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Different Theoretical Approaches

Paper is going to research Greek theatre and its relation to Dionysian cult,
giving an outline of the most recognized theories in the field dealing with
the issue, in order to map some of the methods and insights of the con-
temporary approach to Antiquity. Side by side to the acknowledged theo-
ries of Jean-Pierre Vernant (French Anthropological School of Antiquity)
and of Walter Burkert, | am going to represent research of theoretician,
Classicist and a specialist in Balkan linguistics and reliqion of an older
generation, active in Belgrade still in the middle of the 20" century, Milan
Budimir, whose visionary work sheds a new light on the contemporary
theories.
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Introduction

The aim of this paper is threefold. First, I want to introduce some of the key
concepts, and arguments of the most influential and approved approaches to antiq-
uity today — by Walter Burkert and by one of the representatives of French Anthro-
pological School of Antiquity, in particular Jean-Pierre Vernant. I am going to fo-
cus on their studies problematizing ancient tragedy in the context of the Dionysos'
cult. Side by side to mentioned theories, I would like to put forward the argumenta-
tion about a theoretician less recognized world-wide and out of his own language
area, Milan Budimir. Although belonging to a different, earlier generation, the ideas
and work of Milan Budimir deserve to be presented together with the most influen-

* Research was supported by Serbian Ministry of Science and Environmental Protection, Project
147020.

Translated by the author.
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tial theories of today. The importance of this is basic for the standpoint of the
French Anthropological school (as well the other humanities) that science, unlike
religion, searches not for the truth, but for knowledge. The frontiers of knowledge
broaden in all directions, not only through obtaining of new knowledge, but also
through preventing from forgetting the old ones.' Following this request, the second
aim of this paper is to save from the oblivion the original and well argumented work
of Milan Budimir concerning the origins of European scene (as a technical term in
theatre) that reveal archaic strata of the Athenian theatre. Budimir’s research is
based in the first place on his exceptional knowledge of ancient Balkan languages
and historic grammar. This specialization enabled him to produce a detailed analy-
sis of terminology related to the theatre and to the cult of Dionysos with all com-
plexities that are consequences of different times and local specificities both of the
cult and of the theater. Unlike most of the studies that are dealing with the archaic
beginnings of the theatre, which are based usually on the “hard” historical and ar-
cheological evidence that are actually very fragmentary and lead to incomplete ar-
gumentation, Budimir introduces completely new arguments and approach, which
shed a new light on the issue. From this follows the third aim of this paper, which is
re-reading theories by Burkert and Vernant from a new-old perspective and with the
specific knowledge that Budimir offered.

I am going to start with the few remarks on the methodological approach of
the French Anthropological School that has been developed in the Centre Luis Ger-
net (EHESS) in Paris, not only because of Jean-Pierre Vernant, whose two studies
on the theatre and god Dionysus I am going to present, but mainly because of the
methodological standpoints by the researchers of the School that I am accepting and
starting from.

The centre itself got its name after a pioneer of the innovative approach to
the antiquity, Louis Gernet, who re-questioned philological methods of the German
school and introduced an anthropological approach to the study of Antiquity, in-
cluding original views on Greek antiquity. Thus, anthropology of antiquity, as a part
of historical anthropology represents a discipline that addresses an intersection be-
tween anthropologically-informed history, historically-informed anthropology and
the history of ethnographic and anthropological representations through the various
disciplines devoted to study of antiquity, such as archeology, epigraphy, numismat-
ics, linguistics or philology. Each discipline exceeds its traditionally established
frameworks, mutually overlapping and being used to widen the context, to set up
the anthropological perspective and to simulate the ethnographical interview in the
required, antique context. The method is based on reading Ancient texts (literary or
visual) using other Ancient texts in the Ancient context, without imposing contem-
porary values, which is achieved through the constant reqestioning of researcher's
own position. Greece has been compared to other cultures and anthropological
fieldwork experience related to Greek or some other culture is regarded useful for
researcher’s positioning when facing particular historical and cultural context. Re-

'Svetlana Slap3ak, Za antropologijo anticnih svetov, SOU&ISH, Ljubljana 2000, 57.
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search, for example, of identity construction (of gender, citizenship, the Other) in
ancient Greece demands similar research in the contemporary context.

The interdisciplinary approach of anthropology of antiquity deals also with
the beginning of the European culture requestioning and denying many prejudices
and delusions that the conservative approach to Classics has established hand in
hand with the European appropriation and colonization of Greek antiquity. This
calls for requestioning of each of the invention of the antiquity by setting them in
the original, antique perspective. From this further originates research of contempo-
rary cultures and their reception of antiquity and spread stereotypes related to it. In
this context it becomes clear that problem of the origin of the theater completely
exceeds the framework of traditional literary criticism calling exactly for the ap-
proach of anthropology of antiquity, including both religious and political context
in which it appeared.

The main characteristic of the anthropology of the Ancient world is that
different approaches and methodologies do not exclude each other. One of the
themes of anthropology of Antiquity is the anthropology of theatre. Louis Gernet
already pointed out that the tragedy deals with the social and public thought that is
characteristic for the Athenian city-state. His followers, Jean-Pierre Vernant and
Pier Vidal Naquet continued and expanded the work that Gernet started. These two
have published first collection of essays on Greek tragedy in the year of 1972.% This
book has completely changed the direction of the researches of the topic widening
and combining methods of anthropology and classical philology.” In this paper I am
going to focus my attention to two studies by Vernant published in the second vol-
ume of the mentioned book: The God of Tragic Fiction and Features of the Mask in
Ancient Greece." Vernant’s reading of tragedy is based on its relation with Greek
democracy. He searches for the reflection of the meeting and tensions between two

2 Mythe et tragédie en Gréce ancienne, Maspero, Paris 1972. Serbian translation by Zivojin Zivo-
jinovi¢ appeared in 1993 under the title Mit i tragedija u antickoj Grckoj, Sremski Karlovei 1993.

