzing tool for the mu-
sical-theatrical work, which also represents the novelty of the research
thesis, because, at this point the analyses of the musical work and, in par-
ticular, the analyses concerning the music with the parameters presented in
“Poetics”, has not been attempted. The traditional methods of research for
operatic dramaturgy are defined here, as well as the analyses of the theatrical
works, as being driven from “Poetics”. Therefore, with just once glimpse,
the hardly noticeable difference may lie in the method being tested — con-
cretization. “Poetics” is being followed in detail, and the music composition
analyzed for a particular theatrical genre, which, based on the information
available, is the first case x. As already mentioned, the analyses of the musi-
cal works along with traditional complete methods represents the method-
ological origin. The new research angle and already analyzed works are
reviewed in this contextfor the first time, while the object of the thesis, aim,
task and methodology, research angle, terminological and genre definition
clarification conditions its actuality.

The relation between ancient Greek theatre and Opera has always

51 Hereby, it should be mentioned that the mechanical parts of tragedy as parameters (prologue,
episodes), because these parts are only specific for Greek tragedy, also Aristotle does not clarify
their content and dramatic meaning.
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been one of the most researched topics and carried out by many respected
researchers; however, nothing has been found specifically addressing the
current topic under investigation— tragedy, genre characteristics given by
Aristotle that discusses the musical theatre of the 20™ century in this scope.
It should be saidthat different parts of the thesis review and discuss the
vast literature available. The present study has reviewed the literature x, the-
atre studies, musical dramaturgy and considerable number of papers avail-
able specifically concerning the work. For the history of ancient tragedy it is
maintained that the studies of Gordeziani, based on the works of many for-
eign authors and also his own research, gives us both a comprehensive and
generalized information about the existence and development of the genre.
There is significant literature to be found about the interdependence
of Opera and ancient theatre. In this regard, the newest collections of Peter
Brown and Suzana Ograjensken are the most noteworthy. In particular, the
work of Caroline Abbate and Roger Parker’s history of Opera (Norton and
company 2012) are significant due to the new views expressed. It should be
noted that there are a couple of researchers who are currently working on
Opera dramaturgy in Georgian musicology. In this respect the research of M.
Kavtaradze and N. Sharikadze’s should be mentioned. In the literature, how-
ever, musical-theatrical analyses based on the principles of Aristotle have not
been encountered and, therefore, the text presented is a totally new analysis.
Consequently, the structure of the research, the goals and objectives of
the thesis consistof an introduction, four chapters and a conclusion. In the
first is a historical-theoretical chapter and the musical theatre associated with
it up to the period of analysis is presented. The main, analytical part consists
of three chapters in which are discussed the works, which include mythas
the story and the conceptual basis (Chapter II: Richard Strauss: Daphne,
lannis Xenakis: Oresteia); myth, as a work containing other variations of a
story (Chapter III: Alban Berg: Lulu, Luciano Berio: Un re in Ascolto) and
last, cases where the mythological element in the works is not indicated
openly (Chapter 1V: Sergei Prokofiev: Fairy Angel, Giya Kancheli: Music
for the Living). The research results are summarized in the conclusion. The
work also has a list of references, musical examples and charts. In the sec-
ond part of the introduction the main postulates of the essence and ele-
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ments in Aristotle’s Poetics are discussed and explained.

Tragedy, then, is an imitation of an action that is serious, complete, and
of a certain magnitude; a language embellished with different artistic orna-
ments, several kinds being found in separate parts of the play - in the form of
action, not of narrative; through pity and fear affecting the proper purgation
of these emotions™.

