M. S. Silk and J. P. Stern Nietzsche on Tragedy (Cambridge, 1981) Chapter 8  Tragedy, Music, Aesthetics  Leddy notes  [page numbers on left]
244  With respect to music, “Nietzsche is bent on minimizing whatever variety is available to him.  His conception of music excludes Mozart and Chopin, let alone Johann Strauss…he sets us Wagner as typical of music as a whole.”

245   He presents Wagner as the destroyer of forms, but “does Wagnerian music itself have no formal aspect, no structure, no conventions?”  

257   “Nietzsche is…faced with a contradiction.  His argument about the link between tragedy and music seems to substantiated most satisfactorily by Aeschylus, but his conception of the tragic by Sophocles….If Aeschylus has the right kind of chorus, Sophocles has… the right kind of hero.”  
257  Bernard Knox:  “the presentation of the tragic dilemma in the figure of a single dominating character seems…to be an invention of Sophocles.”

258  A contemporary attack on Euripides by D. W. Lucas:  “there appears a loss of confidence in the innate in the innate significance of the old stories…Such things [his changes of myth] may have seemed to many a profanation of myth; really they showed a new kind of sensibility.”

259  vs. N.s recantation theory “A comparison of the Bacchae with Hippolytus, written twenty years earlier (428 B.C.) suffices to show that Euripides had been willing to defer to the power of the irrational=divine well before the ‘evening of his life.’”  
“Dramatists beliefs are, in any case, not so simply inferred from their dramas as Nietzsche appears to suppose.”  

“[Euripides] has a habit of bringing the gods into disrepute…and sometimes confronts his audience with the thought that if the gods are disreputable, they may as well not exist.  It does not, however, seem to follow from this that Euripides is an ‘optimist’….sounds much more like a pessimist.”
260  “In what sense, if any, can Euripides be called a rationalist?  The question was once posed in a celebrated essay by E. R. Dobbs [“Euripides the Irrationalist” Classical Review, 1929]… Dodds [without actually mentioning N.] dissociated Euripides from Socrates and pronounced him an ‘irrationalist.’”  However Silk and Stern agree with N. on this point.

261  “Euripides …replaces theology with psychology…sometimes…even converting the gods…into personification of internal drives.”  
262  “The measure of Nietzsche’s unfairness to Euripides is his assertion that Euripides killed tragedy.  The repeated subversion of traditional norms by a revolutionary genius undoubtedly made it hard for his successors to revert to tradition or …to take his innovations much further, but Euripides is a symptom of crisis, rather than its cause.” 

263  “The heart of Nietzsche’s analogy between tragedy and Wagner is his supposition that Wagner can recreate the kind of impact that the Greek dramatists had on their audiences.”  

263  a gross distortion however is a discrepancy “between the dominance of music in Wagner and the dominance of word in tragedy”.
263  “The musical element of tragedy …is…credited with a special importance as a result of a loose identification (as in #14) with the chorus.  This is specious.  The choral portions of tragedy are important, but as far as we can tell, their importance in Aeschylus or Sophocles …is heavily dependent on their verbal component.”  
265  “If Nietzsche gives tragedy back its religious ground, it cannot be said that he gives it back its wholeness.  Not only does its theatrical aspect mean little to him.  Even within the religious basis, his concentration on the metaphysical at the expense of the socio-political leads to a further narrowing;  and for all his insistence on the corporate nature of Dionysiac worship, even the metaphysical itself is seen in individual existential terms.  In all this he reflects the predispositions of the German intellectual ethos of his age” by emphasizing tragedies that center on the suffering of a heroic individual.  

266  The relation between the two deities is often confusing.  “In his discussion of Prometheus and Oedipus Rex in #9 Nietzsche identifies the poetic conception with the Apolline, myth with the Dionysiac, whereas in the origin of the genre the Apolline is words, dialogue, actors and drama as against the Dionysiac sphere of music, lyrics and chorus.  But in #21 he opposes Dionysiac music to protective – and therefore Apolline – myth….”  
267  “Tragedy, he argues, presents us with the destruction of individuals in a way which is exalting, because he gives us a glimpse of the underlying deeper power of life…in which we have a share, but which is only glimpsed when individuality is transcended.”  

269  It is surprising that he should associate the tragic with the word “aesthetic” “a word strongly evocative of the ideal of distant, dispassionate, painless contemplation of art which is associated with Kant and, in his wake, with Schopenhauer.”

N. seems to imply in #7 that he “equates the perfect response with disinterested contemplation…But what he now does is to redefine the perfect response in a way that undercuts such equations and oppositions, while at the same time retaining for it the denomination ‘aesthetic.’”  
271  N.s response to Aristotle’s emphasis on pity and fear is to be found at 21 and 22.  “Pity and fear, then, belong to the Apolline, which we had taken to be the sphere of the aesthetic in the Kantian-Schopenhauerian sense of disinterested contemplation.”  