3 The exceptional collection of essays on Greek tragedy and comedy in the social context, which
represents the continuity of work that started Vernan and Naquet, particularly based on the extra-
textual reading of theses dramatic forms was published in the year of 1990 by Princeton Univer-
sity under the title Nothing to do with Dionysos? Title itself problematizes old Athenian proverb
that was still in antiquity interpreted differently, referring in the first place to the growing com-
plexity and innovation of dramatic performances, as if they were distancing form the god Diony-
sos and the cult they belonged to. Theoreticians that participated in this book are: Simon Glodhill,
Jefrey Henderson, Divid Konstan, Frangoise Lissarague, Odone Longo, Nicole Loraux, Ruth
Padel, John Winkler, Froma Zeitlin, Jasper Svenbro and others.

* First article was published for the first time in the journal Comédie frangaise under the title La
dieu de la fiction tragique and the second one, Figures du Masque en Grece Ancienne in Journal
de Psychologie with F. Frontisi-Ducroux in 1983. Both articles were republished in the second
volume of Mythe et tragédie en Gréce ancienne in 1986. 1 am using Serbian translation of the
book Mit i tragedija u antickoj Grckoj, 1zd. Knjiz. Zorana Stojanovica, Sremski Karlovci, Novi
Sad 1995.
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types of religiousness — older, traditional one and one prescribed by the state.” His
research focuses also on the theatre in the social context emphasizing that the clas-
sical Athenian theatre, unlike the modern one, became one of the institutions of
Athenian polis, where all citizens were gathering to watch and to reflect upon, even
being paid for that. Therefore, the audience consisted of the same people (active
participants in democracy, which mean only men) that were also gathering in As-
sembly and other polis' institutions. The specificity of the theatre as a public institu-
tion was that it was the only place where all those problems that could not been
raised in the assembly were discussed and problematized. Tragedy was an ideal new
medium, which marked and enabled the formation of the inner, responsible individ-
ual — political subject.®

Another theory that I would like to present is one by Walter Burkert,
probably the most eminent and recognized scholar of Greek religion nowadays.
Originating from the German school of thought, Burkert follows the ideas estab-
lished by the Cambridge School of Anthropology and James Frazer.” Aware of the
impossibility to separate Mediterranean, Near Eastern, Euro-Asian elements from
Greek and pre-Greek religion, through multidisciplinary approach that often in-
cludes linguistics, Burkert combines minute research of religion with evolutionary
and biological knowledge and with the newest achievements of prehistory studies
from sociological and psychological perspective.

Tragoidia and the Cult of Dionysos

Aware of the complexity of the origin® of theatre and its relation to the cult
of Dionysos,” Burkert interprets its origin in relation to the one of the most impor-

° This standpoint Vernant develops in his study about Antigo and Kreont. Namely, Kreont tries to
deprive Antigo from her right to bury her brother, but nevertheless and at the price of death, she
does not want to give up in her right “given by the gods” to bury her brother.

®J.P. Vernant, Mit i tragedija u antickoj Grékoj, 1, 11.

7 English School of Anthropology is also known under the name of Cambridge Ritualists. Active
in the second half of the 19™ and beginning of the 20™ century they were all classicists who tried
to step out from the blind alley in which researchers of the Antiquity framed on exclusively phi-
lological approach found themselves and to include in their approach some anthropological as-
pects to the themes of antique religion. Most famous representatives were Jane Harrison, Gilbert
Murray, Francis M. Cornford, and Arthur B. Cook, as well as very famous and close to the group,
but never its permanent member, James G. Frazer. Wishing to harmonize with, for that time, new
and progressive concepts of evolution, their ideas about religion were based in the first place on
the long-termed development of the religious ideas that they researched together with the origins
of literature. They were first who applied the idea of the ritual basis on Greek religion and the first
who, consequently, raised the question of European (Western) values that are, even today, very
often believed to originate from a Greek source.

¥ The article Greek Tragedy and Sacrificial Ritual has been published for the first time in Greek,
Roman, and Byzantine Studies 7 in the year of 1966. Later it appeared in the book Wilder Ur-
sprung in the 1990. Used English translation by Peter Being in Savage Energies, Chi-
cago&London 2001.

364



<= Lada Stevanovi¢, Greek Theatre in the Context of Cult and Culture ... =

tant institutions and practices in Greek religion and its rituality — sacrificial ritual,
and particularly the sacrifice of a goat characteristic for this cult. Burkert also re-
questions the term tragoidia refuting the wide spread interpretation about tragedy as
a “song of goats”, i.e. of dancers dressed like goats and develops his idea in the con-
text of sacrificial ritual and its relation to the theatre performance, interpreting frag-
edy as a “song at the sacrifice of a goat”.