The achievement of catharsis is possible by the mutually dependent
elements. These are: Plot (the parts of it are peripeteia, recognition and suf-
fering) and subjectively the myth used; character, meaning tragic hero,
which does not necessarily have to be an example of fairness and rationality,
however, does not have to be criminal either. Tragedy is based on tragicfail-
ure, the characteristics of which have to do with metaphysical forces. The
element of thought means paraphrasing with the words. In addition to this,
pleasant or scary can be expressed in two way, one by the author, told in
detail, or without any explanation. It is desirablethat both ways will be used
in tragedy according to Aristotle. The element of thinking is realized with a
special form in music and this will be discussed in the analytical chapters.
The element of diction means the appearance of the word. Here a certain
type of sentence (command, supplication) and the way of choosing the cor-
rect intonation of words and syntactic analysis of the word is discussed.
Spectacle, additional necessary details that are used for the embodiment
of the spectacle and decoration amongst others. Aristotle does not consider
all this as significant, as he thinks it has very little to do with the poetics.
Aristotle also gives very few details about the musical composition; he only
says that it is the main embellishment of tragedy™. In the analytical part of
the present study, natually, this element will be given greater attention since
in musical theatre, the musical form exceeds the definition of embellish-
ment and equals all the elements together. With the unity of the sielements,
through fear and pity, Aristotle considered catharsis was achieved.

52 Aristotle. (2000). The Poetics of Aristotle. A Translation by S. H. Butcher. Pennsylvania,
Pennsylvania, USA: A Penn State Electronic Classics Series Publication. p. 10.
53 o@olGm@gmo. (1940). 3mg@ogs. boddmms bgarmgbgds Ne7-8,p. 24.
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THE CONTENT OF THE WORK

The first chapter of the thesis The Road of Ancient Tragedy in The-
atre and Music presents the historical-theoretical support for the disser-
tation. Here the development and evolution of tragedy through the works
of the Greek classics and Aristotle’s “Poetics” up to the 20" century is re-
viewed. Alongside this, tragedy in Opera is discussed - the characteristics of
the use of the features of the genre in tragedy by composers in the particular,
key eras. Following the era of classical Greek tragedy there was a genre
degradation, the visual side exceeded the ethical and in the new era tragedy
almost became forgotten. Its genuine renaissance came through the works of
Shakespeare. In Shakespeare’s tragedies “Poetic” provisions are represented
on a new plane and the connection with ancient tragedy is more inward and
organic, rather than outwardly expressed. At the same time “fate tragedy”
was replaced with “character tragedy”, which was the greatest achievement
in Drama. It is interesting to note that in the works of Shakespeare music
was of major importanceas an illustration of the dramatic situation.

In exactly the same periodwhen Shakespeare was creating his great
tragedies (approx. : 1593-1606/7) Dramma per musica’s conception was de-
veloping in Italy, for which, ancient tragedy, in all its senseswas the starting
point. Florentine “Camerata” members referred to it not as a model and de-
cided on a conceptual revision. On what basis did the Camerata believe that
tragedy should be fully sung? Their case was based on, “one passage from
Poctics, in particular, that tragedy stirs emotions and causes the purge from
them — catharsis. Count Giovanni de’Bardi was highly confident, that only
poetry was not able to purge such strong emotions and his conviction
was based on his imagination — classical tragedy was reaching its effect
only due to the fact that phrases were not said, but sung, music was
creating the continuum inside and this was determining the miraculous
outcome”®*. Therefore, catharsis became an ideological basis for Opera.
The musical form, that existed during that period was not considered rel-
evant for drama, so musical recital was created that was “more sublime that

54 Abbate, C., & Parker, R. (2012). A History of Opera. New York: W. W. Norton & Company.
p-43
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the usual speech and less clear-cut than the melody” alongside with Recital
cantando. Camerata members in their works did not use “readymade” trag-
edies, but myths, however, unlike Aristotle’s reference, they were arbitrarily
changing them.

The first composer of the new genre, Claudio Monteverdi, was related
to Ancient Greek tragedy firstly by a knowledge of the esthetic principles
of Florentine Camarata and, in addition, with in-depth studies of the Greek
classics and Aristotle’s works and with their compliance with his work’s
principles. This type of vision led him to the principal innovations in the
development of the genre. A new type of drama with musical diversity was
created which had a much greater potential than a mechanical Greek adap-
tation could have. Aristotle’s statements — in particular the construction of
dramatic plot and the organization of its parts — maintained that the univer-
salization and musical realization of the concept of music only enriched the
expressive means of the specifics.