271  “the Apolline is not equivalent to ‘the intellect,’ nor does it symbolize consciousness, nor…is it even opposed to ‘the emotions’; these are properties not of Apollinity, but of Socratism.”  This is against an article by Quinton who, they believe, makes N. more humanistic than he is.  

276  Quinton speaks of N. as holding to the “self-approving will.”  S and S stress that “there is no ‘self-approving’ will in Nietzsche’s theory.  The Apolline component of the tragic experience is will-less #22, the Dionysiac involves not self-approval, but ‘self-annihilation’ #21.”   

278  Contra N., dramatic form is not necessary for tragic effect.  The Iliad can serve as a vehicle for the tragic, and N. conveniently avoids this fact.  

279  N. himself locates the tragic as much in pre-dramatic myth as in drama itself.  

280  “As far as Greek tragedy itself is concerned, the mythical quality of Nietzsche’s construct also represents an ingenious solution to the notorious historicist dilemma:  are works of the past to be discussed only in the categories of their time, the timeless only in terms of the outmoded?  But Nietzsche’s categories have no temporal connection with the world of Shakespeare or with any tragic world except the Greek….Shakespeare’s music has no music, except incidentally, and certainly no musical origin.  It has no chorus, and therefore no metaphysical foil to the earth-bound hero.”  

284  “For all his talk of ‘wholeness’ Nietzsche is not seriously concerned to envisage a whole society.  He envisages the whole man, but he shows insufficient interest in the social patterns which would facilitate and sustain his wholeness.”  

“Nietzschean man, reacting to the horror of existence, is only allowed three ways out:  religion, art, and science #18….This is a remarkably narrow view of culture, even in its creative aspects.  There is no place in Nietzsche’s view of salvation for ‘the holiness of the heart’s affections’, for good works, for the sustaining power of kinship and other personal relationships.”  

Silk and Stern also speak of N.s “heady over-emphasis on high culture…he refuses to recognize …the complex status of high culture within the society that gives rise to it….While deploring the isolation of the creative individual in the modern world #20, 22, he builds his cultural ideal on the dichotomy…”  

285  “Would the achievement of an artistic Socrates be merely an acceptable compromise in an imperfect world – or is it good per se?”  

Would he actually prefer an Apolline culture, as in #3?    Would our new tragic age be followed by an Apolline one?  #19
“Throughout Nietzsche’s later writings there is a contradiction between grave exhortations to tragic courage and praises of light-heartedness, between an affirmation of the dark ground of existence and an injunction to ‘stop at the surface.’”  

What is the relation between the Socratic and the Apolline?  

287  “In BT Nietzsche clearly regards the religion of his own culture as some kind of Dionysiac phenomenon.  He does not say so overtly…The problem in his terms is presumably that Christian religion, while Dionysiac in some ways, is Socratic in others.  It is mystical – and also concerned with moral justification; ascetic and will-negating – but also interested in establishment of a kingdom of heaven on earth.”  
289  contrast to Freud, although N. shares with Freud the concepts of unconscious mind, repression, sublimation “For the Freudian…once the menacing truths that engender the sublimation have been laid bare by psychology, they lose their menace.  They have no deeper reverberations.  There is no higher dimension of being for sublimation to mediate, and no higher dignity to accrue to art and the artist in their turn.”  

291  “Art sustains life:  life is the purpose of art.  Such conclusions raise as many questions as they seem to answer.  …how far is it justifiable to put ‘life’ and ‘art’ into separate compartments?  …if life is the purpose of art, is there in his view a purpose to life?  …in Nietzsche’s universe…the order is apparent and the disorder lies behind it….yet unlike Schopenhauer… [his pessimism] purports to be a pessimism of strength, an affirmation of life.”  
292.  So life is absurd, but the metaphysical illusion’s purpose is turning instinct at its limits into art.  #15

Although he speaks of suffering as the sole ground of the world he also speaks of its redemption.

Is the indestructibility of the flow of life illusion or is it the consolation?  #18

293  “The universal will, the primordial oneness and the world-artist are one and the same.  He, or it, is presumably Dionysus or the Dionysiac….He does not attempt to demonstrate its existence by argument, or – what is more revealing – convey it by description….His inability to describe the world-artist is a sign that this talk of divinity is hollow.”  

294  “The principle that art exists for life and life for the world-artist is nothing but a vicious circle:  art for life and life for art.”  

296   “The suffering hero of Greek tragedy, Oedipus or Prometheus, is the original model for Nietzsche’s Ubermensch, the superman, and BT, accordingly, the prototype of his whole philosophy.”  
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