Namely, the tradition of understanding tragedy as the “song of goats” ac-
cording to which tragoi are identified with saturoi (members of the tragic cho-
ruses), owes its popularity in modern times to Wilamowitz-Moellendorff."” How-
ever, foundation for such assumption is grounded in the Ancient evidence that
points to such a conclusion, in Etymologicum Magnum, s.v. tragoidia (764.5),
which, after three other explanations gives a definition that tragedy is named “after
the choruses that were mostly composed of satyrs, whom they called goats™.

However, in order to prove this standpoint, Burkert grounds his thesis in
the study of sacrificial ritual in general, combining that with a critical reading of
Wilamowitz through rereading Aristotle as well as images of satyrs on the vases.
The starting position of Burkert is quite unclearly motivated refutation of Aristotle’s
remark, according to which tragedy developed from a satyr play.'' This position
Burkert overtakes from Brémer, who, on the grounds of the satyr’s images on the
vases asserts that first representation of satyr-plays occurred after 520 B.C. As this
date is later than first tragedy by Thespis, conclusion is that the first satyr-play
could have appeared only as a new invention, younger than tragedy.'> Not con-
vinced in such an argument, Burkert’s argumentation stays unclear upon the issue,
offering compromise and possibility of the existence of earlier “proto-satyr-play”,
as Burkert terms it."

The next argument that Burkert offers is far more clear and suitable for the
subject. Namely, he turns to the wide known vase images of satyrs that, all up to
Hellenistic period, although represented as theriomorphic creatures, actually do not
have characteristics of goats, but of the horses (tail, ears, hoofs), wherefore it be-
comes difficult to connect satyrs with goats (saturoi with tragoi). Actually, there is

? The production of tragedies and comedies in Athens was inseparably related to the annual festi-
val of City Dionysia. This strong relation to the ritual and the fact that theater actually appeared as
one of the institutions of Athenian polis, the audience of which consisted of the same few thou-
sands citizens with full civil rights, are the reasons why ancient theater is so distant and different
from the modern one.

10 About saturoi = tragoi see Ulrich von Wilamowitz-Moellendorff, Kleine Schriften, Berlin 1935,
372, Albin Lesky, Die Tragische Dichtung der Hellenem, Gotigen 1964, 15ff; A. W. Pickard-
Cambridge, Dithyramb, Tragedy and Comedy, Oxford 1927, 164.

! Aristotle, Poetics, 1449a20cf.22.
12 Frank Brommer, Satyroi, Wurzburg 1937, 36.
'3 Walter Burkert, Savage Energies, University Of Chicago Press 2001, 3.
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a consensus upon this issue among three presented theoreticians — Burkert, Vernant
and Budimir."*

In order to support his argument about tragedy as a song at the sacrifice of
goat, Burkert researches and confirms this type of sacrifice also in other Dionysus’
cults."> Apart from that, he points out that at the center of the Dionysiac orchestra
there was an altar for sacrifice (thumelé) usually used for the play, when the altar
was required in the dramatic plot."® Burkert concludes that the altar (thumelé) can
not exist without scarifying (thuein) and that existence of the altar in the middle of
the orchestra represents the memory of the sacrifice of the goat.”

In the article La dieu de la fiction tragique Vernant interprets the existence
of thumelé in the center of orchestra as the imitation of the one in Dionysos’ temple
that he recognizes in the architecture of theater itself."® However, he refutes any
possibility that tragos stands in relation to the tragedy, because there are no evi-
dence that would prove that in the theatre and on the occasion of City Dionysia, he-
goats were sacrificed more than she-goats. Apart from that, the only epithet that is
found in the cult of Dionysos and that stands in relation with some animal from the
genus of Capra is aix."” Considering these arguments, the mentioned standpoint of
Burkert seems indefensible.

At this point I would like to introduce the linguistic argumentation concern-
ing the subject, developed by a Yu%oslav scholar and a specialist in Balkan linguis-
tics already in the middle of the 20" century, Milan Budimir. In his article The Ori-
gin of European Scene, Budimir approaches this problem not only through the re-
search of ritual and the cult of Dionysos, but also offering philological arguments.
Unlike Burkert, whose reference to ritual context in which theatre has developed is
more in general and refers in the first place to the meaning and the origin of sacri-
fice in any ritual, Budimir analyzes the cult of the god Dionysos with all its specific
characteristics and particularities as well as different hypostases and functions of
this god, in order to clarify, as much as it is possible, the ritual context in which
theatre appeared. Beginning with the archaic strata of the cult and the theatre,
Budimir allows himself to move freely through diachrony (from Campanian atte-
lana, to traditional puppet heaters and even to the films) when that allows him to
confirm the continuity in existence of certain phenomenon.”’ Starting from the
original space of Dionysos’ cult that is the north-eastern Balkan (the area of
Thracia), Budimir develops analysis of terminology related to the theatre. Using his

" W. Burkert , Savage Energies, 3; M. Budimir, Sa balkanskih istocnika, SKZ, Beograd 1969,
100; J. P. Vernant, Mit i tragedija antickoj Grckoj, 11, 25.

'S'W. Burkert, Savage Energies, 2001, 8.

' The orchestra is central round space in front of the spectators where the chorus would dance,
sing, and interact with the actors who were on the stage near the skéne.

" W. Burkert, Savage Energies, 9.

18 3. P. Vernant, Mit i tragedija u antickoj Grckoj, 11, 29.

" Ibid, 25.