In this paragraph, based on the French classic tragedy and its poetic
examples, it is possible to see substantive changes in the genre, while for-
mally, Aristotle’s parameters are maintained, however, in reality, is adjusted
to absolute requirements. The same changes and drama peculiarities are re-
flected in French lyrical tragedy. It has been explained here, that Aristotle’s
theory for the French people was just a formal basiswhich they used to build
a modified diversity of the genre and its new poetics.

The tendencies of tragedy interpretation, which are already seen at the
beginning of Opera history and which subsequently transformed into Opera
seria, together with the importance of music and function prioritization, the
standardization of librettos, the quest for vocal mastery and the tendency
for vocal display led to a serious Opera crisis which weakened the role of
Drama. In the second half of the 18" century, Gluck implemented reform
in Operaseria which mainly focused not so much on drama, but it’s realiza-
tion in music. If the features of theatrical works, which Aristotle specifies,

55 Pomnan, P. (1986). Ucmopus onepwr 6 Espone 0o Jlronnu u Craprammu. Hcmoku cospe-
MEHHO20 MY3bIKANIbHO20 meampa // MysvikanbHo-ucmopuueckoe Hacieoue: Buinyck nepeuiil.
Mocksa: My3bixka. c. 81.
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are not so much protected in drama text, they are consistently followed in
Gluck’s music. Gluck’s works remind us of French tragedy due to the lin-
ear peculiarities of its plot and characters, however, his musical works are
considered more similar to Ancient expressiveness, rather than French, due
to its Drama and intonation.

Within the context of musical classicism and romanticism ancient
tragedy was mostly seen as a model and method of thought, rather than
implementation in practice. At the end of Romanticism, ancient tragedy re-
turned in the form of Wagner’s musical dramas with unprecedented power.
Its theatre corresponds to the ethos of Greek tragedy and there is a similar
approach applied to the use of myth. Ancient myth represented the lowest,
most common and mediated layer in Wagner’s dramaswhich had been built
on national (Old German) legendary types. The last, upper layer is the free
literal interpretation of these two lower layers by the author. Wagner com-
bines, in himself, the universalization of ancient tragedy authors: he is a
playwright, creator of music, director and conductor. In Wagner’s articles he
never detrimentally mentions any thoughts about blindly following Aristo-
tle’s rules. These rules combined with all the experience gained throughout
the whole drama history by Wagner, becomes the bases for his drama.

Myth and the work on it, with Wagner, mainly in Tetralogy, becomes the
spirit of the work and practically defines everything. And this is one of Aris-
totle’s main regulations. It is possible here to talk freely about all elements
of tragedy in a waythat does not separate text and music. Their development
is based on mutual conditions, as for the level of a separate word (semiotic
and sounding unit), as well as separate character, context and subtext, on all
the levels of drama development and finally on the level of an idea. Besides,
alongside the music the element of thinking is especially activated with
Wagner (and passed to later generations), the leitmotiv system reveals the
effect of acting without the help of verbal explanation. Therefore, based on
the experience of the tragedy genre and with the new rethinking, Wagner
created his own genre diversity, where the paradigmatic characteristics of
tragedy are inseparably blended with musical origins and contemporary i. e.
actual, problems finding their roots in ancient myths. Therefore, Wagner, as
well as Shakespeare and all great tragic writers, creates his own mythology.
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Wagner’s influence on the development of musical theatre and musical
thought (which, also means the attempts to escape the influence) included all
fields, starting from ideas and drama, to musical expressionism and became
very viable. However, tragedy, as a drama genre was experiencing stagna-
tion throughout all this time. At the end of 19th century and the beginning
of the 20™ century playwrites such as Henrik Ibsen, Anton Chekhov and Au-
gust Strindberg, and later Eugene O’Neill, introduced a new view. In the 20™
century, for the first time in the history of tragedy, an Anti-Aristotle, Brecht
theory was formed, with the main features described in the first chapter.

In the theatre of the 20™ century, as well as in the music, the tragedy genre
was somewhat less an object of interest. However, its “soul’s”, was elevated as
central to myth. Many works were created and some of them with a content-
which, at the time, formed the basis for Greek tragedies. However, interest in
myth was driven from the interest about archaic traditions. On the other hand,
in the first half of the 20™ century, composers were themselves challenging the
revival of ancient stories. In the works of Milhaud, Satie, Honegger and Orff
the consideration of ancient tragedy using an unusual vocal approach happens
with a specific instrumentationwhich, at some point, becomes a tendencythat
we can encounter in the 21% century too (H. W. Henze’s Phaedra). There are
also cases when the plot of tragedy or myth is used as an origin which, how-
ever, experiences transformation. Examples of this are Richard Strauss’s Ari-
adne auf Naxos and Milhaud’s so calledOpéras-Minute with the inversions of
a mythological story. This side of myth is, at some point, as if it is reflected in
a crooked mirror, developing its new option, antimyth, which becomes a basis
for antitragedy. Chapter I ends in the second half of the 20" century with a
review of Harry Partch’s work Revelation in the Courtyard Park.

This general chapter is followed by three analytical chapters. In the
second chapter of the thesis, myth, as the basics of a plot is reviewed using
Dahpne by Richard Strauss and Oresteia, by lannis Xekanis, as examples of
works written according to this approach in the first and second half of the
last century. Particular interest was aroused due to the author’s definitions:
Strauss called his opera a bucolic tragedy, while Xekanis called his Oresteia
an “ancient tragedy processed by him”. After comparison with the originals
and their versions, it becomes clear, that in both works the myth subject line
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is more or less clearly preserved. Based on the analyses one can conclude
that in case of Strauss we are dealing with tragedy. The internal and external
structure of the genre is preserved, as well as constituent elements of tragedy
and their requirements (without the exception of non-essential certainties).
The existence of bucolic ageing (understanding the characters, realization
of model in music, features of the musical language), however, and less
consistency with the model and, on the other hand, the modeling fact itself,
determines a certain distance or alienation for the viewer. The observer’s
objective position about past events, therefore, has less chance for cathar-
siswhere the realization of the ultimate ethical tragedy function is derived.
As for Xekanis’s “musically processed ancient tragedy”, its one main
characteristic, synthetic quality corresponds to ancient tragedy. It is realized
on the level of conception, composition, genre and musical language (firstly,
here should be noted the integral unity of the archaic and modern means of
expression) and merges with the “carcass” of ancient dramaturgy: mainly,
the unchanged tragedy by Aeschylus. Therefore, the features of European
traditional musical dramaturgy, including intonation drama, which should
correlate with the features drama spectacle (based on which, Opera, works
of the musical theatre are derived), with Xenakis is replaced by a different
musical component. The original conception of traditional European musi-
cal theatre, which reveals the proximity with ancient theatre is seen through
the peculiarities of ancient Greek text vocal intonation. Therefore, musical
ageing with Xekanis is not equal and inalienable with the theatre that Opera
specifications ideally require, but is presented within the range of Aristotle’s
musical composition, that is one, of the tragedy elements. Clearly, unlike
Aristotle it is not just limited to an embellishment function; rather, the ben-
efits of underlined verbal elements are obvious. Here the case is not with the
tragedy modeling, but with its reconstruction, and through this, at one point,
there is an association with the archaic. It is these characteristics associated
with those of musical language for which Xekanis entered history as an in-
novator. The work is an answer to Aristotle’s requirements as it responds to
the primary literature source: Tragedy of Aeschylus. Distancing the viewers
is apparent here too because the text of the tragedy is not understandable
for them. The work has nothing to do with Operafrom the traditional point
of view, as long as it is vocal, unlike Daphne it may be getting closer to
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ancient Greek declamationrather than the singing formsdeveloped in Opera.
Therefore, the Oresteia tragedy, as a genre, exists with a significantly better
quality than in Daphne, however, the traditional perception is paradoxical
and the use of the ancient Greek language is practically impossible.