2% Such diachronic approach also approved by French school of anthropology of antiquity.
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exceptional knowledge of Ancient Balkan languages, he concludes that only a few
terms related to the theatre of classical Athens belong to the Greek language (skéné,
orchestra, etc.). Many others, referring to the types of verses, chorus members, ac-
tors, such as imabos, dithyrambmos, saturos etc. are the words of the Balkan pre-
Greek settlers. This reflects that the Athenian theatre has developed from the cul-
tural contacts with Ancient Balkan settlers and Greek invaders (the term is to be
taken with caution, the dynamics of migrating and taking new territories much more
extended in time). Through the linguistic research of terms related to theatre and the
cult of Dionysos, Budimir sheds new light on the relation of Dionysos and theatre,
offering also the explanation of the origin and the meaning of the word tragoidoi.

Budimir argues that term tragoidia compared to the trugoidia and trugoi-
dos (these two terms were introduced by Aristophanes and overtaken by peripatetics
for denoting a dramatic form completely different from and contrary to tragedy)
bears a very common alternation typical for Illyrian phonetics (a/u).”' To these ar-
guments, author adds that in Sophocles’ Tracking Satyrs, satyr is called Drakis . 2
There is also a Latin word for the comedian of Illyrian origin — draucus in relation
to Gre. drakis, drakistés - words denoting buffoon, comedian, actor. Thus, con-
cludes Budimir, the relation of satyrs (buffoons) with the goats (tragoi) may only be
a paraetymological adaptation of the word that denotes an actor.

Turning his attention to the vase images of satyrs and their relation to Dio-
nysos, the same as Burkert and Vernant did, Budimir supports the hypothesis about
satyrs as half-human, half-animal creatures with the horse characteristics — tail,
hoofs and phallus. Budimir points that exaggeratedly large phallus is directly linked
to the comedy and the satyr play, through the laughter caused by obscenity, which
is immanent for those forms.** In the wider context of god Dionysos, Budimir
points that one of Dionysos’ cultic names on Peloponnesus (from where the oldest
comedy moved to Attica) was Phallén and Phalés, and he relates it to another cultic
name Tairos, also with the same meaning of phallus. But, before turning to the
laughter in Dionysian cult, let us go back to the horses in the wider context of other
Dionysos' festivities Apatouria® and Anthesteria that are both devoted to the cult
of the dead and the hero cult. Namely, on the occasion of these Dionysian festivi-
ties, the souls of the dead are believed to appear among the living on the wild

%! The same alternation is recognizable in the variants of Dionysos name — Bakos/Bulkhis.

22 Budimir emphasizes the same root drak is related to another Dionysos’ name, but also for de-
noting cultic sticks that were used by Bakhants during the Dionysian festivities. Bakhants would
wave with those sticks with the strong magical power, which had the gall on the top of it, the
shape of which actually recalls phallus. Budimir confirms this association of the stick and phallus
also by the Epicharmus Sicilians who for denoting it, uses word stick — gerron.

2 M. Budimir, Poreklo evrpske scene, 1969, 99-100.

2 W. Burkert, Savage Energies, 3; M. Budimir, Sa balkanskih istocnika, 101.

5 The festival of Apatouria is devoted to the young wine, but also to young Athenians who are
becoming the memebers of the cultic community, called phratria.
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horses.? Thus, concludes Budimir, Dionysian satyrs might only be related to horses
or horse riders (dead souls), while their large phalluses do not have any relation
with the goats.”’

Satyrs are thus related to the souls of the dead. The festival Anthesteria is
the Ancient Greek All Souls day, so fertility god Dionysos is not related to death
only through his own yearly dying and rebirth. Satyrs are related on one hand to
death and divinity of the dead, but at the same time, they are funny, obscene crea-
tures provoking laughter. The images on the vases represent them as Dionysos’ fol-
lowers, in the company of Maenads, dancing to the music or performing, drinking
wine until they get drunk, celebrating the moment, the desire, the erotic tension of
any kind.®® The world they are living in is turned upside down, non-regulated,
imaginary and utopian, presenting the opposite of the citizen's ideals. Exaggerated
obscenity of satyrs arousing laughter is related to their carnevalesque way of ex-
pression. But what is its place in ritual? They provoke laughter that, according to
Budimir, represents the antidote against death and its demons.*’ It also represents
the greatest manifestation of life and in the ritual context (as this one is) it always
has very strong religious motivation.*

Thus, there are two important aspects of cult that are important in enlight-
ening the origin of the theater. On one hand, there are phallophoric processions and
rites that are related to the general fertility domain, which both in the case of Dio-
nysos, or of Demeter (Eleusenian Mysteries) were introduced to the Greeks from
old Balkan settlers.”’ Another cultic dimension at which Budimir points out is the
hero and the dead cult. Having this in mind, Budimir focuses on the antique texts —
both of tragedies and comedies as well as on those texts that refer to them. When
Budimir asserts that there is no tragedy without a hero, his opinion does not diverge
from the one by Vernant or Burkert. But let us see what are the arguments and con-
clusions of Budimir on this issue. Namely, to the Aristotle’s definition of tragedy
and comedy, according to which the comedy is just “merry tragedy”, Budimir adds
the short definition of Theophrastes, according to whom tragedy is about the hero

% The relation of Dionysos with the horses Budimir also finds in the etymology that he offers for
the Dionysus name, refuting the argumentation of P. Kretchmer according to whom Dionysos’
name means a child of Zeus: Dio-nusos. Namely, Budimir argues that the last syllable in Diony-
sos is long, wherefore it is related to the old Balkan (Tyrsenian) word for horse damnos from
*daunos (* deu-, *dau — “run”). Budimir 1969, 115.