The beginning of the third chapter of the thesis, myth, as the latent
basis of the work, briefly reviews the understanding of myth in the 20™
century, when the oldest myth was as if invisible but sub-consciously still
actively “working” as the latent basis.

In Lulu, where the traditional alliance for music and drama opera is still
preserved, the mythological*basis is discussed, which is presented in the
form of several motives in the plot, as well as in a semantic field of the main
character. It’s dramatic structure is based to a considerable extent on an Ar-
istotelian scheme, and Gustav Freytag hasdeveloped a rectangular scheme
based on an Aristotelian scheme. In this part of the text particular attention
is given to the main character and her characteristics from the perspective
of Aristotle’s character and mythological parameters in musical realization,
the advantage of which, compared with other elements becomes obvious.
Like Strauss, following the Wagner tradition, leitmotivs attain a huge impor-
tance — Leit-rows. They practically create an additional dramaturgical layer,
between the works reviewed in this thesis and give a huge importance to the
thought element in the music, with the success of recurring complexes and
constructions — Leit-sections) (G. Weisgal’s term). Taking into account the
time interval and evolutional processes between ancient tragedy and “Lulu”,
the quality parameters of tragedy may be considered satisfactory.

Luciano Berio’s Azione Musicale Un re in Ascolto represents a com-
pound, multilayer work, in which the latent basis of Italo Calvino’s story’s,
and other sources, the Cassandra myth is evident. Unlike other works re-
viewed before, here the music is superior to the drama and is leading it.
The plot and characters are correspond to the theatre of Beckett, rather than
Aristotle. However, it can be seen that those individual featureswhich show
themselves having a proximity to Aristotle (the suitability of character,
meaning the relevance to the story given in the plot), are connected more to

56 Ancient myth about Pandora’s Box, an ancient German myth about the spirit of the ground
and Minion, the stocks of biblical Eve and so on.
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music than the verbal narrative. Certain features of the plot, which do not
depend on music (fear and solidarity, self-identification, catharsis), may be
considered to be in accordance with Poetic’s definition, or not, depending on
the individual’s view. But as to tragedy, in the work dealt with, not so much
with the specific topic of ancient myth, but with the topic that has arisen
concerning the highlights of the human/individual issue and in the 20" cen-
tury (maybe even earlier), mythologization was experienced, however, as
mentioned, the latent basis of Prospero’s tragedy is the ancient Cassandra’s
myth. In the period, when this work was created, the thematic when heard
was considered actual. Berio’s work, mainly depends on this “new” myth —
a conflict between the outer and inner worlds, among the voices heard and
understood. This is one of the many versions of myth, the realization of
what happens in ways which are unusual for tragedy, based on music; this
is explained in great detail in the third chapter of this study. Due to the spe-
cial properties of the musical narrative, and despite the fact that Re’s verbal
text and dramaturgical understanding does not fit all of Aristotle’s elements,
its tragic nature, with the consideration of Aristotle’s main thesis, does not
leave us in doubt.

In the fourth chapter mythological motive, as the allusional tributary
to story — one more approach that originated in the last century, the possible
existence of myth’s allusional elements x, which, at one point may have
nothing in common with ancient myth and are entirely based on the modern
trend, is reviewed For example, Sergei Prokofiev’s The Fairy Angelin based
on Bryusov’s symbolic novel. It contains a stylized narrative that is epic,
rather than tragic. However, in relation to this opera, the term “tragedy” is
often used (the main character’s tragedy, social tragedy and so on).

When the story is analyzed, it becomes clear, that its connection with
tragedy, despite the compliance of certain elements (in particular the way of
adequately conveying character though music, despite its highly complicat-
ed nature in comparison to Aristotle and in spite of the fact that Renata is not
a tragic character) have very little in common. This is conditioned by the ep-
isodic nature of the The Fairy Angel plot, with the practical impossibility of
myth identification and conflict type (inner, psychological). At some point,
it can exist in the abstract and allusional motive forms (between Zeus and
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Semele, between mortal and immortal), however, the author’s (Prokofiev’s)
dependence on the basic idea is objective, which is mainly conditioned by
the music and is explained in detail in the corresponding chapter. In addi-
tion the catharsis potential becomes overlapped and crossed. In the end, the
work is much more suitable to drama, rather than tragedy. Certain elements
of Aristotle are presented more in a drama circle, than tragedy.

The title of Music for Living by Gia Kancheli and Robert Sturua, with
its pathos, alludes to the fact that work is dealing with the particular power
of music leading to an association with several mythological motifs: music’s
omnipotence (Myth by Orpheus) and purification, survival and origins. And
if so, then, it was right to consider the work to have a connection with some
variety of tragedy. Finally, the analysis reveals that the alleged mythologi-
cal motifs that are connected to various parts are only provoked allusions
and consequently do not contain any sufficiency in musical or verbal text.
Besides, based on the tragedy elements, the analyses shows that Music for
Living is an ambivalent work, which due to many reasons, and mostly by
belonging to epic theatre, can only partly represent tragedy not according to
Aristotle’s genre characteristics, but with a more generalized understand-
ing, such as today as used in everyday life. This conclusion is based on the
presented genres in the works, which include those genres, which by their
nature are opposite to tragedy. The importance of the plot, unequivocal and
unilateralism of characters, non-individualism and symbolism, the advan-
tage of highlighting the verbal presentation, the positive influence of musi-
cal narrative on both of them, when the Thoughts element is not explaining
anything, but also makes it vague, static of scenic actions and consequently
a combination of these distance the work of Kancheli from tragedy.

In the conclusive part of thesis, the results of the research are summa-
rized.

The tragedy of the 20" century as the condition of the specific genre
is significantly modified in comparison to the ancient forms, which, if its
“age” is considered, is quite natural. As considered on the initial phase of
research, despite the difference of tragedy reception (in the face of character,
text, story, inter-text, sub-text’s symbol and so on)¥in the last century, as

57 There are more than 600 interpretations or receprionsof Medea. See: pgobo®os, g,
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well as in the musical theatre’s manifestation, it is possible to endorse not
so much the outer features, but the most universal characteristics of tragedy.
Therefore, for the archetype characteristics of tragedy, the statementsgiven
in Aristotle’s Poetics are used as a reference point for ancient tragedy. This
kind of approach is most effectivewhen works are analyzedwhich are based
on ancient tragedy or myth, or consciously or sub-consciously are aimed at
modernizing it. So the essences of the changes made in the genre become
visible. For other works it allows a determination of other stable character-
istics.

To recap, in the introduction to this thesis the inner structure character-
istics of tragedy and its plot based on Aristotle, Gordeziani and Aranovsky
were outlined. They are presented in the schematic tables based on the anal-
yses of specific parameters from the works of Aristotle, where the relevance
of each of these characteristics is highlighted.

The following can be said about the main elements of tragedy.

As described for the first half of the 20th century (mainly about plot
and character), it can be said that their resemblance to the old traditions and
inheritance is clear, whilst for all three works of the second half of the same
century analyzed they are presented in totally different ways. Considering
the element of Thought, the following should be noted. The functionality of
this element with Aristoteles related to the mastery of tragic, in the way of
telling pleasant and terrible events with a detailed explanation, or presenting
then without the description. In Opera, these elements are achieved though
music; whilst “telling the detailed story”music gives a more emotional per-
ception to the words. In other cases, it just defines the implication, and it
has even more effect in the scenes with “explanation without definition” and
becomes the “explanation” itself. In this situation, noteworthy are fragments
of Opera containing leitmotivs, as the presence of Aristotle’s thought ele-
ments are in the pure musical layer. The opinions expressed have not been
presented in any of the available literature, according to which:

©s am@Egbosbo, @. (16 osbgsdo. 2010). Fomgmo bmbs. dgege, domo s domols
0bBgH3AYHG0s.  mdogmobo,  Lods@mggmm:  Lods@mggmml  Labmyspmgdogo
3597 ggdgmo o Gspom mogoliyggmagds.
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An element of musical-theatrical work is continuously functioning in
three varieties of thought;

with this significance, it exceeds its value in dramatic nonmusical
works and

the integral connection between elements of musical composition are
considered of major importance. At the same time, this is why in the analy-
ses presented X, concerning the elements of thought and musical composi-
tion, areintegrally related. In the last century, the activation of the thought
element in musical theatre has gone so far, that very “unusual” works have
been created, like Prometeo, Tragedia del ascolto by Luigi Nono, or Lichtby
Karlheinz Stockhausen, or a series of instrumental theatre works.

On the other hand, the thought element also contains a verbal element,
which in musical theatre is connected to the musical intonation of the word.
In respect to works of the first half of the 20™ century the connection with the
tradition from the last centuries is recalled, in particular, with Wagner — Berg
and Strauss, as well as Mussorgsky and Debussy — and the case of Prokofiev.
With Xenakis the intonation issue of the word in music was resolved in a
couple of ways, however, the most important is the sound and accentuation
of the ancient Greek word itself.

With Berio the specific method of word intonation is associated in a
particular manner linked with speech. In addition, it is also used to achieve
the grotesque. With Kancheli, the intonation of the word completely de-
pends on the music. In the opera into the opera, his method is identical to a
stylized era and its school.

The Show component in theatre became a tributary element and is as
necessary for understanding drama as is the word. Also, at one point, to
strengthen the commercial viability and, on the other hand, with the help of
directors it has finally confirmed its place in theatre.

Of the works reviewed, the show elements with Aristotle’s thought are
only present in Orestea by Xenakis. The show there is minimal. A complete-
ly different picture is seen with Kancheli’s Music for the living. Here the
show, alongside the music is one of the main elements. In the opera of Berio,

58



just like Kancheli, the main element is music; however, the show element is
weakened not only in comparison to Kancheli, but also to the conventional
examples, due to the strengthening of the narrative role of music. In Daphne,
Lulu and The Fairy Angel the show is traditionally presented according to
the Opera genre.

Musical composition. As has already been mentioned, with the appear-
ance of Opera the role of music in dramatic works became dominant and has
exceeded the function of the “main embellishment”. Music helps to depict
every element of the drama, therefore, it can be said that it equates to all of
Aristotle’s requirements. A case has been encountered whilst carrying out
the analyses, when it was even exceeded (Berio, Kancheli).

The attitude between the drama and music in the first half of the 20™
century still maintained Wagner’s traditions — music is the way of conveying
the drama, however, this way is the most superior. In all three works the mu-
sical dramaturgy is achieved through the leitmotiv systems (in “Lulu” with
leit-rows)which creates an additional layer for drama, which sometimes
fulfills it, but is sometimes at odds with the layer. This is how Aristotle’s
thought element functions in musical works.

In the 2™ half of the century the situation radically changed. In the case
of Oresteia word, as the absolute domination of phonemes is considered
where the element of thought is moved to the background and it may be
strange, but in comparison to all other elements, the fourth elements comes
to the fore — which is connected to the work and it’s intonation — Diction.
This entirely depends on the music. With Xenakis it is very difficult, if not
impossible to detect a thought elementbecause the music does not display
the mood, the emotion and the change of situation in a conventional way
also including most of the works reviewed. Therefore, Xenakis music ap-
proaches an Aristotelian function, however, it still remains the main objec-
tive for the viewer as the text of the tragedy is completely obscure. This is
the reconstruction of the oldest frame with “new material” music.