2" Ibid, 102. Lissarague’s detailed analysis of representation of satyrs on the vases emphasizes ex-
actly the fact that satyrs always move in group, never alone, which is exactly the case for the dead
souls and their visit to the world of Living during the All Souls Day. Frangoise Lissarague, O div-
jastvu satirov in Podoba, pogled, pomen, ed. Svetlana Slapsak, Darija Strebenc, ISH&SOU,
Ljubljana 2000, 99.

* John D. Beazley, Heracles derubato in Apollo III/IV, Salerno 1963-1964, 3-14.

M. Budimir, Sa balkanskih istocnika, 97.

3% About ritual laughter in the context of sacrificial and funeral rituals see Cajkanovié, Magicni
smej, in Sabrana dela iz srpske religije i folklora, SKZ, Beograd 1994, 1, 292-314.

3! Still Herodotus thought that Greeks overtook phallophoric processions from Pelasgoi, warns
Budimir. M. Budimir, Poreklo evropske scene, 128.
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and his suffering. But what does Budimir also reveal? Emphasizing that hero origi-
nally is cultic term that only later, in the epic context, started to denote the hero in
general, Budimir points to the case of Heracles — a hero and a common figure both
of the tragedy and of the comedy. He also analyzes two Euripides' dramas, which
sometimes resemble more a comedy or a satyr play than a tragedy — Alcestis and
Heracles. In the first tragedy Alcestis decides to die instead of her husband (whose
behaviour is not heroic at all), but the tragedy ends happily, when the drunken
Heracles saves Alcestis. Heracles, the hero, appears both as a tragic and as a comic
figure. With this, Budimir proves the origin of tragedy from the satyr play and the
cultic nature of the theatre that unifies sorrow and laughter.

Taking into account all these arguments, Budimir turns to the Aristotle’s
position on comedy and tragedy. Such a broad approach allows Budimir to accept
what Burekrt hesitates about - that tragedy and comedy once had common nature
and common root in Dionysiac cult and that one is serious and the other merry due
to a fact that tragedy started to be controlled by the city-state.’”” Budimir also re-
minds of Socrates’ statement (in Plato’s Symposium) that good dramatic writer has
to be proficient both when writing comedies and tragedies.”

Another very important contribution of this study by Milan Budimir is his
argumentation on a very important aspect of dramatic plays that is still usually mis-
interpreted — katharsis. The main defect of such theories is that they do not take into
account the fact that the origin of theater lies in ritual, and that katharsis that Aris-
totle mentions might be exclusively ritual one, though Aristotle emphasized the rit-
ual meaning of this concept. Budimir approaches this problem using the text emen-
dations and mistakes that often appear in these emendations. Burkert namely sug-
gests that the word mathématon (that in the text follows katharsis) should be read as
miasmaton, since thé on papyruses often stands for s. ** In the light of this discov-
ery that clarifies that the katharsis “purification” refers to “ritual impurity”, which
is usually related to any (ritual) contact with the dead or death,” it is easy to con-
clude that function of tragedy is ritual purification.

Budimir undoubtedly proves the ritual character of the Greek theatre as
well as that its origin, and the nature of dramatic plays — comedies, tragedies and sa-
tyr plays (those two are always performed and written by the same dramatic poet in
the combination of three tragedies and one satyr play), tends to confront the specta-

32 Aristotle, Poetics, 5.
33 Plato, Symp.
3% M. Budimir, Sa balkanskih istocnika, 137.

% During tree days of Anthesteria festival called miarai hemerai (impure days) that are devoted to
the dead ancestors and heroes (about whom tragedy speaks), the dead come to visit their alive
relatives.

On ritual impurity see capital work Robert Parker, Miasma, Pollution and Purification in Early
Greek Religion, Oxford University Press 1990.
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tor with the forces of death and life, leading him, through release and purification,
to life confirmation and celebration.

But, let us turn to the study of Vernant to see how does he approach the re-
lation of the theater and cult. The methodology of Vernant in this study is based on
reading of the visual, but also the text images of Dionysos’ mask. The first type is
reading of archeological data (masks of different dimensions that were not worn,
but hung; painted images on the vases that depict mask on the pillars) and the other
are textual descriptions in the first place in Euripides’ Bacchants in which Diony-
sian mania is presented. While reading the text in anthropology of antiquity under-
mines reading one text using the other (or using reading of visual materials), read-
ing of images represents structural analysis in which each object has to be named
and then analyzed in a defined context. Rejecting popular aesthetic evaluation, very
often found in the writing on antiquity, structuralist approach demands that the con-
dition for understanding a phenomenon is to think about it as a part of the system,
the part that mutually depends on all other parts of that system.

Dionysos in Euripides’ Bacchants appears masked. He is disguised into a
human shape, while this shape is ambiguous: man-woman, with the long hair, wear-
ing a strange Asiatic dress, Dionysos represents himself as one of his prophets. That
is the way in which his epiphany appears to the people — face to face. On some
presentation the big mask of Dionysos is surrounded by wild Menads and Satyrs.”’
Their unrestrained behaviour and the disappearance of the borders between human
and animal (incarnated in satyrs), between human and divine, of social roles, gender
and age, lead to Dionysiac trance and acceptance of the divine mania. This reveals
another important aspect of the god - the Dionysian joy and liberating frenzy. * The
technique of forgetting the human destiny and erasing, at least for a moment, the
knowledge of human mortality, is achieved through the laughter. Here standpoints
of Budimir and Vernant meet: the laughter in the cult of Dionysos appears as the
strongest antidote for death, blurring the limits between of the world of the dead and
the world of the alive.

Let us return now to the study of Burkert and how he connects the cult of
Dionysos and the theatre. He interprets the goat sacrifice in relation to Dionysos
and the tragedy through the theory about sacrificial ritual that “touches the roots of
human existence”.” Burkert actually starts from his theory on the anthropology of
Greek sacrificial ritual and myth that he developed and published in his capital book
in the year of 1983, under the title Homo necans. The first premise in this theory is
that one of the crucial inborn instincts — aggression — primarily rooted in inter-

3 The probable order of events on City Dionysia in classical Athens was following: first day —
contest of ten boys in dithyrambs (one from each tribe) and contest of ten men’s dithyrambs (one
from each tribe); on the second day it was a contest of five comedies; next three days: con test of
three tragic ensemble (each with three tragedies and a satyr-play).

37 This is also obvious from the mentioned tragedy by Euripides.
38 J.P. Vernant, Mit i tragedija u antickoj Grckoj, 1, 44-50.
3 W. Burkert, Savage Energies, 16.
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human relations, was re-directed towards the animals in the hunting phase of soci-
ety. Hunter must have felt guilty when he killed the animal, but hunting as a source
of food at the same time makes life possible. Therefore, killing is being celebrated
as a renewal. This feeling of guilt, remorse and the anxiety provoked by sympathy
that hunter feels for his quarry, becomes the root of sacrificial ritual which is, as
Burkert argues “the basic experience of the sacred. Homo religiosus acts and attains
self-awareness as homo necans”.** And therefore, the killing in sacrifice, the same
as in hunt, represents encounter with death, while sacrificial feast and joy are the
way of overcoming the feeling of guilt and remorse for sacrificial killing, which
mirrors human respect for life. Exactly through the remorse, people try to restore
disturbed equilibrium, stressing “the continuity of life through death”.*' The experi-
ence of guilt and remorse provokes the feeling of deep respect for life, states Burk-
ert.

And although Burkert evidently develops his theory from what he consid-
ers to be “inborn aggressive instincts”, he regards it not within the question what
“inventor” of some ritual had in mind when performing it, but what is the impact
that ritual have had on society and what are the reasons for some rituals to survive.
This functionalist approach and understanding that life affirmation is achieved and
approved through the sacrificial rituals, Burkert further expands through the re-
search of immanent connections between sacrifice and tragedy that is recognizable
in the content of some tragedies, i.e. in the described sacrifices.” On the grounds of
this theory Burkert concludes that tragedy is a form that developed from the ritual
of sacrificing the goat, while fragoidoi are masked men of Dionysian ritual that
originally collected in a troop to perform the sacrifice of a goat (¢tragos).

Conclusion

I have presented three theories that are dealing with the relation of the thea-
ter to the cult of Dionysos. Using linguistic arguments Budimir was the first to take
the position later confirmed by Vernant and Burkert, that tragoidia is not the “song
of goats”. Budimir refuted this paraetymological explanation proving that trag in
this compound stands for the “buffoon, actor”. Analyzing different aspects of Dio-
nysos and his festivities, especially Apatouria (the festival of Athenian phratries —
in which the clan system is closely related to the cult of the dead) he succeeded to

0 Walter Burkert, Homo Necans, The Anthropology of Ancient Greek Sacrificial Ritual and Myth,
University of California Press, 1983, 3.

' W. Burkert, Savage Energies, 15.

* Ibid, 11-13.

* One of the illustrations how “sacrificial killing” (thuein) functions in tragedies is the example
of Aeschylus’ Agamemnon. First, Agamemnon appears as the Sacrificer of his own daughter. Re-
ceiving the news about the death of her daughter, Clytemnestra prepares a great sacrifice (83, 261,
587), (pros sphagas) (for slaughter 1056), calling for ololougé (sacrificial cry 1118). The way in

which Clytemnestra kills Agamemnon resembles ritually killing of a bull. She throws a net over
him and kills him with an axe (pelekus, boupléx). Ibid, 18
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go even to the deeper strata of language and thus to elucidate the meaning of this
word. Namely, he suggested that supposed Indo-European form of this term would
be droughos .** Adding to this the argument that Indo-European diphthong ou ap-
pears in Greek also as 0, (Greek word trozo “mingle”), he indicated in his conclu-
sion that tragoidia and komodia bear the same meaning, signifying “the song of the
community; choir song”.*’ This argumentation is thus refuting the starting position
of Burkert that tragedy is a “song at the sacrifice of a goat” (refuted also by
Vernant) from which he actually subsequently applies and inscribes his theory of
sacrificial ritual.

Except from agreeing that tragoi are not saturoi, theories of Budimir and
Burkert overlap in the conclusion that tragedy confronts people with the forces of
life and death. However, unlike Budimir, Burekrt takes into consideration tragedy
as a form independent and isolated from other theatrical performances, being a
transformed form of sacrificial ritual itself in relation to heroic myths. “If tragedy
draws on heroic myth, every hero has his cults, i.e., his sacrifices. The situation of
the sacrifice may be just the point where heroic myth and Dionysiac tragoidia meet
each other.”*® Although revealing relation between Dionysos and the cult of the
dead and heroes, Budimir reminds us what Burkert forgot about: that the hero ap-
pears both in tragedy and comedy and as such appears with both aspects: serious
(tragic) as well as the comic one. Thus, Burkert’s argumentation about the relation
between hero cult and sacrifice in and tragedy remains unconvincing.