However, Xenakis’s case can be considered an exception since in the
second half of the 20™ century the domination of music over drama in musi-
cal theatre became a tendency (Ligeti, Stochkausen, Kagel, Glass, Reich,
Nono and others) and the two works by Berio and Kancheli that are re-
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viewed here, are also good examples of this tendency. The word in them, as
the semantic unit, loses its meaning and the musical narrative moves to the
forefront. An equality with the meaning of the word is seen in Nono’s and
Stokenhausen’s works. The considerable verbal and musical narrative dif-
ferences, as are presented in these two cases of Berio and mostly Kancheli,
breaks their dramaturgical simultaneousness. The word loses its semantic
function of guiding (mostly in the case of Kancheli) and becomes at one
point symbolic and, at another, a purely intonational sounding element.
Consequently the composers fill this vacuum with music. The pure musical
dramaturgy then comes to the fore, which actively impacts on the plot given
in advance. Thus, if the element of musical composition with its meaning
balances the main elements of Aristotle’s tragedy in the first half of the 20™
century as well as in the Operas of the past centuries, in the second half of
the 20" century it becomes dominant. In the cases reviewed, this specifica-
tion does not eliminate tragedy as used by Berio.

It is therefore possible to say that there is a chronological tendency in
using elements of tragedy: of the three works for each half, the first and sec-
ond half reveal more similaritiesthan using matches according to the myth.
However, in accordance to this last aspect, the final conclusions of the re-
search can be stated as follows:

* Inthe case, when myth or ancient Greek tragedy is used as the
plot of the content, despite the relatively complete representa-
tion of the elements of tragedy, it is allowed, to receive its me-
chanic or formal embodiment in the music. For example, with
Strauss the model of tragedy as a genre is such that Daphne rep-
resents the parameters of tragic content incompletely, or at some
points just formally. In Oresteia the reconstruction of tragedy, as
the literature text and genre, is clearly seen. It should be empha-
sized that here, the case of the implementation of the innovative
forms of tragic content is most actual, which points to the method
mentioned in the beginning, to which Greek tragic writers were
referring to. The realization of this method in practice is possible
quite easily, if the creator
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o refers to mythological stories implicitly, turns it into a new
tragic concept and realizes it in the original way. This can be
seen to be the case in the works of Berg and Berio.

*  When there is an allusion about myth or about general mythologi-
cal formula, tragedy cannot be formed, in spite of the existence
of this particular element in the work. If this is the case it is not
possible to define the tragic sense in the way wanted; to have
the elements that have passed different levels which form the ba-
sis for dramatic stories. This determines whether they create
organic unity of form and are functioning such as to display
tragic content.

* The above-mentioned scheme and the summery of the peculiari-
ties of elements shows that tragedy may only take place if in the
work there are more or less fully the tragic parameters; they are
preserved within the inner structure even if somewhat modified
and are given the organic unity of the main elements of genre.

* In all cases the question of Catharsis is solved differently. Here
the tendency is to rely on the spectator’s individual perception
more than the author.

In the work of Gordeziani, which was not cited, the chapter dedicated to
classical and contemporary tragedy begins with the note, to which Aristotle
pointed: “after conveying many changes, tragedy stopped, as it reached it’s
nature (1549a)%®... ” After this Gordeziani explains: [Aristotle] could not
see the development possibilities for the genre within the parameterswhich
in his era were defining the face of tragedy. Besides, the pessimism of the

58 It should be notedthat the passage from Poetics with the number 1549a could not be found in
any editions. In general, the numeration of passages in the newer versions is very rare, however,
in old editions they go up to 1500. For example in the Greek-English edition published in
1902 by Macmillan the numeration of passages ends at 1462. (See. :Aristotle. (1902). Poetics.
Retrieved March 29, 2014, from Saint Mary’s College web site: https://www. stmarys-ca. edu/
sites/default/files/attachments/files/Poetics. pdfGordeziani has cited this phrase from other
works too.
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ancient Greek philosopher, the conception and elements of ancient tragedy,
at one point became the basis for western theatre, the structure of dramatic
plays; on the other hand, the immanent, universally ethical and dramaturgi-
cal characteristics of the genre in Opera were preserved in his musical modi-
fication. Despite the fact that the number of the workswhere the principles
and ideals of ancient tragedy come to life in time and space, are not many,
works like this, give us the possibility to assumethat the characteristics of
tragedy in musical theatre continue their existence and will be seen in many
future masterpieces too.
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