Another weak point in Burkert's theorizing, or rather omitting a point in
history of the Athenian tragedy: it was only after the performance of Phrynichus’s
drama Capture of Miletus in 492. B.C. that the law was introduced to control the
plots of tragedies, which from that time on, could have only be based on the mythi-
cal core or events from the far past, not recent events. Phrynichus’ play was based
on the tragic siege of Miletus by Persians. Athenians felt such a strong sympathy for
Ionians that experienced this horrible event, that their sorrow and reaction to the
play influenced the change of whole tragic genre.*’ Vernant analyzes the approach
of tragedians to heroic myths emphasizing that unlike in epic poetry, in which hero
is praised, dramatic hero has problems, he re-questions himself over and over in
front of the audience. **

And in the end let us once more turn to the relation between religion and
theatre. What Budimir does in his study is tracing the path of the origin and devel-
opment of the theatre in the frame of Dionysos' cult through the constant critical

* Serbian word “drug”.
4 M. Budimir, Poreklo evropske scene, 1969, 112.
* W. Burkert, Savage Energies, 18.

7 “Tragedy represents the grief of the Other, not the Self. The Other must be distanced from the
Self, whether in time (hence the appropriateness of myth in general) or in space (hence of the ap-
propriateness of Persia in Aeschylus’s Persians).” Nicole Loraux, Mothers in Mourning, trans-
lated in English by Corinne Pache, Cornell University Press, 1998, xi.

8 J.P. Vernant, Mit i tragedija u antickoj Grckoj, 11, 26.
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reading of the linguistic evidences related to the theatre and Dionysos in the context
of patient analysis of different aspects of this god. What Burkert does is searching
the relation between sacrificial ritual and origin of the theater. He also searches the
relation between the two in the embodiment of sacrificial ritual in tragedy, seeing
tragic play only as a form of sacrifice. Vernant, however, makes structural analysis
through the reading of Dionysos’ mask images both in the cult and in the theater.
The fact that Vernant does not deal with the origins of tragedy is not originated in
his standpoint that the context from which it derives is not important, but because
he himself does not find arguments for that.* The analysis of Dionysos' mask,
which enables the epiphany of the god, led Vernant to the problem of theater and
how the audience perceived the heroes of tragedies (with masks) — they are com-
pletely aware that those, though present at the stage, are at the same time absent, be-
longing to myth of far past. Thus, theater itself represents the embodiment of this
Dionysian as&oect of the constant suspension of borders and shift between reality
and illusion.” The spectator is thus always aware that what he sees is fake, it is illu-
sion, it is imaginary. Exactly this is what makes tragedy so close and inseparable
from Dionysos — who is divinity that is related to the mixture and transgression be-
tween This and Another world.

The study of Budimir is the most detailed and complete. Each argument of
Budimir is grounded on considerable knowledge very patiently and subtly put in the
concrete context. Reading this study now, at the present moment, opens the possi-
bility to compare it to the more recent studies. Due to the fact that it was not acces-
sible to the wider audience, studies of Burkert and Vernant were written without
knowledge of it. And although some standpoints and conclusions overlap, this study
has made possible to read critically Vernant and Burkert from the new perspective
and to draw conclusions more easily. What is obvious is that the arguments of
Budimir confirm much more the thesis and method developed by Vernant (and
French Anthropological School of Antiquity), revealing the weak points of Burk-
ert’s study. The fact that I did not exhausted all potentials and arguments of this
study of Budimir (and of course his others studies) offers the possibility for further
re-readings and re-interpretations of this brilliant scholar.

4 Svetlana Slapsak points out that Vernant does not repudiate the possibility and importance of
archaic strata. What Vernant rejects is the intellectual myth about “the cradle” and the researches
that are supporting this myth. S. Slapsak, Za antropologijo anticnih svetov, 38.

30 J.P. Vernant, Mit i tragedija u antickoj Grékoj, 11, 50.
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Jlapa CteBaHOBMh

p4YKO No3opuLITE Y KOHTEKCTY KYJTa U Kyntype

PA3JMYUTH TEOPHjCKH MPUCTYIH

KrbyuHe peyu: nosopuwte, [inoHuc, aHTpononoruja
aHTuKe, Teopuje n MeToae

[MpoGnemaTrKa IrpyKOr MMO30PUILTA U HEroBa MOBE3aHOCT ca KyJITOM Oora
Juonuca HecymmuBa je. Tema paja je npencraBibame Haj3HAYaJHUJUX TeOpHja Koje
ce 0OaBe OBHM IPOONEMOM, Kao W Mamupame HEKHX METOAa M 3aKJbydaka
CaBpeMEHHX MPHUCTyIa AaHTUIM H TO Kpo3 Teopuje Banrepa Bypkepra,
HajIIPU3HATHjET CaBPEMEHOT TeopeThdapa aHTHUYKe rpuke penuruje, u Kan-Iljep
Bepnana, jemHor ox mpencraBHHKA (hpaHITyCKE aHTPOIIOJOMIKE IIKOJIE, Ha OCHOBY
YMjUX j€ METONOJIOIIKUX IOJIA3UIITAa HAIMCAaH U OBaj pal. AHTPOMNOJIOIHja aHTHKE
MpeJICTaBJba JUCIUIUIMHY Y OKBHPY HMCTOPHjCKE aHTPOIIOJIOTH]jE, KOja HacTaje Ha
MPEeCeKy AaHTPOIOJIOMKHA HWHPOPMHCAHE HCTOpPHje, HCTOPHjCKH HH(MOPMHUCAHE
AQHTPOIIOJNIOTHjE ¥ MCTOPHje ETHOTPA()CKUX M aHTPOIOJOIIKHX HCTPaKUBAmha KPO3
pa3nuunTe AUCUUILUIMHE W3y4YaBamka aHTUKE Kao IITO Cy apXeojoruja, enurpaduja,
JUHTBUCTHKA win ¢wionordja. OBe MUCHUIUIMHE ce KOMOWHYjy Kako Ou ce
CHUMYJIUPAO €THOTPa(CKH HHTEPBjy y TPAKCHOM, AaHTUYKOM KOHTEKCTy. [ J1aBHa
METO/IOJIONIKA TIOJIa3UIIITa OBOT MIPUCTYIIA 3aCHUBAjY CE Ha MIIYUTABAY aHTHIKHX
TEKCTOBA Y3 MIOMON IPyTuX aHTHYKUX TEKCTOBA, Ca TEKIHOM JIa CE Y HCTPAKUBAME
HE YIHCY]y caBpeMeHE BPEJHOCTH, IITO CE MOCTUKE HETIPECTAHUM MPEUCTTUTUBABM
MOJa3uINTa UCTpaxuBaya. ['puky, nakie, He Tpeba IocMaTrpaTH Kao ,,KOJIEBKY
nuBHIM3anyje”, a mopeheme ca IpyruM KyidypamMa M HCKYCTBO Y TEPEHCKHM
HCTPKUBAKBLUM BE3aHUM 3a TPUKY WM HEKY APYTY KYJITypy CMaTpa ce HOXJbHUM U
kopucHuM. YecTo ce mpuberaBa CTPYKTypallHOj aHAIHM3HM Koja MojJpa3yMeBa Ja je
mojaBy Moryhe pasyMeTH caMo y OKBHpPY 3aTBOPEHOI CHCTEMa Yy KOME C€ CBHU
eneMeHTH MelhycoOHO yClOBJbaBajy W ToBe3yjy. Pasmuumre MeTomonoruje
melycoOHo ce He uckibydjy. OcuM TEXHe J1a ce CTHYY HOBA 3Hama, ClpedyaBa ce U
3a0opaBibatbe CTapux. Y TOM KOHTEKCTY, MOpEA CIIOMEHYTHUX IPU3HATHX
TeopeTHyapa, mpeactaBuhy W pag y CBETy Mame II03HATOT, ald HE W Mame
3HAYajHOI WCTpa)KMBaya — W3y3€THOI IO3HABAOIa CTApUX OANKAHCKUX je3UKa U
penuruje, Munana byaumupa. [Ipemaa by numup reneparujcku nperxoau BepHany
u bypkepry, meroB paa 3axBajbyjyhu M3y3eTHOM TO3HaBaWmy OAIKAHCKUX jEe3HMKa
pacBeTsbaBa OpOjHE HENOYMHIIE Y BE3H Ca MO30PHUINTEM M KYJITOM y KOME je OHO
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Hactajo. baBehu ce mopeksiom M mouyenuma Mo30puinTa, Byamup je ycreo na
HaJMaIlld CBE OHE KOjH Cy C€ OBOM TEMOM OaBWIM YTJIABHOM Ha OCHOBY
(parmMeHTapHHX apxeoJomKuX nokaza. To My je omoryhwno u OosbM yBUA Y
pasyMeBame CaMHX JIPpaMCKHX JKaHpOBa (Tpareldje, CaTHPCKE Mrpe U KOMeHje),
BUXOBHX 0COO0CHOCTH U Mel)ycoOHe moBe3anoctH. Y pany [loueyu esponcke cyene,
Byaumup je nerabHUM JTHMHTBUCTHYKAM HCTPaKUBAHHMA aHAIN3UPA0 BPEMEHCKE U
JOKalHe chenuguIHoCTH Kyata Oora [luoHmca (mpe © TOCIE MpBE TIPUKe
KoJIoHW3aluje bankana) ¥ mo3opHinTa, cTaBapajyhu Tako Mo3aWk Kpo3 KOjU je
U3pOHMJIA HE CaMO KOMIUICKCHA CIIMKa OBOT OOXKaHCTBa M KyjiTa, Beh m cammx
JPMacKHX JKaHPOBA U T0jaBa UMAHEHTHHUX M 3a KYJIT M 3a MO30PHIITEe, Kao IITO je
CyouaBame ca CuiiaMa )KHBOTa U cMpTH. Ha Taj HaunH, OBa OpUTHHATHA ¥ CHAXXHO
apryMeHToBaHa cTyauja Mumana bBynumupa, KOjy HCTOBPEMEHO OIJIHKYjy U
[IMPOKA TEPCIEKTHBA U MpEIM3Ha aHajdu3a JYOMHCKUX jE3UYKHUX CTPYKTypa U
KyJiTa, Oalla HOBO CBETJIO Ha panoBe BepHana u Bypkepra, He camo nokasyjuhm
Te3¢e Koje je TIOCTaBho U apryMeHToBao Bephan, Beh moTBplyyjyhu n Metomononky
BaJbAHOCT (PpaHIlyCKE aHTPOIIOJIOIIKE IIKOJIE aHTHUKE K0joj BepHaH npumana.
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